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Abstract

This thesis is a study of the arts of acculturation
and is thus concerned with change in the arts of non-
western people under acculturative influence. The
primary interest is the stylistic analysis of contemporary
Sepik River art forms which form part of the Austin
Collection now housed in the Royal Oantario Museum. These
objects were collected curing the period between 1961 -

1966 from the Sepik River Province of Papua New Guinea,

To understand the position of contemporary Sepik
River art the art forms are considered in their cultural
contexts. The overall culiural ccmposition of the Sevik
River Province is first presented and then follcwed by
an overview of the tourist industry in Papua New Guinea
so that the changes in art can be considered in the light

of the prevailing socio-economic conditions.

In order to document the changes which have
occurred in Sepik River art the stylistic features of the
art forms from the Austin Collection are compared with
those which are considered to be traditicnal. Included
in the examination of traditional objects and illustrated
in the appendix are art forms from the Margaret Mead

Collection at the American Museum of Natural History,



from the Staatliches Musevm fur Volkerkunde in Munich,
Lo

Germany, and zrt objects from the Ryan Collection

exhibited at Isaacs Gallery in 1974 and 1975.

The results of analysis and comparison show that
changes in art in the Sepik River Province as illustrated
by the Austin Collection follow four main trends. These
are: expansion, permutation, adjunction; and simplification.
Expansion irvolves increased size, ac well as the introduc~
tion of new forms, metifs, and zolours replacing traditiocnal
ones. Permvtation refexrs to the new translaticn of
traditional content. The incorporation of new forms.

-

motifs, cclours, and materials *to alveady existing ones
resulting in a hybrid of traditional and foreign elements
refers to adjuncticen. The simpification tread involves

the reduction, elimination and standardization of
3

traditional siylistic elementa.

The stylistic analysis of the Avstin Cellection
reveals that artistic ectivity appezrs to be very much
alive in the Sepik River Province and is creatively adapting
to the socio=~econcomic changes of the twentiech century. As
such, the Austin Collection reflects not only the sweering
changes that have ccecurred in contemporary Sepik River

art production but becomes also a valuvahle document of

iv



change which anthropologists should consider. This thesis

is a contribution then to both the study of culture change

and stylistic change. The illustrated catalogue represents
a valuable reference tool for future studies anrnd should

be considered for any studies documenting stylistic

change in the Sepik River Province of Papua New Guinea.
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Chnapter 1 Irntreduction

The arts of non-occidental cultures have only
recently been.recognized by the Western world as objects
of aesthetic valiuve {(Goldwater 1967). VWhen 'primitive!'
objects were first acquired by museums they were regarded
in terms of Tewxotic' ethnological phenomencn and were
often exhibited ag curiosities, It was not until the

twentieth century that the marked attention focused on

rked iunternational

b

these items by avant-gerde asxrtiste sp:z
interest in thenm as objeis d'arisz. It was not long, however,
before controversy develeopsd concerning the artistic merit
and authenticity of those 'primitive' art items which were
produced after contasct with Buropeans {(Fry 1971-1972: 96) .
Contemporary productions were geanerally dismissed as
deviaticons or »oow imitations of the pure indigenous forms
and were decmed wnworthy of study. Nevertheless, recent
research on these 'arts of aceulturatiocn' by Graburn

(196%a; 1969b), Ben Amos (1973), May (1i974), and others,
have stresséd the importancs of studying the phenomenon

of non-westeyn contemporarvy arts as 'creative adaptations’

and as 'visgual communicative systems! in their own

right.



The contemporary art of Papua New Guinea
certainiy qualifies es srt  of acculturation (May 1974).
When placed in historical perspsctive the coatemporary
art reveals that ms jor and important stylistic changes
have occurred. - The concern of this thesis is, however,

not to provide sn historica

art but rether to study the art of one of its sart

o
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particulsr, to anslyze and
try to account for the stylistic changes thset have

occurred in a specific contemporary collecticn of Sepik

The Austin Cellection vely recent Sani

v s

Lote

f relat

o

r-.

Roval Cntarin Museum in Toronto

(")

River &srt housed in th

a3

!

provides ths primary corpus of materisl to 1t

(4

e studied,

The collection is pert of & 400 artifact assemblage from

Papua New Suinea that was purchased in Novembar of 1969

for $25,000 from iMr. Normen Elder of Norman Elder Gallery,
A

Tororte. Mr, Elder acquired the entire zgssemblage in 1967

from the collector, Peter Austin, an Australian geolo

had - amassed ‘he art objects, A lzrge portion of the

&= 3 7~ P = X R « DA 3 1. P e

Austin Collection, inclulding the Sepik River artifacts
N i e e R " 5 g —_ .

were reprascrted in 1970 ss pert of the Royal Ontario




o

The study also includes some examples of Sepik River
art from collections in the United States and Germany, as well
as another from Toronto, For comparstive purposes, the art
forms from the assemblage of Sepik River msterial collected

by Margaret Mead for the &merican Museum of Natural History
zmous 16931-1933 expedition to New Guinea are
pariticulsriy useful because of their generally sccepted

traditional nature (Mead 193L). Another useful collection

igs the Kunst der Sudsee axhibit at the Stezatliches Museum fur
Volkerkunde rmany. In this case, the art
ebhjects wers the Museum meinly daring the

- s Y 2 Y o ~ N o T— . U - | — K S—— - Ty oY s - oy s s
second decade of the twentieth century. 4 third valusble

©

source of comparative Sepik fiver sri material used in this

study is the Ryen Collection which wass exhibited at Isasacs
Gall=zry in Torento in 1974 and 197° The artifects

collected by Mr., Faul hyan of Vancouver, embrace s wide range

of expressions ranging from the traditicnal to the arts of

acculituratiocn,

Valuzils stylistic dats was also derived from

.

numerous illustrations and litersry descriptions, of which

¥ 0 T y o o 5 = -y .
Heinz Kelm's (1966 ~1968) three volumes, Kunst vom Sepik,

were extremely useful.

The supplementary material selected Irom other

museum collectiocns and from the published litersture



provide a baseline ageinst which the stylistic preoperties

of the Austin Collection can be compsred. Such compsrisons
permit the identification of siylistic festures which are
innovations and those which are traditional. Furthermore, by
examining examples of contemporary art from . different

parts of the Sepik River District it is pessible to

describe the drift of cranges in art production in the Sepik,

Methodological Considerations

2

Stylistic anslysis ol the Austin Collection and of
traditionsl Sepik art Torms inveolves various processes.,
czicel framework used is derived
from Herts Haselberger's (1961} sysuvamatic study for

2nts a

examining nor-occidental art.

’JJ
o

ﬂ*' e oy
ST }, repre

holistic approsch stressing the necessity to examine the

Lde

arts within their cultural contexts, that is, thc cultural
environment from which they sprang and ic which they belong.
A stylistic analysis involves examination of bagic artistic
properties and zesthetic qualities that charascterize an
object and corstitute its style. The artistic components

which ere sensitive indicators of style, are material,

technique, size, form and content (Haselberser 1961).

er (1G61:3L7) notes, "considersbly

‘he form of & work of art™, Determined by both the
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or stress that best serve the artist in building pictorisl
structurces. Form isthps o ‘determined arrangement of
mass, colour 305 proportion, When the form conveys a
mesning expressing a particular idea or acts as a symbol,
dded

v«
AT

a new element - an emotional vaziue or content- 1is

Q@

to the form (Boss 1955:12). V¥orm and content together
constitute an ‘torganic whole'! - "the essential basic
componients of art™ (Gerbrands 1957:41). Content can

refer, on one hand, tc th2 meaning, symbolism cor emotional

value of 2 work ef srt, or, on the other, to the formal

These characlteristics @lso enable the etnnolo

identify an artifect and determine its provenience. But

style, states Shapiro (1952:278), is not only a wmeans by
which the date snd locaticn of an object carn be esteblished
but is above all,

. o = ~ 1 ©
d sysuoen of f

0 ms with @ qualily
end a meanin;

1 '”UFNQSJOH through
which the personali ty of the urflut
and the broad Lroup are
visibln. It is also 3 vehicle of
expression within the groug
CON"‘WLCSEJPﬁ and fixing ce

; Y
values of relipion, social and moral



-

life through the emotional suggestiveness
of forms.

In order to determine the stylistic changes in
the Austin Collection that have occurred as a result of
socio~economic changes, it is necessary first to investigate
the underlying principles that cheracterize traditional
styles. Representative art expressions are thus examined
to ascertain the traditional stylistic characteristics
endemic to the style provinces c¢f the Sepik River District
(Bihler, et _al. 1962:106~114), Once the traditionsl
stylistic principles have been estcablished in terms of
intrinsic structural qualities as evident in material,
size, form, and content, the essential characteristics

underlying the artistic expressions of the Austin Collection

&

are determined hy comparison. Another task is to compare
stylistically similar objecuis frcm related areas in oxrder
to discover the salient features of contemﬁorary forms

of Sepik River art as represcented by the Austin Collection.
Such an analysis facilitates the description of successive

changes in style for the entire Sepik River District.

In deseribing the art styles of the Sepik River
District I rely not only on the observations I made of
objects studied at various museums (principally the

Austin Collection at the Reyal Ontario Museum, and



collections at Isaacs Gallery, at The American Museum of
Natural Histeory, and at the Staatliches Museur fur
Volkerkunde ﬁ&nchen, Germany), but also on the published
works of Abramson {197C), Buhler (1969), Forge (1967, 1971),

Kelm (1966-1968), Newton (1967, 1971) et _3l. Discussion

6]
o’

I>)
2

of contemperary art i ased to a large extent on Graburn

(1969a, 1969b) who estsblished a useful classification of
types and on May (1974) whe investigated the general

J.

impact of touriem on Papuva New Guinea art.

The visval data examined in this study are presented

16}

n catalogue form in the appendix». This catalogue consists

e

,J

primarily of illustrations of the Austin Collection from
the Royal Ontario Musewn. Sone visual exampies from The
American Museum oi Neatural History, Isaacs Galiery, and

‘

from the Stasatliiches Musewn in Munchen. Gernany, are

.

included for ccmparative purposes. Apart from the
illustrations, the catalogue also provides, where possible,
the following information: the provenience; accession
number; the institute winere the art object wag exhibited
or stored at the time of this study; the date of its

aquisition; the ccllector; dimensions; material and

brief description.

Although the catalogue is relegated to the appendix

it is worth pointing cut that its coumpilation was a necessary



and preliminery task which invelved examining, messuring
and photographin: every objecl, and oft
tentetive provenience based larzgely on stylistic evidence.
ks mentioned in the catalogus, soue identifications were
made by specialistse such as Porge, Newton and

Feulfmann, who actuully viewsd the Austin Collection in
1974 . Unless otheruise stated in the text accompsnying
fication for the Austin Collaction
was provided by Austin's motes, A&lso, unless specifically

3 e d oy ey ey iy g Ty 2y s 2% e 3
oted, the photographs are by the suthor,

N B T ) iy w5 ” s . T
In the Pollowing pages the «rt styles of the Sepik

- ye {35 . e TS ~ A <17ty ) Yy VS T
culture. Chapter IT introduces the cultural parspectives

+-1- 2 2 ¥ IE 3 e L8 P e T R =S 3~
of the Sepik River District., The iraditioral culture is

3

first outlined and then followsd by the medern context which
includes a discussion of culture contact and the
development of the tourist industry, which presently provides

Y
AL

e
cr
o

the main stimulus for contemporsry art production
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o
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ther parts of Paéua New
Detsiled anslysis ol traditioral snd contemporary art
objects from the Lower, Middle, Upper Sepik River and Msprik
style provinces &s represented in the Austin Collection,
are presented in Chapters IIX tc VI, Chapter VII concludes

]

o8 ~gd R T L L Ve 3 * 4
with a discussion of the stylistie chcn d artistic

trends represented in the



Chapter 11
Ethnographic Perspectives: Sepik River Culture

sr District situated in the northwest

b
ay
¢
wn
@
s
ko
l..J
3

ﬂ

corner of New Guinea congists of out 28,000 miles of terrain

5}

and is inhabited by a congeries c¢f tribes numbering
approximately 290,000 people (Newton 1971:8). Originating

1 the Isgland's mountainous spine, the River system flows
in a north-westerly direciicn alonz a vast intermontans

trough between the volcanic Central Cordillerz and the

northein chain of Torricelll and Prince Alexander Mountaelin

L

Ranges, to empty 700 miles later into the Pacific Ocezn,

Descending from the central highlands to the grasgsy basin
of the Upper Sepik Valley, the River is fed by numercus

tributaries and cuts through mountainous rain forests,

grassy plains and Tlooded sago-swamps . (Map L).

The District ie part of what was once rorthezgtern
New Guinea., Togzether with the Island’s southeastern
quadrant it forms the eastern half of the world's second
largest ncen-continental island. The western portion cof the
Igland, previously a Tutch colony, became a province of

Tndonesia in 1963 and iz now known as Irian Jaya.

From 1884 to 1914 the Territory of New Guinea, known

J-
o
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as Kaiser Wilhelmsland, was under German rule. Except for
this period and between 1942-1945 when the island was
invaded and occupied by the Japanese, Australia, until

just recently, governed the Territory. On December 1, 1973
Papua New Guinea was granted self-rule and in September 1975
it became an independent nation, thus ending approximately

ninety years of foreign rule.

A century has elapsed since Otto Finsch, the first
European to sall inland, discovered the Sepik River in 1885;
Following Finsch's discévery a serles of reconnaissance
expeditions were undertaken but the Sepik remained
relatively unknown until the twentieth century. In 1908,

- while covering the course of the Sepik River, Otto Reche,

a German ethnologist, distinguished three areas: the lower,
middle, and upper Sepik. The classification prevailed
until the work of Kaberry (1940-1942) when the Maprik was
added as a fourth style provinée. In 1961 this fourfold
division was the basis of a stylistic analysis undertaken
by Buhler; he identified the divisions as style provinces
with sub-style centre developments. Buhler's stylistic
classification and description has remained the main
source of information for subsequent stylistic studies

and i1s the basis of this research paper;

The style provinces are also relatively compatible

with the linguistic picture drawn up by Laycock (1973)'~
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Based on his survey work in the Sepik District between
1959-1972, Leycock (197%:19, 69) postulstes the existence
of groups of interrelated languages belonging to the
Sepik~Ramu Phylum. The Phylum extends from the Irian Jaya
border along the Sepik River to its mouth. Mirimelly, the
Sepik=Ramu Pahylum is composed of the Upper Sepik Stock, the-
Sepik Hill Family, the Ndu Family, the Poundo Family, and
the Yuet and Grass Pamily languages of the lower Sepik,
Ramu-Sub Phylum {laycock 1973). Ali the languages are

-~

non-Austronasian except for the Sepik Coast where there is

a mizxture of Austironesian and Non-Austironssian language
spoken (Grace 1988:064; Layooch 1961:%6).

- .

Phiysiographically, the Sepik Rivex Ddistricet is

if‘

distinguished by the coastal-riverine environment and hy

the drier inland grassy plains and Foothill environments.
The seasonal flooding of the river's banks creates permanent
swamp forests which cover extensive areas along the river
and its tributeries creating obviocusly contrasting
environmental conditions and ecconcmies from those of the
drier inland grasslands. The differences are realized in

a riverine cliché: "we are crocodile and sago: they are
cassowary and yam." {(Newton 1971:¢). This refers not only

\

to the totemic ancestors of the people but also to the
.

staple diet (Ibid). While yam cultivation requires well-

drained soils, sago forests thrive in marshy svwamps.
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Subsidiary te the predominantly horticultural and starchy
diet of yams and gago are nuts, fruits, pigs. an enormous
number of birds, fish and reptiles including snakes, lizards

as well as crocodiles,

Prior to the intrecduction of steel iﬁplements,
woaden digging sticks, end-bladed axes and adzes made from
wood and stone were employed as traditional garden and work
tools throughout the Sepik District. These neolithic tools
were often supplemented by other implements of bamboo, bone,
shell, ivory and smaller ones made of teeth from marsupials,
pigs and canines. Rattans, other climbing plants, and
fibres teased from the vark of trees were employed to

provide ropes and string (Bateson 1932:258).

The Sepik River not cnly provided the scores of
head-hunting tribes with their livelihood but also acted
as a unifying element throughout the District. With its
natural dykes, canals, and tributaries, it served as the
main artery of inter-village communication and made long-
distance trade possible. Almost all travel, whether for
trading purpeses, fishing, or head-hunting was undertaken

in dug-out canoes (Bateson 1932:251),

Exchange

w

of food surplus for utilitarian objects
established a network of formal and informal trade

relationships. The Kwoma women, for example, conducted



markets every three to five days with river people who
traded fish or sea-shells for Xwoma sago meals (Whiting
and Reed 1938:188). There were even certain villages that
specialized in producing particular items that were in
constant demand either by neighbouring tribes or over
large areas. Such were the Albom people of Iake Chambri,
whose ceramics were highly valued in the middle Sepik.
Sometimes temporary alliances or truces of peace were
established with smaller groups,  partly to prevent their
decimation by head-hunting raids. The Munduguvmor of the
Yuat River who exyported tobaccoc and fcod supplies in
exchange for cocking pots, baskets and mosquito sleeping
bags produced by people inhabiting the easterr swamps, are
noted by Mead (1935:167) Lo have said, "that they were
careful not to kill all of them (swamp people), for then

there would be no makers of pots left alive."

Also common to Sepik River cultures were ceremonial
exchanges (Mead 1935:168; Newton 1967:4). Carvings, songs,
and rituals were exchanged as whole complexes or were
assimilated with modificaticns to fit into the already
existing stylistic or cultural contexts. Such borrowing of
objects and styles were facilitated not cnly through
exchange relations but also through other means of intertribval
contact, such as warfare, intermarriage and migrations

(Abramson 1972:279)., These external relaticnsg which
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éncouraged the adoption of outside forms and decorative
features were alsoc often responsible for the blurring of
styles and for the impressions of eclecticism in Sepik
sub-styles (Newton 1967:4)., Although economic and ceremonial
exchanges as well as other forms of intertribal contact
contributed to a great‘ferment of ideas towards variation
and innovation in style,; the acceptance of such external

influences was regulated by internal norms and values (Ibid).

The almost complete dependence of the indigenou

)
105}

Sepik people on their great river system encouraged the
formation of large permanent villages of approximately
200 to 1000 peoples along the banks of the river {(Zateson
11932:255), There was a tendency for the often hestile tribes
to spread out over large areas with villages acting as
independent political units cometimes allied and sometimes
feuding in a perpetual round of warfare. A salient feature

of Sepik cultﬁre,and characteristically Melanesian, was the
acephalous form cf politicél organization, that is, the
absence of chieftainship. Primary influence and power were
vested in certain men on the basis of economic accomplishments
and personal achievements . They were known as 'Big Men"
(Sahling 1968) and their position depended on their success
and generosity in amassing and dispensing their wezlth at
lavish ceremonies; on their ability to organize yzm and pi

exchanges and mobilize food for elaborate feasts; on their



knowledge of esoteric mythology; on iheir renowned success
as warriors and head-hunters; anc on their reputation as

sorcers, painters and carvers (Bateson 193%2:257, 258;

'\)

24). Having obtained recognition

O
o

N
o
A

Chowning 1977 222, 58w
of their achievements and decds, Big Men secured social

status, influence and power,

There was avparently no visible hierarchy of art

3

objects nor status symbols assocciated with Eig Men but

-

Chowning (197%:38-24) states that, "it ig¢ very common for
Big Men to wear distinctive varaphernalia and Lo carry
special insignia,...even tnough they mey not be notadbly
better dressed or housed than others.® Since & successful
warrior was entitled to special homicidal ornaments {(Plate
1), it was not unucual four a Big Man, pre-oeminsnily =
renowned warrior or head-hunter, to wear a band of opossun

fur or to carry a lime-stick wiih suspended tassels

representing a tally of men he had slain (Plate 2) (Bateson

~~
2]

~—r

S
x

1958 :captions under Plate X and Plate XXIV

While the tribe was the largest permanent group

of people, linked together by knowledge of a common cultural

Bt

1eritvage, the village as mentioned, served asg the widest
political unit, that is; the largest community within

which "fighting should never be carried to a point where it
involves loss of life" (Xaberry 1971:33). Village
inhabitants were usuvalilly members ¢f toilemic moieties

divided into a number of phratries and segmented into
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localized, exogamous and totemic clans composed of extended
families of patrilineages (Bateson 1932:255). While senior
male lineage elders usually held some vestige of influence
at the lineage level of authority, leadership beyond this
point generally followed the previously mentioned

prerequisites of achieved Big Man status.

In some villages, particularly among the Iatmul of
the middle Sepik, the social organization was revealed

gsymbolically in the geometrical arrangcment of houses

&)

(Bateson 1932:255), The dwellings of the two moieties

stood opposite each other and lined the parallel sides of
.ceremonial ground which longitudinally divided the village

in two. The land cccupiled by the two moieties was further
segmented transversely proportioning land to each patrilineal
clan. The smallest local unit usually consisted of the
household composed of two or three classificatory brothers
and their nuclear families - each family occupying a separate

portion of the dwelling (Bateson 1932:256, 257).

The dwelling house was the woman's domain. She
had considerable power and authority in the house since
she reared the children and performed the cooking, fishing,
and feeding of the pigs. The dwelling house itself wasg
constructed from wood and thatching, those of the hill

people built on the ground and those of the plazing people



on piles raised high above the ground as protection agains

the periodic TFlooding of the river {Newton 1971:10). Conscious

but not visual divisions separated the single house into

individual residences for families. ¥either walls nor scre
but just huge, tubular mosguito sleeping bags of plaited

twine divided the floor gpace in the centre of the house.

ute

Close to the wallg the women had their separate cooking

areags, The remaining wall gpoce was employed as a framework

for shelves lined with wvarious pots and domestic utensils.
A wealth of other objects - personal ornaments, weapons,
toola, and food goceds were suspended Tcom the ceiling

(Bateson 1932:261; 1958:143

e

©

Whilts the dwelling houvee. %le domain of wonmen, wes

pub

simply decorated and furnished, the men’s cult house, that

is, the village's Haus Tambaran or ceremonial house was a

"

splendid structure prodigiously deccrzted. It stood "as a

symbol of their pride in head-hunting" and was "imbued with

heat by the violence and killing which were necessary for

-

its building and conservation" (Bateson 1958:124). Batescn

(1958:121) u]SO notes that "the contrast between ceremonial

house and dwelling house is fundamental for the culture...

The Haus Tambaran itself was constructed along the

centre line of the sacred ceremonial or dancing ground and

was cften 120 feet in length and 60 feet in height (Bateson

1932:258, 259;

;X‘
.'J

berry ioitia;: 359) (Plate 3). MThe rectanm

€eNns
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walls and roof of thatched sagce leaves were supported by
encrmous carved wooden poles which sometimes rested on
human skulls. The fagade was often decorated with totenmic
or purely decorative carvings of srakes, lizards, crocodiles

a4

and birds. In the cases noted by Bateson (193%2

o

259; 1946
20) a gigantic female ancestor representing the guardian

of the clubhouse wasg affixed to the towering gables at each
end of the siructure. A carved winged bird and male: figure
personifying the great fish eagle; symbolic of the clan'sg
fighting force, often crowned the raised peak of the gable

(Bateson 1946:20).

Sepikx custom forbade women and children from
trespassing on the grasgsy promenade leading te the c¢ludb
house, much less entering the sacreld siructure where the
ceremonial paraphernalia were manufactured and stoved

(Gilliard 1955:449). The interior of a Hsus Tambaran

introduced one to "the masculine assertive art (that)...
has its locus within the grandiose female matrix." (Bateson
1946:120). Trophies of staring skulls lined the shelves
while besidevthem masks with perforated tops were hung
along the interier walls, Concealed inside the Haus
Tambarans were pairs of heavy slit-gongs (Plate 4), sacred

flutes which in particular no women should ever sec,

ceremonial chairs (Plates 5,6) and other sacred

-

paraphernalia commemorating deceased ancestors and

P
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Tambaran is the neo-Melanesian term which is applied
not only to the men's club-house which served as an assembly
room exclusively for men, a workshop and as a respository
for the sacred objects, but also to the cereﬁonial artifacts
and to the men's cult itself from which females and
uninitiated boys were excluded (Kaberry 1941a:356). Within
the secrecy of the Tambaran was created an atmosphere of
individual and 'histrionic pride' with emphases on the

spectacular and theatrical (Bateson 1958:124),

Against such a dramatic and emoticnal background
were performed the elaborate and spectacular ceremonies
which were the climax of social life. Associated with the
secrecy and fortidden character of the Tambaran, and
formally best expressing the rigid sex dichotomy of Sepik
culture, the ideology of male hegemony and the ideally
flamboyant and aggressive male ethos, was the inititation
ceremony; The ceremony represented part of the socialization
process whereby boys received a formal introduction into
the men's ceremonial life thereby assuming the status and
responsibilities of an adult male. Though the ceremony
itself may have varied in form and content from tribe to
tribe it was a ritual recognition of puberty compulsory for
all adolescent boys. The ritual included; the adoption of
an initiate by a ceremonial father of the opposite moiety;

seclusion of the initiate for a lengthy period to avoid
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women and encourage male solidarity; a process of
scarification; ceremonial thrashing and bullying; revelation
of cult secrets and sacred objects; the bestowing upon each
youth of ceremonial finery; and the completion of the
initiation ceremony by exhibiting the novices to women in’
the celebration dances and musical performances accompanied
by the sacred musical instruments (Bateson 1958; Newton 1971:
84; Whiting and Reed 1933:196). The central theme of the

oJ,

initiation rites was the symbolic death and rebirth of the

initiate. The nicvice was usually "devoured by a

crocodile and later "reborn" (Bateson 1932:436).

Because of comolex beliefs evolving around +he
ambivalent role of women in society and an elatorate set
of beliefs concerning the crops, food supplies, musical
instrumenits, and special activities, precautions were

taken and taboos existed forbidding the presence and

n

participation of women in certain ceremonies, secret societies
or in some of the horticultural activities. Yam cultivation
in particular was hedged with many beliefs, ceremonies and

peculiar bshaviowr patterns, all in order to ensure fertility

-

(Raberry 1941a; Tuzin 1972; Whiting and Reed 1938:179). Once
the land was cleared for yam gardening, the rituals of the
yam cult began; Since the yam gardens and storehouses were

taboc to the contaminating influences of women, the

initiated male population participated in the planting,

k
o

gardening and harvesting of The titular owners

s
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5
o
IS
=
o



el
ne

a

observed food and sex taboos, performed magic and offered
sacrifices during the gardening operations (Kaberry 1941a:
355). Once harvested, the sacred yams were elaborately
decorated with magical paint, woven mascks and headdresses to
resemble humans., Tuzin (1972:245) states that the 'yam-body'
equation functiioned at the conscious level for thc S~f'3
artists were known to discuss and "remark on the anthropo-
morphism of thelir yams 1in oxder 1o boast c¢f their decorative
skills." Ostentatiously ezhibited, the yams were exchanged
between ceremonial paritners either from within or from
other villages as a recinrocal ecoremic agreement.

A competitive aitmosphere dominated the gardening,
exhibition and exchange activiities since the long yams
"obviously phallic symbols" were also considered symbols
of man's virility, pride, status and thzs precondition of
male influence and prestige (Forge 1962:10; 1966:28;

Kaberry 19412:%55; Tuzin 1972:23%,2%8,250). Yam competitions
were in particular highly charged emotionally for not only
were long yams important for future Big Men vying for
influence and status, bul were also esteemed to be symbols

of eclan and village pride and prestige (Tuzin 1972). Yams
wvere also identified with the supernatural. They were
considered to have an animistic quality and were believed

to be inhebited by clan spirite whose names were applied

accordingly (Kaberry 1941a:357).
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The role of yams as the main symbol of male, clan
and village prestige and its identification with both
ancestors and mortal man, indicates that its cultivation
is more than a matter of economic necessity. The yam cult
was the nucleus of a complex set of economic, social,

political, aesthetic end religious values.

Tican

[

Sign v, art production in the Sepik River

1
District also played a central role in the economic, social,

L

political and religious life of the culture. Unlike
contemporary Western socielies where the arts function
almost as a separate institution, "identified by the special
circuit in which they circulate and by their only visual
use" (Maquet 1971:4)}, the arts of the Sepik were functional

and integrated with nearly all facests of the culture.

The artistic tradition in Sepik culture had in
particular, a close functional relationship with the
religious ideology of the culture. At the core of Sepik
religion, linking the past, present and future, was the
belief in ancestral powers constantly operating in nature
and in all facets of social and cultural life. This belief
stimulated the production of many art forms which

represented supernatural spirites.

Art production was an es

3]
0]

ntial part of the ceremonies

1

of the Tambaran and Yam cults, fthe institutions whizh not
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oniy stimulated their production but also provided the
coentexts in which they were used. Since almost all art
was produced for use in ceremonrieg these two cults were the
primary institutions of artistic expression in Sepik River

culture. Thus the art of the Sepik, "as in most New Guinea

societies...is basically cult art" (Forge 1967:67).

The art items can also be distinguished as being
either private or public (Wewton 1971:343%), They were private
in the sense of being sacred, hidden and guarded in the
"men's cult house and restricted to a particular group of
people -~ the initiates -~ whilz being t2br0 Lo the general
public. On the other hand, public art productions, though

sacred, ware avalilladble to and seen

[

by zveryone during

e
i

various ceremonies and feasts. Thes

(‘D

objects can be
further distinguished on the basis of teing either worn or
held as property. Except for a few itribes, one being the
Mundugumor of the Yuat River, where sacred cult objects
were hereditary possessions and were wrapped up and kept

in the individual’s home, the most important art cbjiecis in
Sepik culture were collectively or clan owned and when nct
in use were stored in the village Haus Tambaran (Mead 1935:

176).




Culture Contact and Sepik Art

Contact with Europeans has been principally
instrumental in affecting cuvltural 2nd stylistic change.
During the alwmeost ninety years of contact; Sepik culture
and art styles developed within a distinct historical
framework which can be organized into five chronological
time periods, as follows.

1. 1885=1914 =German contact and firel attempis at

methodical collections of Sepik arb.

¥

2. 19141942 «fugtralian edminigtration end

14
-
-

)
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©
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nnings of Ausiralian, British,

Swiss and fmeriean coilections.
3. 1942-1945 -Japanese occupation.

3

4. Post World War II -World recognition of Sepik River art.
5. Post 1950 - =Time of tourist 'invasgion' and
development of coniemporary artifact

industry.

First contacts took place with the Germans who
had annexed %he northeast quadrant of the island in 1884,
The Germans named the Sepik River the Kaiserin-Augusta-~Fluss
and claimed the District as part as Kaiser Wilhelmsland.
The River itself was first sishted and briefly explored

in 1885,
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Reconnaigsance expeditions were launched by the
German administration but the Sepik Disgtrict remained
largely unknown until the twentieth century. In 1908-1910,
Otto Reche's trek up the Sepik resulted in a detailed book
(1913) still serving as the main source of information on
Sepik River material culture (Haberland 1965:33).
Important scientific visits up the Sepik River were
mounted by the ILeonhard Schulitze-Jdena boundary making
expedition of 1910 and by Dr. Walter Behrmann's
geographical survey expedition in 1212-1913 which reached
the Yellow River in the upper Sepik valley. From there,

Dr. Thurnwald travelled in 1914 through unknown territory

o

:
ries o

to c¢limax the

(6]
T

German expedition by being the
first European to discover the headwaters of the Sepik

River system (Campbell 1938:232),

Except for these initial scientific expeditions the
tribes along the banks of the Sepik River had little
other direct European contact. Tess accessible groups
such as those dwelling in the interior were particulary
isolated from the influence of Europeans, and in some
instances were to remain so for at least another thirty
years or more. Tribes inhabiting the area around the
mouth of the Sepik River, however, were much more quickly
exposed to Western cuiture. Trading centres established

there readily introduced the local populations to White
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man's culiture (Gardi 1960:67). With the exception of the
coastal area, the period of German contact was characterized
by few, brief and sporadic visits up the Sepik River,
affecting little if any change in the traditional cultures.
The Germans were much moire concerned with economic
expansion and commercial enterprise than with native

proselytization.

During the subsequent occupation of New Guinea by
Australia, the Sepik River cultures witnessed their second
wave of contact with the asrrival of administrative officers,
labour~recrulters, explorers, crocodile skin buyers,
traders, miggionaries, prospectors =zrnd anthropolicgists.

This invesior of White men sigralled the begiuning of a

new era - one of increasing social and cultural change.

During this time the Sepik River District was
eontrolled as far as Anbunti-by a patrol-post 240 miles
upstream. Established in the twenties, the government's
farthest outpost boasted c¢f twe fine Eurcpean house structures,
a native hospital and a native police force (Fournier 1941 :
92). The District also had a most active missionary
settlement at Marienberg, fifty miles upstream in the
lower Sepik; It is likely ther that most of the tribes
up to Ambunti had been contacted by missionaries, had
experienced recrultment for wage labour on copra
plantations, and were, at least, vartiaily controlled by

the government. Mead {(1935:164) claims in hyperbole that
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"when this (government) control outlawed war, head-hunting,
and cannibalism, Mundugumor life stopped dead..." Mead
(1935:161) also states that, "the villages on the lower
Sepik were in a partially disintegrated state owing to
mission influence and overrecruiting;"

The discovery of gold in New Guinea in the 1920's

further intensified the disrupting and Westernizing

effects of government administration, plantations and

[
o

missionaries - the three principil agenc1es of chang
the Sepnik District (Cliver 1967:24i). With the quest
for gold, a rush of mining companiez, prospectors, traders
ané adventurers invaded ‘the 3epik Districht and offered

experiences to the local tribes.

Aerial surveys for mining purposes were also
instrumental in speeding ¢ the process of opening up

virgin territory to European influence. The Williams-

Campbell expedition of 1935-1937, organized on behalf of

C’)

British and American mining interests made aerial
reconnaissance missions in 1935 over the Sepik Headwaters
and in 1936 received the distinction ¢f being the first
to land in the upper Sepik Valley (Campbell 1938).

Although some ibes had regular contact with White

men; their cultures were not ethnographically well known,

Aside from Reche's (1913) detailed work and s few CGsrman
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surveys of the coastal tribes, etbnographic resesarch was
minimal. Under Austiralian administration a few
anthropologists documented the traditiocnal life for some
tribes not then acculturated. Margaret lMead's (1935)
research on sex and personality differences made the
Mundugumoxr and Tchambuli famous Gregory Bateson (19%1-
1932, 1935) painted an even more vivid picture of *the rich
Tatmul culiture. The Abelam in the Maprik Mountains becawme
known through the work of Phyilis Kaberry (1941a; 1941b).
The only other comprehensive study was by Whiting and

Reed (1938~1935) writing about the Kwome dwelling in the

3 1

Peilunga Mountains in the Washkuk

red.

W
fom!

In the ethnographic sense thea, the Sepik District
was 1ittic known although it had cxperieunced contact since
1885. The northern coast and tribes along the lower Sepik
vere visited more freauently due to their close proximity
to European trading centres and missionary stations., Their
cultures were therefore much more vulnerable to the

dysfunctional effects of advancing European civilization.

TheAefforts of almost aix decades ofVEuropean
culture contast cn the economic, politicsal and spiritual
lJife of Sepik cultures were upset by the Japanese invasion
and occupation of New Guinea between 1942-1945, Oliver

(1967:374) states that the Japanese invasion demcnstrated



30

how tenuous the bonds were between the indigenous

populations and the FEuropeans:
Japanese sgeizure...marked a complete break
in administration and commerce. Plantations
and mines were abandoned and trade ceased.
The Japanese...did not institute any general
measure for administration or welfare. For
their part, most natives were left to
themselves...and returned to their pre-
European past-times, including some inter-
tribal fighting and head-hunting.

Oliver (1967:376) adds that the liberation of New
Guinea by the Allied forces proved more devastating to
native life than the Japanese invagion and occunztiion. He
claims that "the Allies; by virtue of their more massive
bombardments zccountza for the larger share o the estimsted
15,000 natives killed and 20,000 dwellings destreyed in

I

Papua and New Guinea... Native life came %o a standstiil
and to quote Forge (1967:84) "the war and its aftermath

virtually stopped artistic activity.”

When after the war New Guinea became a Trust
Territory of Australia, the Sepik River Disirict entered its
fourth period of foreign contac’t., The post-war administras
tion was characterized by an interest in native welfare and
attempts to repair the economy. Through intensified
missionary efforts and ambitious plans for education,
improved medical gervices, economic development, and

political independence, the Sepik cultures were exposed to



and forced to adapgt to increased Westernization. At the
same time, pre-war research was introducing the western
world to the rich New Guinea cultures, particularly to

the Sepik River. Thzs "explosion" of Sepik River art on
the major world art centres during the 1950's stimulated

further research and +the influx of more 2lien cortach.

By the 1950's, with the exception of the less

accessible upper Seplk tribves and the terrae incognitae of

southern water regions, such as the Karawari and Krosmeri
River systems, the native populations were becoming
increasingly zcculiurated, adapting = the dress, customs,
language . beliefs and values of the dominant Eurcpean socliety.
The growth of mode“ﬁ towns, the construction of hotels and
miniature ianding strips, the development of travel agencies
and the lure of the exotic and primitive, all assisted in

opening up the Sepik District for its fourth "invasion®

and a new rush, this time for its art.

Through experience native populations quickly
learned that White men were eager toc acquire their carvings.
During the first encounters often small kniveg, beads and
buttons were used as trade objects (Fournier 1941:94). After
the establishment of Australian government control and the
introduction of taxes, Europeans also acauired through

purchase art objects as souvenirs or for collections.



Fournier (1941:92) mentions that at Korigo on December 23,
19%3, he "“"purchased a large, well worked bilum for five
shillings." The ever increasing demand for native art
objects led the indigenous populations to view their
wooden carvings as popular commodities foxr trade or
purchase. At this stage the commercial aspects of trading
had not yet dominated traditional aesthetic productivity
for there was not yet a guarantecd market. After the war
however, when Sepik carvings received world recognition

as Valuable art objects, and curators, colilectors,
entrepreneurs, and tcocuristis were competliag for scquisiiion,
carving activity became a commercial entverprise. The lure
‘ol European cash quickly induced netive pepulations to
sell ercccdils sking and curics or reproduciions of
traditional works to itinerant Whites and tourists.

£

Carpenter (1974:105) observed that at the news of arriving
EBuropeans natives worked quickly in their riverside studios
to produce and display their wares. According to Carpenter,
"Both banks of the Middle Sepik (were)...lined with workshope
vhose tourist art is turned out en masse." The evidence
indicates that once European contact was firmly established
economic motivation rather than traditional reasons provided

the stimuvlus for artistic production and was responsible

for a flourishing trade on the tourist art market.



..
NN
"

The Effects of Tourism

\O

May (1974) has discussed tourism and the structure

of the artifact industry as the new platform for the
production of contemporary Sepik art. It is thus necessary

to discuss the contemporary Papua New Guinea art market if

one 1s to understand the nature of contemporary Sepik art.

May (1974:6) distinguished two markets: (1) the
artifact market created by ‘collectors', that is, private
collectors, and buyers for art galleries, and museums
who were "usvally intlerested only in terms of a certain
quality...defined in terms of ethnographic authenticity,
aesthetic appeal, rarity, or some combination of these three"
and (2) the ‘tourist wmarket' for casual buyers who were "mostly
interested in acquiring one or a few items usually as
souvenirs of a visit." The sellers were described by
May (1974:7) as being the villagers and the urban migrants
who usually sold to dealers items that they, or their
relatives or friends had produced. May (1974:8) stated
that the dealers who handled the bulk of the artifact
industry were expatriates usuvally with shops in town
catering to both the tourist market and the collectors.
fost of the profits were reaped from the flood of tourist
items which were subject to a low mark-up in price, and

less from the more expensive but rare collectors' pileces.
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There were also several smaller dealers who along with
othér entrepreneurs handled the sale of tourist art. May
(1974:7,8) described professionals speclalizing in
collectors' items for the intermational art market az the
third group of dealers. The fourth were incidental dealers,
such as misgionaries; airline employess, administrative

officers and academic fileld resesrchers"who in the nature

of their work either spend a large amount of time in

the field or are able to exploit an extensive field

network."

Ioecal Sepik people, though not as successful, have
2lso beccre entrepreneurs. May (1974:8) described the
involiverment 11 recent yezrs of three cases: a licezl
entreprencur establiching a roadside busineszs in the Maprik
area, a fairly successful business venture in Port Moresby
set up by a group of Sepik men dealing principally in
cheap tourist pieces‘in the middle Sepik style; and some
riverine Sepiks establishing in Wewak a small cooperative -
style enterprise with financial assistance from the
Commercial and Development Bank and from the Department
of Business’Development; The strong demand for souvenirs
and the realization that a carving industry might provide

-1

the natives with a stable source of income, perhaps

encouraged governuent involvement in the production of

-
L

artifacts for sale. The government established in the
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East Sepik District villages a system of local government
council enterprises (May 1674:9),

In addition to dealers w1th1n the Sepik Distric

ke

and Papua New Guinea, May (1974:9) noted that theve were
dealers who specifically conducted regular field trips to
Papua New Guinea in order to deal in native art. Paul

Ryan of Vancouver, whose collections in recent years have
been annually exhibited at Iszacs Gallery in Toronto has
done this, and the owners of a new Sepik artifact enterprise

Y

established in New York also conduct regular field trips

(Ffaksic and Meskil 1973).

Prices vary between those set at the source for
artifacts in Papua New Guinee and thoese set in the major
international art centres overseas. Prices for both
fine art and tourist items are lower in Papua New Guinea

than overseas, Several factors are responsible for the

@

marked discrepancy in price. One of course, is the cost of
the collection, including transportation and freight
expenses, and costs in the field. Another is the mark-up
which covers rent, wages, and adverticing as well as
allowing for a margin of profit (May 1974:9,10). With
reference to the Ryan Coliection, the mark-up ranged from

a 100 to 500 percent. This range applied not only to

fine art items but also to tourist picces (Plate 8) May
(1974:11) however, stated that in Papua New Guinea prices
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for tourist items usually reflect native costs which might
be related to the prevailing minimum dasily wage, while
prices for collectors' fine art objects reflect the values
assigned to rarity, ethnographic authenticity, craftsmanship
and aesthetic quality. As Maquet (1971:4,5) noted, once
artifacts entered the internaticnal art circuit and
circulated within the special commercial art networks, their
value fluctuated according to eluvsive but manipulative
Tacters. JTn his opinion, the people who contrclled the
networks were largely respeonsible for the prices that

were set.

Placed in historicsl perspeclive, there was o close
funetionel relationship between Sepik art and religious
ideology. In the ristoricel period the art continued <o
be integrated with its cultural milieu revealing, perhaps,
only slight changes in the techniques or media employed,
whereas Sepik art of the contemporary era is chaped to a
large extent by Western values, that is, primarily by the
demands of the market place. Although the effects of
foreign cccupations (German, Australian, Japanese andg
American) afe largely responsible for the social and
cultural changes which have occurred in the Sepik District,
it is the tourist trade and international art markets
which are shaping the character of contemporary Sepik

carvings. A market structure consisting of riverside workshops;
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village and town shops, government craft enterprises,

and international galleries have developed in response

to the market. In cerxder to ensure marketability the
producers of art had tc be sensitive and recevtive to the

demands of the new art circuits.



Chepter 111 The Lower Sepik River

Despite the presence of numerous shared cultural
characteristics which on the surface suggest a high degree
of homogeneity, the Sepik River District is not a uniform
style province. Instead, the District consists of a
number of style provinces, each with pockets of local
sub-style developments (Bithler, et al.1962:106). Some
local sub-styles, however, are so unigue that it is
difficult to isoclate stylistic features homogeneous to
the Sepik District as a whole or *to the mélange of other
Sepik sub-styles. In other ianstances, there are sub-areas
that are so closely related verhaps as a result of cultural
exchange and diffusion of style elements; that the freguent

blurring of stylistic distinctions makes identification

of the individual style areas problematic.

One clearly defined province within the Sepik
District is the lower Sepik River area which is famous
for the rich variety of art produced by the inhabitants of
the coastal zone and by the Anggoram, Kambot and Biwat peoples-

the three principal cultures of the lower Sepik proper. The

N
08}
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area occupied by these three cultures lies between the
delta and the village of Kanduonum, some miles west of the
Yuat River estuary. Artifacts from these coastal and
lower Sepik cultures are revresented in the Austin

Collection at the Royal Ontario Museum.

The Coastal Zone

The coastal zone of the Sepik Riveir extends
eastward past the Ramu River +to Humbolt Bay, westward to
the vieinity of Seleo Island and includes the offshore
islands near the meuith ¢f the Sepik River where the
Murich people live (Wewton 1967:5). Newton (1967:16) notes
that the Murick probably exerted great irnfluence on the
art styles of the entire lower Sepik area for they "develcped
an important trade system...(specializing) in the purchase
from Manam Island of masked - dance and song cycles, which

they then resold to the coastal and inland people.”

The dominant form of artistic expression in the
coastal areas was sculpture. Human figures and masks wvere
the most characteristic carvings and best illustrate the
coastal style. They are particularly distinguished by

the treatment of the nose and surfasce decoration.
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Masks

The plastic character of the traditional coastal
style found its best expression in masks. The masks are
oval in shape, convex with hollow backs, and framed by a
slightly raised and perforated rim border, plain or
notched with g saw-toothed pattern. The rim is usually
decorated with plaited rattan or cane to which were
attached extraneous fibres such as leaves, feathers, and
so on. The face is characterized by a high forehead with
a central ridge indicated by the convex form of the mask
itself, or repressnted by & notched ridge or a slightly
raised curving V-shaped design on the forehead. The
eyes are slanted upward, usually perforsted with a2 slit
opening, and deeply set within concentric sockets., FEars
are represented by small realistic appendages of flat
perforated ridges. The mouth is frequently a small
curved opening. The most conspicuods feature is the nose
of which I have discerned four basic types:

1) An involute nose, convex and very broad at the top.

2) A slender and natural resembling nose with a perforated
septum. |

3) A large bulbous nose.

L) An elongated nose, triangular in cross-section, and

tapering to a point,
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Also typical of these masks is a minimal amount of relief
ornamentatiocn and the monochrome application of & dark

red-brown or dull brown-black pigment.

The particular treatment of the facial features
results in essentially two forms: one closely adhering to
conventionsl shaves and suggestive of humen features; and
the other, following a strong tendency to stylize
marked by zoomorphism, which produces a beak«iike impression
as illustrated in Plate 8. The artistic properties of the
latter face type, particularly the bird-like prolongation
of the nose, have given rise to use c¢f the term 'beak style?
which was c¢clsimed in the Sepik to have originated and
reached its highest development in the mesks and human
figures of the coastal~lower Sepik area (Speiser 194,1:1L3).
This 'beak-style'! is however, not confined to the coastal
and lower Sepik area but is also extensively distributed
over the middle and even upper Sepik areas. Its most
refined forms are exemplified in the beautiful mwai masks

of the Jatmul, the dominant middle Sepik culture.

The stylistic effects of approximately ninety
years of culture contact and fifteen years of intense
tourism are visible on contemporary coastal mask produc-
tions in the Royal Ontaric Museum's Austin Collection as

traditional stylistic principles are barely distinguishable,
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The conspicuous bird-like prolongation of the nose is
almost the only characteristic feature retained of the
traditional style. Other diagnostic elements have been
so altered or completely deleted that a relationship with
the treditional style is at best tenuous. Contemporary
masks in the Austin Cocllection exhibit two opposing
tendencies: a baroque tendency to ornateness, and the

reverse, ong of simplificatinn,

The former tendency, expressed by an increase in
the amount of relief detsil and decoration and by the
presence of innovative elements, 1s evident in Plates 9
to 12. All four wmasks, particularly the ones illustrated
in Plates 9, 11, and 12, are characterized by elaborate
and heavily incised curvilinear designs while traditional
masks usually had only a minimum of surface decoration if
any a8t all, While traditional masks were also laquered
in red or brownish monochrome, & combination of brown
and white polychromy is displayed in Plate 9. A most
conspicuous innovation however, is the addition of a
base depicted in Plate 5. This new 'refinement?
apparently represents a European evolved stylistic

development.,

The opposite trend of simplification, that is,

the elimination or reduction of features characteristic
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.of traditional forms is exemplified in Plates 13 and 14.

A maximum amount of simplicity is evident in Plate 14

as the distinct facial contours and monochrome colour
tradition characteristic of older models are omitted.
Perhaps for the sake of economic efficiency, the facial
features are not traditionally modelled but indicated by
incisions in Plate 13 or implied by the sculptural mass as
in Plate 14. The elimination of surface decoration is
another feature which simplifies production and is
characteristic of the two masks which are completely
devoid of colour, which was a most typical feature of
traditional coastal masks. Instead, the natural blond
colour and grain of the wood is emphasized by smooth and
polished surfaces. The ultimate effect is non-traditional

in both form and expression.

While the above two masks share only the slightest
stylistic affinity with traditional masks the fusion in
Plates 9 = 12 of new elements with characteristic features
cannot obliterate the close parallels which exist with
traditional masks. The plastic treatment of the facial
forms clearly displays the principles of the 'beak style!
characteristic of the coastal area. Thus despite
compositiornal and aesthetic differences which suggest
commercial productions for undiscriminating scuvenir

hunters, the masks through their strong souvenir shapes

aad
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and expressions vie for sculptural integrity with older

and traditional mask forms.
Human Figure Carvings

A most vitiating consequence of the trend towards
sinmplicity and the standardigzation of forms, is clearly
illustrated in statuettes of the human figure represented
in Plates 15 to 18 from the Avstin Coliection of lower
Sepik sculpture. Essentialiy uniform, the statuettes,
though attractive, appear as simple caricatures of the
vigorous traditional art forms which were procduced

primarily in the reglilon of the Ramu River and Sepik River

-

ional

e

estraries. Summarizing Wardell (1971:16), the trad
standing figuces vere comparatively beavy in proportion,
squat in appearance with flexed legs and arms, and stout

necks supporting oval heads. Particularly conspicuous

were the elongated headdresses or coifures and the
exaggerated proboscis. Combined with slanted eyes, the
nose was either beak=like or trunk-like in proportions,
merging with the chin, navel, phalluvs or even_gripped in
the flexed arms. Ornamentatiocn if any, was sparse and
colcur, primarily red or white, was executed in monochrome.
The overall expression was characterized by bold shapes

carved in usually strict symmetry, conveying taut,

energetic figures.
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The principles of the above style are radically
altered in the statuettes illustrated in Plates 15 to 18,
Stylistic features essential for identification, especially
the trunk-like nose, are retained, but less conspicuous
elements, such as subtlé refinements which create unique-
ness and produce individual variations of the traditional
style, are lacking. The failure to articulate artistically
these subtle nuances of individual design in form or
decoration result in a far greater degree of standardization

of design than was the case in traditional times.

Two different stgndardized designs are distinguished
in the Austin ¢ollection (Plate 15 and Plates 16 to 18)
by variations in size, proportion, ornamertetion and
plastic rendering of the nose. All the figures however,
exhibit a conventionalization of design and a stylistic
uniformity that is atypical of trsditional carvings.
Colour, a common element of traditional carvings, is
conspicuously lacking in these figures and such absence
further emphasizes the bland uniformity of these
standardized figures. The tendency towards standardizing
production is a salient characteristic of mass-production
and results in the inevitable loss of originality and
creativity. Guiart (1968:24) describes such work as the

"emergence of a kind of craftsmanship which aims at



economic efficiency by creating @ prototype that can be
reproduced indefinitely..." Jtems once produced for
cultural use have now lost their cultural meaning and
have become stylized and mass-produced stereotypes for the
commercial] market., Indeed, the above figures have been
identified by Newton (private communication:1974) as a
type mass-~produced in the early 19460's by tuberculosis
patients in the leccal native hospitals. As inexpensive
curios they are distributed through the commercial
tourist market, and one statuette, identical in style to
,

the carvings illustrated in Plate 8, was selling in March

of 1975 for $20.00 in s boockstore in New York City.

The Anggoram

L §

The demands of the tourist trade have also stimula
mass-production further upstreasm. This is suggested by
the standardized style of masks from the Austin
Collection represented in Plates 19 to 22. These four
masks are produced by the Anggoram people, a8 large and
widespread culture settled along the Sepik River in an
area from Singerin near the mouth of the River to
Kanduonum, & few miles east of the middle Sepik village
of Tambunum (Wardell 1971:28), Crucially situated in
a ‘transition zone,the Anggoram culture and art forms

are similsr to those of the coast and the middle Sepik
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(Newton 1967:16), It is most likely through the Anggoram
that the artistic tendencies of coastal art diffused to

the middle Sepik.

Anggoram art,.though perhaps eclectic in expression
has distinctive features. It is considerably wmore elabor-
ately designed and decorated than that of the coastal area.
Openwork sculptures are comison and extraneous features
such as shells, feathers, ivory, and cciours in patterns,
are often used to decorate and asccentuate sculptural
forms (Wardell 1971:28). Some of these tendencies are
still epparent in the recently produced masks represented
in the Austin Collection. Originality and creetivity are
however, blurred, in that these masks are characterized by

h

a simplified end standardized design., Basically, the only
features that sre retained that are common to traditional
Anggoram mask style are the oval shape and long nose
extension of the mask in Plate 19, The bleck menochrome

colour is a recent innovation since traditional masks

were not el1l black.

even less obvious

e
6]

The general traditional style
in the other three masks (Plates 20 - 22). Though they
do share a slight affinity with older Anggoram art forms
in terms of incorporating bird forms with their sculptural

.

contours, the heavy stylized features, wide gaping mcuths,

<3
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and polished black surfaces of the stereotyped forms, are
noteworthy differences thet owe little if anything to
traditional Anggoram art. These masks have & distinctive
character of their own that contrasts with the more
attenuated contours of the strongly conceptualized older
Anggoram mask forms. The simplicity of sculptural forms
and decoration, the use of a single colour (black, in this
case) which was uncommon in traditional sculpture and the
standardization of design and production technique, are
formal features cof contemporary work end are consistent

with changes introduced by the tourist market,
'he Kambot

Stylistically ekin to the Anggoram are the Kambot
who have develeoped another local lower Sepik sub-style
(Newton 1967:5). Consisting of several tribes, some
former refugees from the Sepik River itself, the Kambot,
who live along the Keram River, produced art work that
shared stylistic affinities with the main river groups
and the Ramu River cultures (Wewton 1967:5,7). However,
unlike the controlled and restrained forms of the coastal
and Ramu River area, the Kambot have produced a more
complex and elaborate art rivalling the intricete forms

of the dAnggocram,



Prominent amor lambot art forms were bark paintings
which lavishly decorated the cult hcuses. Reproduced in
Newton (1967:Plate 45) and in Kelm (1966 - 1968:II1, no. 416),
the bark paintings were richly decorated with humén and

animal forms intricately fused with a variety of curvilinear

patterns in bright red; yellow, black and white pigments.

The two paintings (Plates 23 and 24) from the
Austin Collection exhibii such significant wmodifications
in their designs that they barely suggest the intricate
and richly sophisticated paintings produced traditionally
by the Kambot pecple. The anthropomorphic faces, animal
and plant forms &re traditiopal mwolifg but their exprescions
so crudely repregented in fading ard running colours, are
not. 4 loss of quality in the craftsmenship is apparent
as the treditional conventions of design have been
abandoned for aestheﬁioally untidy forms. Upon comparigson
with older and traditional works thiese two paintings
appear aesthetically infericr. Dawson (et _al. 1974:27)
notes that a deterioration of design and craftsmanship
is @ ;requmnt consequence of commercialism and Yis most
marked when items which had a functional place in the
traditional culture hsve lost their cultural meanings and
have become simply inexpensive curiecs." It is quite

possible, then, that the Austin bark paintings represent



non-functional items which were produced to sell te tourists.

Different responses to commercialism are illustrated
by two other Keram River boesrds (Plates 25 and 26) from
Austin Collection, Plate 25 illustrates a fine and attractive
work but one with a style developed for sale, Hows of
linear patterns replace the more characteristic curvilinear
elements found enbancing Keram River artifacts, and form
such a peculiar design that it cannot even be regarded as
a reasonable varient of Keram board style. While this style
is clealy foreiga and no doubt produced for the white
tourist consumer, the board in Plate 206 suggests a style
that could have been wmade for traditiocnal tribal use.
Similar designs decorate tkempshields' collected in 1896,
1912-1913 and 1929 that are illustrated in Kelm (1966 ~ 1968:

IIT, nos. LOL - 410, 413).

Stylistic conventions of these older boards are
preserved in Plate 26 but minor aberrations epparent in the
slightly larger size (Boards illustrated in Kelm range only
from 53 cm. to 122 cm, in length while the board in Plate
26 is 136 cm. long) and in the presence of a peculier
central ridge, are innovations. The general features
however, are conveyed in a style that attempts to emulate
traditional boards. The adherence to traditional design

affects a look of authenticity which is even further
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enhanced by the hlackening or scorching process carried out
to the back and top of the board, perhaps to simulate an
oclder appearance. The result is a clever fake in design

and technique, successfully fusing traditional and innovative

elements while giving emphasis to the older snd traditional

style,

The recent msnufscture of such & traditional looking
board suggests the srtist's insight into the contemporary
commercial market whers older and traditional artifacts
are more eggerly sought. Antiguing and simulating the
traditional style to eoffect an older snd thus "an authentic
look™ is perhaps a regsult of introducing commercial values

and standards, 2nd may also be a response to the demends

m

of serious collectores who are not only searching for but

-

who pay more for the traditional or *real' item. It appezrs

-

then that the art market can directly infiuence style

and is encouraging the practice of entiocuing and thus

faking

o e
The Mundugumor

A most striking and dynamic art tredition in the
lower Sepik has been developed by the Biwat speaking people,
known as the Mundugumor, whe dwell alcong the middle stretch

of the treacherous Yuat River. The culture of the once
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fierce ceannibalistic Mundugumor was first reported in
1935 by Margaret Mead who undertook an extensive
investigation of them and two other New Guinea tribes
during 1931 to 1933. At that time the Mundugumor hzd
been under government control for about three years but

were yet unmissionized (Mead 1935:16L4).

Not only is Mundugumecr art striking but their
culture is alsc quite distinctive. In contrast to communal
or village ceremonial life and permanent cult houses
characteristic of other Sepik tribes, the Mundugumor had
no such tribul cults or houses but rather a number of
minor cults centered around flutes, masks and other
sacred objects (Mead 1935:176). These objects were not

village property but hereditary possessions exclusively
owned by individuals, stored in private homes and psssed
down a rope, which is a form of descent system based upon
a theory "of a natursl hosﬁility that exists between all
members of the same sex" (Mead 1935:172). As a result,
cult objects and most other property descend from a father

to a deughter or from @ mother to & son (Ibid).

Another most unique [eature of their culture and
art tradition was the bizarre method of selecting artistic

talent, Baesed upon sn arbitrary accident of birth,
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.. .Dasket-makers are the women who are born
with the umbilical cord twisted around their
throats. IMales so born are destined to be
artists, to corntinue the fine tight tradition
of Mundugumor art, the high-relief carving

on the tall wooden shields, the low=-relief
stylized animal representations on the spears,
the intricate painted designs on the great-
triangles of bark that are raised at yam-feasts.
They it is who can carve the wooden figures
that fit into the ends of the sacred flutes,
embodiments of the crocodile spirits of the
river, Men and women born to arts and crafts
need not practise them unless they wish, but
no one who lacks the mark of his calling can
hope to become more than the clumsiest
apprentice,.

(Mead 1935:168)
Flutes

Among the spectacular Mundugumor art works the
sacred flutes are the most impressive and valuable. They
are constructed from bamboo and have an ornamental stopper
at one end, either in the form of an animal, bird, an
anthropomorphic mask or humen figure (See Plates 27a, 28-
31). A masked flute (Plate 30) is represented in the
Austin Collection but for appreciation of this work and
the striking Mundugumor style a discussion of the more
spectacular flute figures is necessary. The latter (Plate
27a) carved from heavy wood range from 25 cm. (8 in.) to
96.5 cm. (38 in.) in height and dwarf-like are carved

disproportionately with gigantic heads compared to their

diminutive bodies (Fraser 1955:17). The gnome-like bodies
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are set on sturdy legs which are attached to slim tubular
extensions which act as plugs covering the embouchures

of the ceremonial flutes, The limbs are bent apart on
either side of the phallus which often dangles below the

knees.

The striking appearance of the figure's head
however, revesls the style that is characteristically
Mundugumor: high forehead, fleshy bulbous nose with
perforated septum, large mother-of-pearl inlaid eyes, under
overhanging brows, and protruding thick lips. Surface
ornementation is minimal if any at &ll, and colour
restricted vsuszlly to e brown mcnochrome, In other fipgures

(Plate 27b) however, the sculptural forms are accentuated

with polychromy.

Plates 28 and 29 illustrate the final form of a
magnificent Mundugumor sacred flute complete with its
prodigious decorstions. These musical instruments appear
to be more like idols rather than flutes which can be
played upon. They were elaborately decorated with
cherished valuzbles and were given ceremonial birth whereby

they were triumphantly displayed to the public and then

ey
¥

wrapped end hidden in the bsck of the owner's house, to
seen subsequentliy by both girls and boys at initiations

which were orgzanized at the whim of anv Big Man vying for
e | v o ¥
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prestige and fame. The value of the sacred flute was
further enhznced because it represented a womants
principle dowry at marriage, and then later became the

-+

property of her eldest son. In essence, the functional
1se of these flutes did not lie in their prectical use
as musical instruments but more in being sacred objects
of wealth and prestige in which was centred the pride of

the Mundugumor (Mead 1935:203).

The bold and dramstic expression of Mundugumor
sacred flute figures con also be seen in masked flutes.
Such masks are quite distinct, being constructed with
coconut or other large frult shells as heads resting on
matted fibres. These superstructures are covered in mud
and resin, blackened and lavishly adorned with zhell
decorstion, boar tusks, human hair and cassowary plunage,
The typical Mundugumor bulbous end sometimes involute

nose is also a characteristic feature of these mask flutes.

The striking nature of such superstiructures is
evident in the copy of a2 flute from the &ustin Coll HLtlDﬂ
illustrated in Plste 30. Compositionally, it exhibits
certain stylistic elements (fruit shell as s base for
face modelling, bulbous and involute nose, and ar
abundant embellishment of msrine and snail shells) that

are common features of treditional Mundugumor flutes. In
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craftsmanship however, it is questionable whether the
ephemeral nature of the material cr poor workmanship is
responsible for the careless and inferior appearance of
the compositicn, The back matting, bamboc flute and shell
face are exposed and unadorned, lacking the rich
encrustation of mud and the load of decorative shell
valuables. The usual lavish adornment of shells, feathers
and human hair are also replaced by a more restrained and
less ostentatious display. The general expression, then,
though still dramatic and chsracteristic of traditional
Mundugumor flutes is crucislly altered by the poor

werkmanship.

As pointed out already & reduction in ornamentatiocn
is 2 trend occurring in modern commercialism. This trend
is alsoc reflected in a Biwat flute (Plate 31) that was
exhibited &t Isaacs Gallery in 1975. Although only 10 to
20 years of age and lacking the spectacular ornamentation
and the dramatic force of traditional Biwat flutes, this
flute has, nevertheless, entered the international art

circuit with an asking price of $900.00.
Shields

A distirnctive Mundugumor style is also manifest in
shields ‘and wmemorial boards. Older shields {(Plate 32) are

B

characterized by a rigid bilateral symmetry with



curvilinear forms: S-shaped swirls, zigzags, and central-
circle-and-chevron pattern more typical of the middle
Sepik, distributed along the longitudinal sides of the
surface area, The principal design consists of an incised
anthropomorphic face at the top enclosed within circular
double borders and aligned above a number of smaller,
stylized heart-shaped faces. The nose of all the faces
was almost always carved in high relief &nd perforated,
usually with a8 twisted cord tessel threaded through. Also
characteristic are spoke~like wings extending from and
enclosing the round eyes. The sculptural forms are
accentueted with white, red and black polychromy. Projecting
from the top of the concave board is usually & short peg
serving to hold either feathers and / or grass tassels.
Identical gress tassels are frequently attached to the
sides of the board. -The technical executicn of these
shields was traditicnally a specialized occupation to be
undertsaken solely by men who were born with the umbilicel

cord twisted around their necks (Mead 1G35:168).

The three shields (Plates 33-35) frcm the Austin
Collection seem to embody features that are typical of
older and treditional models, The motif elementis appear
to be derived from traditional sources and the formsl

organization of elements is also in keeping with the



58

the strict symmetry of older models. The execution of these
details is also marked with the fine technical skill that
appears characteristic of older scurces. Though these
formal similarities exist, stylistic modificstions are
apparent in minor but distinguishing features. Some of

the more conspicuous changes are: 2 more abundant use of
motif's which help create & more cluttered look; & particuler
standardization of design elements; an expansion of the
colour scheme; a more startling and brighter colour
contrast createc by the use of imported rich paints

thickly encrusted between heavy black contour lines; and
the scorchirg of the unvolychremed surface arez of the
shield in Plate 35. It appears that this shield (Plate 35)
has been recarvéd, burnt and polished, perhaps in an
attempt to age the material and therefore simulate the
appearance of treditional boards. As previously mentioned,
this antiquing treétment m2y possibly be a response to

the great European demand for older artifacts.

Stylistically, however, the three shields embody
features that are derived from traditional productions and
display a resurgence of the technicel skill diagnostic of
traditional manufacturing procedures, The final expression
is spectacularly dramatic, arresting and characteristic

of Mundugumor style.



Pettery

The Dimiri potting villages of the Yuat River
district provide examples of uvilitarian items that are
equally individual and étriking in nature. The distinctiv-
ely bold nsture of Mundugumor art iz displaved in the two
pot stends (Plates 36 and 37) from the Austin Collection.
These two stands are manufactured from fired clay, have
a flat circular base, a narrow cylindrical neck and two
projecting arms which curve horizontally. The front of
the pot stands lend themselves te high relief modelling
of' an anthropomorphic face whose plastic imsge is in
kecping with the Mundugumor style. rarticularly typical
are the fleshy and bulbous lacial features, especially the
preominent nose. Similar facisl features are illustrated

in Kelm (1966+1968:1, no. 356). The incised curvilinear

D’V

design of chevrons, ovols end zigzags are zlso common

elements in Mundugumor art. These stands are employed in

pairs or threes to support pets over hearth fires.,

Kaufmann (197L:private communication) identified

¢ of the pectiting

‘~J.

these pot stands as characteristi
tradition prevailing in the Dimiri district duving the
1960ts. He also stated that they were stylistically
different from older ctands which were bowl-iike in shape

and whose clay heads were used in rituel contexts.
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Apparently the Mundugumor penchant for drama and
colour did not cease when traditional ritual features
endemic to their cunlture were outlawed by the dominant
white government. Instesd, gs illuatrated by the
contemporary examples from the Austin Collection, their
artistic achievements continue to combine high contrasting,
vigorous and intricate surface palterns with bold sculptural
forms reminiscent of théir earlier dramotic shapes and
flemboyant style. Indeed, Douglas Fraserts (1955:20)
characterization of the nature and quality of Mundugumor

art is still avpplicable:

The art of the Mundugumor stands in an

ambiguous position with respect to other
Sepik styies, It sums up, in one sense,

oy

the cultural attitudes of the area, but
at the same time it devietes from the norm

in others. In its remarkable power of
assimilating external ideas, ir its use of
many different materials, in its reliesnce

for its motifs upoan an emoticnally experienced
world, the Mundugumor speaks for the whole
Iiddle Sepik. In its huge degree of assert-
iveness, in its ability to refurbish other-
wise treditional forms with new expressions,
and in its overpowering emphssis on aggressive
gualities, the Mundugumor speaks for itself,

Summary

in. important culture centre, the lower Sepik tribes
traditionally excelled in art works that ranged fronm
the restrained and controlled expressions of cosstal

styles to the 'explosive ' shapes and spectacular,
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energetic creations of the Mundugumor, Virtually confined
to masks and statuettes of humsn forms, the coastal

style is distinguished by the particular ;reatment of the
nose; & minimal amount of relief ornamentation; and
monochrome red or red and white colouring., Two principel
styles of faces are found to predominate: one with a
surprising naturslism, and the second, with a stylized
face carved in strict symmetry with slanted eyes and
prominent nose in & besk-like or trunk-like elongstion.

Apparent in these Tigures and masks is a tendency to

m

standardize and simplify.

Ls one ascends the Sepik River, this trend gives
way to g proliferation of mctifs, shapes, and forms, with
a greeter emphasis on elaboration, emphasized by openwork
sculptures, relief o;namentation and colour, Curvilinear
designs in polychromy increasingly repiace the plain or
incised moncochromed surface designs of the coestal area.
The most vigorous creations of the lower Sepik appsar to
be the impressive Biwat sculptures. In their bold and
assertive art expression, the lower Sepik styles suggest
artistic affinities with middle Sepik crsations. Through
numerous incidents of contact they probably - both absorbed

and exerted influence.

The artifacts in the Austin Collection share some
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of the above traditioral stylistic characteristics of
the lower Sepik areas from which they emanate but also
reveal varying amounts of influence from contact and
the ubiguitous tourist trade. The stylistic analysis
undertaken peoints ©o the predominance of two principsl
trends: one towards elaboration and the other, towards
simplification. Almost all the lower Sepik artifacts

from the dustin Ce¢llection exemplify one or the other.

The trend to elaborate takes various forms. One
technique is t©to increase the amount of relief ornamentation.
This is achisved by either introducirg new motifs or
by elaborating on or exaggerating traditional chsracteristic
patterns as in Plates 9,11,12 snd 33. Another method
employed is te introduce new colour schemes., Prior to
the influence of white contsct, a basic red was applied
in menochrome to most coastal masks. Since that time,
not enly heve new celours been added but the monochrome
treatment has &lso been replaced in some artifacts by
elaborate polychromy. Plate 9 exhibits not only the new
brown and white colours but slso the new polychrome
colour design. Black has recently also achieved wide
use in the lower Sepik as illustrated by Plates 1C to

12 and 19 to 22Z. Use of vermiliion paints also achieves
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new surface finishes, either shiny and glowing as in
the Anggoram masks (Plates 19 to 22), or brighter
and with more intense value contrasts as displayed in

).

o

the Mundugumor shield (Plate 3

The most salient feature of the elaboration trend,
howeve is the use of innovative elements or technique
For example, the Keram shield {Plate 25) tekes on an
entirely new character when traditionz) curvilinear
patterns ave replaced by large, repetitive linear
designs. However, vhe two mest significany innovations
are the introduction of & base on a coastal mask (Plate 12)
and the burning or scorching treaztmernt of the surface
meterial in the Keram shield (Plate 26) and Mundugumor
ehield (Plate 35). The scorching treatment eppears to
be related to the activities of forgery and faking as
Dawson (et al. 1974:28) suggests in the following quote:

As the various processes of modification

have accelerated, 2 'cult of antiquity!

hes ecmerged amang the buying public which

overvalues gge and ‘suthenticity?, and

'thus encourages faking.,

Almost all these traits appear to result from
a desire to produce something unique and visuvally

)

n order to attract a buyer, or are executed

-de

arresting

0'2

in a menner to appesal to the values and standards
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of occidental predilections. 1In other words, they appear

to be responses to commercislism,

B .

The tendency to simplify is also related to
commercislism and is 8ppérantly motivated by economic
efficiency as has been pointed out by several authors
(Guiart 1968:2L; Graburn 196%a:462). The seemingly
limitless demand for souvenirs has stimulated the reduction
and even totael elimination of such characteristic elements
as colour, motifs, and reliel or surfsce ovnamentation:
features that are either meaningless to fereigners or too
time=-consuming for speedy production. A widespread result
of this simplification trend is the standardizstion of
forms, designs and technigues. This in turn lezds to loss
of originality. The stetuettes (Plates 15-18) and Anggoram
masks (Plates 19-22) well illustrate the effects of msss

preduction,.

The tendency to simplify often results in failure
to exXpress essential eleménts or subtle refinements that
are so much & part of the artistry of the people. A
natural consequence of this failure is a deterioration in
design and craftsmanship as attested to by the two Keram
bark paintings (Plates 23, 24) &nd Mundugumor flute (Plate 3Cj.

The Austlin Cnliection suggests that the demands of souvenir



65

hunters heve qualitatively and quantitatively effected
art production in the lower Sepik River., In essence, the
tourist trade seems to be inflvencing quite strongly the

development of Sepik art styles.



Chapter IV The Middle Sepik River

The middle Sepik, a strong culture centre, consists
of the westwards stretch of the Sepik River from Tambunum
to Sepandai (Map 1) {(Wardell 1971:56). The area is
inhabited by four principal culture groups: the Iatmul,
the Sawos, the Chambri, and the Arambak, of which the
first three are culturally and stylistically related and
represented in the Austin Collection at the Royal Ontario
Museum. It is, however, in the Iatmul area.that artistic
deveiopment reaches a peazk. As the largest and dominant
riverine group, they hold a key position for the entire
Sepik area (Haberland 1965:58). Background information

N .

aboutl their culture is useful for a ccherent understanding

of middle Sepik art.
The Iatmul

The approximately 10,000 Ndu - epeaking Iatmul
inhabit the entire length cf the middle Sepik'River from
Tambanum to Sepandail and form the largest culture group
dwelling along the river itself. Iaycock {(1965:195-~196)

suggests that the ancestors of these present Ndu-speakers

66
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probably migrated from the south through the foothills of
the Karawari and Krosmeri River systems (Newton 1966:206).
As they became a riverine people, they began to depend
upon the Sepik 2s their primary source for food, as their
principal route for inter-village communication and as the
main highway of travel for food, trading and head-hunting
(Bateson 1932:251). Their rich cultural life was first
extensively examined and reported by Bateson in 1932 and
1936. He portraved the Iatmul as g highly individuslistic,
proud and drametic people dependent upon head-hunting for
for ritual pride, They lived in independent viliages
divided longitudinelly in two by the ceremonial ground and

haus tambarans which were the central foci of their

ceremonial life. Their elaborate and theatrical ritual
life embraced transvestite-oriented Naven ceremonies as
well as practices of initiatory, mortuary and homicidal
rites which were the most important ceremonies of the
tambaran cult. Associated with the tambaran cult and the
prodigious cult houses was a wealth of sacred and
decorative art of such rich and exciting design that they

represent the artistic climax of the Sepik.

Masks

The Austin €ollection of middle Sepik art is

dominated by masks of such rich design and decoration that
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they are of prime importance in this study. Although the
proliferation of shapes, dimensions and materials is almost
limitless as natives carved, modelled and fabricsted masks
of wood, clay and rattan, at least three basic types
representing human - like faces are identified and were
maintained in all Istmul villages (Forge 1972:171). The
three types of faces are:
1. Naturalistic modelled skull type,

actually modelled on skulls of dead

ancestors and enemies; also reproduced

in light wcod and worn in the 'tail! of

certain ritual performers, (Plate 28)

2, A flat broad face used in most wood
carvings and on the awan masks. (Plate 6)

3. Mwai-type mssks, very long snd narrowv
eliiptical face with upswept eyes
and long nose extensions ending in a
totemic animal., (Plate 39)
(Forge 1973:171)

These three major styles are distinguished by the
facial features but are stylistically coherent in that they
exhibit a prescribed style of face painting built up of a
series of sweeping spirals and circles epplied on all

masks and similar to the painted faces of the ceremonial

performers {(Ibid).

The most highly prized masks are the ones modelled
over skulls of ancestors or head-hunting victims. The
skulls are dried, cleaned and have their facial features

built - up -of clay and resin. Shell eyes usually
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replace the former hollow spaces, tufts of human hair

are cemented onto the mock clay skull and, if the skull is
of a formerly successful head-~hunter, crowned with fur. The
features are artistically decorated with the painted %tribal
pattern or ceremonial colours worn by the deceased (Newton

1967: commentary to Plate 56).

These precicus skulls, now rare since head~hunting
was abolished in the early twentieth century, are eagerly
sought by ccllectors and tourists. However, since the
marketing of these skulls is forbidden by the government,

ourist market have resorted to

(.f

natives comreting for the
various devices to sell them. Attemuts to camouflage the
appearance of the actual skulls from government officials
is practiced. One method is by »nlugeging up the hollow
opening in the lower sphere (Mr. Weinberg 1975: private
communication). Other enterprising artisans, inspired

by commercial profits, manufacture clay and wocden masks

in imitation of actual modelled skulls.'

Skull type imitations from the Austin Collection
are illustrated by Plates 40 and 41. Plate 40 represents
a mock clay head decorated with shells, braided human hair
and splendid pattern of colours and spirals in the
traditional face painting style. It is an excellently

manufactured and decorated copy of an Iatmul modelled skull.



70

such heads or traditionally, skulls of dead ancestors, were

‘D

mounted on poles, vprodigiously ornamented and set up as
mortuary or fertility figures in tambaran ceremonies

(Bateson 1958: commentary to Plate XXVII).

Wood has alco been adopied as a material to simulate
modelled skulls. The Austin Ceollection has one such wooden
head (Plate 41) emulating the traditional face painting
style. One important distinection however, is the displace~
ment of the hollow back opening used to receive the neckpole
of carved ceremonial figures, by a thickly carved neck. The
new ddft'on also acts as a base or pedestal. The attachment
of a base 1o & carving is a Buropean custon alien to
tiraditional Sepik concepts obut harmonious 1o the classic
Western approach to art. A trend towards raturalism is
also indicated by the conventional carving of its shape
and features. This contemporary carving thus appear

to integrate traditional concepts with new occidental idesas.

The mwai type mask, & narrow, elongated wooden
carving with shapliy undercut brow and long nosge extensio
stylized into a totemic animal, is freguently coated with
rich plumage 2nd ornamented with curved boar's tusks. The
masks are uvsvally ceremonially employed in pairs by novices

impersonating pairs cof ancestral brothers and sisters; served

b

fomie

n raids where they were shaken toward the enemy tc insure
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invulnerability; and were worn by the leading tumbuan in
ceremonies in which prisoners were killed by initiated
boys (Bateson 1958:45, 233, commentary to Plate XXVII;
Newton 1967: commentary to Plate 59). The mwai face style
as a mask is thus worn alone, is attached to tumbuans,
that is, rattsn dancing costumes, and also forms the

face style of heads represented on hooks and other

carvings.

The elaborate hook carving (Plate 42) in the
Austin Cellection is an example of modern Iatmul art
employing the mwai face in traditional form and face
painting style. The mwai type masks (Plstes 43 - 46) in
the collection, however, sre poor imitations of the
traditional prototypes. The only stylistic feature thav
is common to both traditional and these contemporary
productions is that of their finel shape. The overall
elliptical mwai form is restrained but even here individual
features have been modified or eliminated. Most noticeably
different is the elongated nose which traditionally
terminates in a totemic enimel. In Plates L3 - L5 it is
replaced by a cylindrical arch merging with the body of
the mask while in Plate 46 a Y-shaped appendage displaces
the traditional finely carved besk-nose, Another change
common to commercisl arts and appasrent in these mesks is

the reduction or simplificstion of decorstive details. In
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lates 4%, 44 and 45, the more intricate traditional face

>,

painting is replaced by an overall tlack paint even though
no traditicnal Iatmul mwai mask carvings were black. The
substitution c¢f black paint for the twraditional curvilinear

pattern painted In red and wnite ochre is pevhans a time-

saving procedure.

WVhile Plates 43 -~ 45 illustrate masks with some
consistency in manufacture to the traditional mwal face style,
the mask in Plate 46 exhibits an extremc modification of
mwai form contouring and an absence of tradifticnal mwai

face

f')

relief carving and painting. individu=l formal featuleb
diagnestic of mwal face style have been eliminated or so
drastically altered that the stylistic expressicn of

formal attributes bears little resembiance to {traditiocaal
mwai-type masks and represents an example of airport art

as defined by May (1974:1).

Plates 47-49 represent masks thatl are rscent
productions of the flat, broad awan face. Examinatiocn
of the carvings reveals that the simple but strong
sculptural traditicn developed in awan face types is
lost when foreign structural features are added. The
incorporation ¢f a serrated headdress in Plate 47, the
rim border in Plate 48, the rectangular handle at the top

of the mask in Plate 49 and the flat backs. not only alter



the formal attributes but produce @ new class of objects:

wall plaques. Even the face painting style has lost its

e

once elegant character. The smudged spplication of
colour design in Plate 47 produces only & peocor impression
of the highly distinct artistic tradition, while the
design in Plate 8 is too claborate and gaudy an

interpretation when compared with traditional face painting

styles. While the 1

Q

wing patterns at leazst decorated

the sculptural shapes, suggestions of any colour let alone
prescribed pattern are totzlly absent in Plate A49.

As previously reported, the elimination of time-consuming

activities is a feature of commercial art. The resulting

raw, blond and polished weod represents not only a new

wood carving technigue but a type of cafving not common

to traditional Tatmul woodwork, The three carvings
illustrate changes in style that are characteristic of
productions simed specifically at the undiscriminating

""(_)

buyers of the tourist merket.

In the following three masks (Plates 50 -~ 52)-
from the bdustin Cellection, too elaborate or ornate a
style results in a trend toward grotesqueness. Formal
elements characteristic of awan and mwal face types are

combined together and with other design elements result

in an eclectic expression bordering on the grotesque.



Dawson (et _al.1974:27) states that the trend toward
grotesqueness is a feature found in New Guinea carvings
connected with commercialism. It apparently adds a
feeling of the exotic, of the terrifying and pagan, which
is what uninformed foreigners initially expect of primitive
'savagest, This guality of the grotesgue may result from
a desire to produce works thet are conspicuously distinct
from the multitude of available tourist productions. In
these masks the traditional style and its quality hsve

been sacrificed for coemmercizl ressons.
Rattan Sculptures

The Iatmul are not only proficient artists in
woodwork but are alsc noted for their outstanding ratten
sculptures, The bold and expressive qualities characteristic
of their woodcarving also appear in the variety of forms
ingeniously fabricated from rattan., Twec rattan sculptures
(Plates 53 and 5L) from the Austin Collection manifest the
bold and aggressive expressions which are classic to
traditicnal JTatmul artistic achievements. The peculiar
combination of coiled rattan with contrasting colours of
red, white, and black produce a simply constructed helmet
mask but with a spectacular textural guality and vibrant
contrast of colour and form. Though the sensitive use of

line snd form is replaced by bulk and mass, this recent
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fabrication is both sculpturally and expressively

characteristic of eastern latmul style.

Also representative of the esastern Ilstmul art
tradition is the woven pig figure illustrated in Plate 54,
A very realistic image is conveyed by tle ingenious use of
plaited rattan. Traditional colours are combined with
yellow and extraneous materials of wood and plumeage, to
create a fascinating and erresting figure with a touch of

the grotesque,
Shields

Tatmul shields are quite rich and diverse in
stylistic expression but they share common features which
provide for scme stylistic homogeneity. Some of these
homogeneous features are evident in the carving {rom the
Austin ¢ollection (Plate 55) and an analysis of its style
will serve to characterize Iatmul shield art. Typicsl
in style is the distinct anthropomorphic face with
prominent nese and protruding tongue, carved in high relief,
The central - circle - chevron pattern is not only
characteristic of Tatmul shields, but is found on almost
all middle Sepik wood carvings. Other diagnostic traits
are the central patch above the eyes, the traditional red,
black and white colours and the bilateral symmetry. The
h
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compoged of s hold shotrast face balanced by related

curvilinear shepes, Thie descrivniion serveg to

characterize the basic diagnostic features found in

Tatmul shielas

.'-()

Further analysis, however, reveals significant

stylistic differences which are common to mass produced
mmercial 27t3., The most conspicuous differences are

the presence of a narrow projection =2t one end and the

overall reduction in size. A change in size, particularly

a reductioﬁ, i a nreocess develoned to accomodate

Western demands and the exingencies of vortability,

packing and %rassportation (Ben Amos 197%:1%). This

change in scale is related to another feature of

commercialism, namely the simolification of form and

decoration. Tne traeditional activity of carving the

curvilinear natterns in relief has been veplaced in this

ﬁ'.‘

shield by simyly indicating them by vaint on a flat

surface. The overall design apnears to lack the spark

-
{

of vitality and energy which is preseut in most traditional

Tatmul shields. A comparison with o shield (Plate 56)
manufactured in 1913, long hefore the teuricst invasion,

reveals how acculturation and the denands of the tourist
trade have affected the strong, individual and vwigorous

gtvie of older and traditicnal
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Suspensicn Hooks

Hooks used to suspend food and personal
paraphernalia from rafters out of reach of rodents, are
common furnishings in both dwelling and ceremonial houses,
and represent another ingeniocus latmul art form. They
are usually surmounted by human figures, anthropomorphic
faces or bird representations and decorated with
curvilinear incisions accented with red, white and black
pigments. Of the three suspcnsion hooks in the Austin
Gollection (Plates 12, 57, and 58), only Plate 12
illustrates a hook manufactured with a traditional design.
The hock is surmounted by & head that appesars in the mwai
face style and is decorated with the levish curvilinear -
ornamentation characteristic of the Iatmul, The typical
man-~bird combination is also common to this hook. Plates
57 and 58 however, represent modern hocks with only slight
references to traditional forms. Stylistically, they are
far removed from traditional Iatmul hooks since they
differ considerably in shape, rendering of features,
decoration and colour, The minimal amount of plasticity
in the unusuelly flat, plaque-like forms, and the
monochrome black colouring are new features not common to
older hook forms. Elimination of distinguishing Iatmul
features is evident as the sculptural strength, characteristic

curvilinear incisions and white, red, and black polychrony
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are lacking. A comparison in stylistic expression with
en older hook {Plate 59) carved and lavishly decorated
in a style characteristic of its village and Tatmul
virtucsity reveal how the two hooks from the Adustin

Gollection have become modified and vitiated in stylistic

expression.
'Airport Art!

Two fascinsting works of innovetion, clearly
“illustrating both the inspirational and at the same
time vitiating influence of occidenual contact and
tourism sre represented in Plates 60 and 61, The copy
of a Germon wallting sticl in Plate 60 represents e
subject matiter Lthat is Eurcpesn in cencept but superbly
decorated with traditiongl iconology and according to
Iatmul conceptions of design. The croecdile motif
man-reptile combination are familiar latmul concepts
executed in characteristic curvilinezr form. Evidently
the JTatmul have borrowed end imiteted from the moeteriel
paraphernalia of the White world and mixed these

<

borrowings with traditional artistic design to produce

an elegant and fine work of sculpture,.

While Plate 60 attractively combines traditional

s

and foreign features, Plate 61 represents an entirely

b
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concept and compeosition. It 1s & modern



79

work of sculpture totally alien to traditional Iatmul
artistry. It is however, in keeping with the grotesque
fantasy which seems to characterize many non-occidental
art productions made for the tourists. It definitely
constitutes a new genre of art work and illustrates what

May (1974:6) has called unfortunately 'bastard art'.
The Sawos

A well developed style has been established by

the Sawos, a people who live a few miles north of the
middle Sepik River in an areaz roughly parallel to the

Tatmul villages of Sapanaﬁt and Tambunum (Wardell 1971:56).
| Though bounded by the Abelam in the north, the Sawos are
culturally related to the Iatmul, their closest neighbours,
and share stylistic affinities with them (Newton 1967:18).
Sawos art however, is most distinct and should not be

regarded as a mere variant of the Iatmul style.
Tumbuan

Impressive basketry costumes or tumbuans, beautif-
ully woven and often prodigiously decorated, were
manufactured by the Sepik cultures to be worn by initiated
men in ceremonies for the benefit of the uninitiated
(Mead 1934:236). The dance costumes were produced in
different styles: some constituted enormous masks which

were fitted with grass skirts and other extraneous fibres,
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while others had wooden masks attached to the front of the
tumbuan or basketry masks woven into the costume itself.
Attached mwai masks are most characteristic of the area
but the second type, the woven masks known as apan are
also typical (Ryan's notes). An analysis of the mask

design suggests that the tumbuan (Plate 62) in the Austin
7@511ecﬂioﬁ, ﬁanufactﬁred byithe Sawos, éppéafs toi 7
represent the apan type. The white painted anthropomorphic
faces are characterized by looped probosci which are quite
pronounced and typical of middle Sepik style in their
prominence. The middle Sepik beak style is thus

suggested but characteristic curvilinear features combined
with white, red and black polychromy, which provide a
common stylistic character throughout the middle Sepik

area are absent., However, the tumbuan apparently does
exhibit, in its elegent use of line and form characteristic
features of the Sawos for Newton (pfivate communication:
1974) identified it as belonging to the Sawos village of

Nonggosop.

Malu

Distinctly characteristic of the Sawos are the
spectacular and beautifully conceived openwork ceremonial

boards which best represent the fine and exuberant use of

curvilinear line in middle y malu

One suc

()]

epik art forms
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is illustrated in Plate 63 and reveals the typically
visually arresting plastic rhythm of form. Frequently
traded to the Istmul, the melu were reported to represent

recks from which skull trophies were hiung (Newton 1963:188).

Q3

Summarizing Newton (1963), malu are charzcterized by open=-
work carved boards that are ususlly sub-rectzngular in
shape and range from five to seven feet (161.5 cm., to
222.5 cm. ) high and two (61 cm.) or more feet wide.
Structurally, the design field consists of three connected

1

sctions. The upper third is occupied by @ rownd face in

(7]

S

’

=

low relie

o

with the excepticn of the free-standing and

projecting nose. The long-nosed face represents the

totemic sago-beetle, palanggum, and is decorated with a
colour scheme derived from the face painting siyle uvsed
by sueccessful hesd-hunters, The middle secticn, the mos
delicately carved, consists of open-work spatial patterns
featuring two ccmposiﬁional elements in silhouette:
totemic stylized bird profiles and pierced teazr-drop

shapes. The bird forms, in symmetricelly opposed pairs,

s

o
3

e characterized by S-curves of which the tips of the

ks or teils inverloeock to produce s centrsl-cross oval

i

b

(T
LeH)

while the tear-drops are perforated with two to six apertures
in shallow relief, The lowest secticn usually exhibits
a lunette opening framing a griillwork of vertical prongs.

The malu form wss richly endowed with white, black and red

e
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oy 5 o o L3 3 e e VI b s i e I g - v v :
typee {Hewton 196%). As is characlerigtis of middle Sepik

of

The dynamic¢ rhythm of traditional conbent and

et

(42
L

form is abardoned 1iu the modern malu version {Plate
collecticr. Conmparably aarrower, the
yoard diesplaye definite ehense from 2 sub-
reaclanzular o a rectangular chave. 4 generel vilateral
symmelry i retained but the celeticn of traditicnal

stylistic and

motif

mapufacture and eliminate time-consuming work. These

n size, shave,

e

simpification activities and medifications

ané eonhent resulit in such sipnificanily severe alterations

older and traditional pmalu . The plastic expression
indicates that tioe open-work carving of malu technigue

procedurc wags mirroered but the content has been diluted



to a simplified and redundant pattern that in compsrison
is aesthetically static. The schism between technique
and content alters the original melu format to such a

e s v

gn

degree that a less successful and plagiarized de

results.
The Chambri

Closely related to the latmul ere the Chambri
whose villages are found around and somewhat to the
south of Chambri lake (Wardell 1971:56). Cne of the
riverine villages, Aibom, has natural access to a
deposit of clay suitable for the manufacture of pottery
(Maksic a2nd Meskil 197%:40). As a result of this natural
advantaege and the versatile asbility of femzale artisans

Aibom is one of the great pottery centres of the Sepik,
Pottery

Traditional Aibom earthenware was produced

entirely by hand without the

]

id of a wheel or modern
kiln, Unlike other Sepik villeges where women did not
participate (with the exception of weaving) in the
manufacture of art works, Chambri women at Aibom
specialized in pottery making. The decoration however,
was exclusively a male sctivity (Buhler 1969:138). Large

and traditicnally manufactured Chambri vessels (Plate 65)
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S

are particularly famous for their elegant shapes and
three~dimensional siylized faces on thelr necks whil
smaller clay jars and sage pots are characterized by a
concave, lime~whitened faces with besked«noses.

Plates 66 and 67 from the Ausitin Collection

represent modern vessels decorated with traditional face

P al

relief sculpiuring. The white washed stylized face

comprised of two concentric circles, the junction of

which forms the predominantly modelled nose, is easily
recognized ag an Aibom trademark. Twe or four such

identical TFaces are usually found decorating each vessel.

Wanile the above vessels ese mznufactured in
traditional style, new forms, cdeopted throughh Eurcpean
influence or demands, are also producec. One such
example exemplifying a change in form, is illustrated
in Plate 68. A Cathoiic missionary influence is strongly
suggested in its form (Kaufmann 1974: private communication).
In structure it appears to plagiarize an altar candle
container. The shift in production from & wvessel
manufactured for internal use to an inspired Furopean
model eventually intended for commercial consumption

indicates a change in both form and function.



Biackwater River

The art styles of the cultures inhabiting the
southern torder areas of the Karawari, Blackwater and
Krosmeri Rivers have been profoundly influenced by the
Iatmul, "with whose art styles theirs are either very
similar or identical™ (Newton 1967:22,23). This
southern area is particularly famous for the Arambek
Kamanggabi hook figures and for the long-nosed basketry
masks frequeritly produced by the Blackwater peoples,
Ruhler (et 81.1962:114) hypothesizes that "this may also
be the cradle of the basketry masks which are known
throughout the middle Sepik since particularly large and
fine specimens are to be found in the southern btorder

region,™
Basketry Masks

A proliferatiocn of plaited'rattan work is found
throughocut the middle Sepik. Two gable masks (Plate 69
and 70) from the Blackwater River area, quite different
from the previous woven sculptures in the Austin
Collection, indicate not only the amazing diversity of
rattan technique and style but also particular Iatmul
traits assimilated into Blackwater River style, The

resulting style of the masks is thus particulsry typical
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of the middle Serikx River arsza, Characteristic are the

cirvenlar &

28, the wide gaving

mounth, and the long,
narrow and looved nose and concentric arrangement of

curves arou

ad the eves. The contributions of the Iztmul .
are apparent in the rendering ¢f 1he nese,; the eolour
scheme and eurvilinedr style. Even the severely cdohivex

foreheads of the nmask suppgest the sharyly bulging foreheads

of Jatmul mwel maske. The pecdliar Fendexring and arral

of faatures howvever; pariienlarly the striking flav~-like

-

motethy, Desduce & mask ETybe That is esngedially charboteriatic

of the distinet raskebry masks for which the Blackwater

River neorlé ave famons.
Sunnary

Famous for the rich &nd dramatie ariictic expressions

that charactevige -Sevik art, the middile 3eplil area Hhes bean

deseribed as nelng "iHe centre of SEWiIR avt vropner" (Sohwmii
1974: 7). As reyvealed, severasl distinet art trzd@itions are
known in thig vast exbpanse of gvace nut the area is most
notable for the zrt forms of the Iatimil. Since cdltural
and aesthevic expressiors endmiraie in the Iatmul who
straddle numerons siyles a22d in turh strengly influence
numerocus culturews, zn anlysis of certsin reeurring forms

Jatmml should serve to

chzracterize middéle “esik stvle.
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il

The Istmul and in tww, the niddls Bepdk, arve

L5

omd

principally chaveeterived by sculplurs, pragominantly of

the human hesd and beren figure. Fartdeuwlsrly, ctnspicuous

lu!l

Ry

re the speclaculdr hesds, fashioned wiip 3 great striving

for symmetbry and chorascierissd by red,; parallel curvilinear

lines goleuring ary! decoratinz nhe feoisd contours. There

is 2lst 2 sendancy 6 sculpt in relisl 3 Wanzing tongue,

and pore copmonly Lo emphasize the nose, & revealing accocunt
of thig lest practise is provided by Bateson {1952:1563) who

netes that Lhe Izumud

£

&
3
i

weder consplewously lepierrhine
noses s highly sterective features. 1= states there

Lhet the cheles of & sxull vith en sx

erpgted proboseis is
—ﬁhus“appareﬁtiy-rziatad th sesthetic prefarencves, Teechniques
o cuphesicityg the rnese sre by promireibtly plaibtisg it din
ratian, profusely decorating it with extraneous fibres

freguently by addi wvaﬂ ' tusks or shell disces to

the nostrils, or, most c&mmonly achizved througsh reliefl,
in the shape of a besk nose aprendase which directly
resembles the besk style downstresanm, Apparently influercs

Tfronm ths coaztsl and “itseldf felt in

thre middle reaches of

Anipals, ti less frequently repre

important art metifs znd ave dericlel z2lone or with human

.

forns. Bird, croendile sredeminate ond
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are conspicuous artizstic motifs linred 1o totemism (Wirz
1956:64), The bird desisn is slaost aluays cembinped with
the huaman fera, L is elther fusod with the nose forning
g beask-like appendage; terminates in a bird's head; or,

appears as a sepsrate mobif, wings outstretchel and perches

f

2

in Pilats

Tty

s

en 8 haman To:m¥s hesd oo shoulders as

1

xenpl o

59. A stylistic wnity underlying the heterogeneity of forms
and diversa rendering of loczl styles ia provided by the
embellishmont of elmest eagh element by curvilinear patterp

in paint or relief,

4 salisnt chavacteristic of Istmul and widdle Sepik
art is than the rick use of polychromy In white, rad and
black pigment for sywboliec, dascriptive snd decorative
purposes. The predominantly moaochrome ceoleuving of the

cogstsl and lower S=2pik Is répladed in the middle Sepik

LI

by cwrvilinear ornamentation in pelychromy and reliefl
Coaspicuously recurring patterns sre the centrsl-circle-
chevron and the S-curve as Tavourite orngrantzl

iines dmpregnsting the surfoge areas with snermpy 9nd vitelity.

The modelled skulls and the flor

o
£
i
‘5.:1.

foit)
oo
4]
fd
[k
Ak
-
$2

3

i
b
L
it}
w0

porticulayrly ssempliiy ihe virtwesity of the curvilinear

tradition. Lmployed in both relief and painting, this
cubvilinear cornamentation sgrves &s 4 common giy

busiv to the middle 8apik.

listde feebuve



Many of the traditional motifs and traits described
above are lacking in the Austin Collection of middle Sepik
artifacts. Very few of the artifacts in the Austin
Collection impress one as being skillfully produced replicas
of the traditicnal style. With the eoxception of the clay
head (Plate 40), npwai face hook (Piate 42), Sawos dance
costume (Plate 62), Chambri pots (Plates 69, 70), which
have not all lost stylistic references to traditional
forms, almest all cf the remaining artifacts appear as
uninspired and inferior caricatures of older and traditional

fOTINs.

Some of the more conspicuous etylistic changes
noted are: & willingnegs to dispense with traditional
curvilinear patterns, traditional motifs and colour schemes;
greater use of monochrome black to repiace former red,
white and black polyéhremy; a reduction in size; a tendency
toward the grotesoue; a certain simplification of forms;
a standardization of design and workmanchip; inerease of
new motifs by emulation of European paraphernalia; and

a deterioration in qguality.

Most of these formal changes are evident in the



20

which represe Yocus of tho

af objscts

in dezeign and guality

are¢ disploved {Feovet 1571:21-12). One wouwld presume thab

'H

characterize sther

that is, centoury oand gzeners) asppesrance, svill weguely

. Lo
X RRLRE S g e R

ayre A8 petainsd Sn

L P2 e I g 2 ~ 24 4y N O s e Ay
a2lly wenld dlse have constiiuted 1ie gesths

stylistic chorpeta

motifs, the @

assthetic ekl

4o

iy lf‘l«._i by

imporbent tr

souvenir-seeking tearists, and alse the most intricate

and therefore bLimesconswing to depict gre eliminsted



Chapter V The Upper Sepik Eiver

The area of the upper Sepik encompssses both barnks

of the twishing : Rivey from the dsbunii Mountsias

upstream to ths Coptral Hishlands. Rumerous tiribes

and viilag apmy sharing cultursl s8flinitiss witk the

middie Tatmyl and btheors with the Teleforin in vhe

Wegwas, Leosthsxd-Scruits, ¥rieds vnd Fuay

soath and e Teliow RBiver in the noribvest.

¢ visited in 19900 by

o

a baundavremwrveying expedition led by Ur., leonnerd Schulsze,
Dr. Waltes
Expedition shoy
Yellow River,

surveys apd po doubt visits by gﬂ}ﬂ_ﬁfQSpggtgrs, labour

resruiters snd orocodile hunters, © Sapik rooe

rilizatien watil after

patrol posts were

established. Until the late 1940ts, the farthest

8 gtation borderins

dstrative dntonst wes 8t
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[t

& nuwber cof cultures, wore or less related, bub

individual artistic expressions, inhabit

srea, These eculiures however, are not all

[y

euknteod in the Austin collection at the Royzl Ontario

Museum. The principle upper Sepik styles distinguvished

=

in the Mustiy coliecticn gre that cof the Ewomsz and
culiurally related Mukumae, both in the Washkuk Hills, and
some of tha hpril, Mey, Wogsnus, Leonhard-Schultae, and

¥oy River peoples,
The Kwoma

A grelil tribe of spprovimately 1700 people; the
Kwoma dwell in the Ambusti Renge of the Yeghkux hills just

patrel pest 5T Amhunti

ts of [ieid-work undertokern by
1937 and were comprehensivaly
reported in. their 1938-1939 pubiicatior. The term "Kwoms!

8§ the generic nape ypp

=

ed te four Ndu-speaking zroups or
sub=tribes, compesed of patrilinesl, exvgiuvus snd totemic
sibs vwho live in dwellivss clustered into smoall hamieta
{(Whiting and Reed 1928-193%:206), Hesdhunting wss
treditionzlly preclised and wae regarded 85 8 preveguisite
activity for [woma males in order to schieve 8 nsn's status
and be elimible for membership in the pogwi ri.usl which

ves the most sacret and highest secisl division end roerking
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grade of ting yam cult (Ibid:180,208).

Congisting of complex baliefs and o series of
rituals rzistsd te the cultivelion and harvesting of yam
tubers the ysw cult wes the primzry instivution for sriistic
expression by ths Reoma. Kwoma art played o determinate

role in the yam eult whers it wes esobterie, sacred and

viewed only By inivietsd meles. The cult essentially

congisted of thres social

groupings end three ritusls knouwn

Central
to sach of The ritwedls wes "4 perilcevlar kingd of basket...

built insids the voveuonisl #... lapd) Tilled with pavt

.

of the yam barvest aund devorsted with dalferent typea of

sacred carvinecs or potte Y objects" (Ibid) {See din agramn

i
-

The sacred carvings are fnown by abbreviated pames of Lhsir

respective rituzls: Yina, Mindjs and Ee?mf {fiewton 1G71).
Thus the terms Yins-unz, ﬁinitame 2nd Hozwi, each apply

1o "the rivwsl as 2 whole, the sacred cbjects displayed
{thoush not the musical instruments veed) and the socisl

givigsions invblved® (Keuton 1971:8L}).
Yina Carvings

Acecording to ¥owton (Tbid). "each clan owned one or
L) LA

more minor yinsz, often as brolhers sud sisters, which were
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as a group regarded @s brothers or sisters of

a msjor male
yina." The yina of the Kwoms are stylized wooden heads
.fqrmlhg longz ovals with heavy over-hanging brows and concave
facial planes, set on short, peinted neck-like shafts and,
decorated in monochromstic bleck or grey before white,
yellow and sometimes red poychromy. Ih size the ying range
from:

about four fszet to about nine feet high. The

faces are much lenger in groportion to the brow

area, and often are deeply cencave, T”w nese

is long, end prcjectg aovnward from the brow,

detacheda from the f . The eyes are conical

projections, scitetin set-at Lhe tips with
discs of com .3ha¢m The small ears are set

W

high at the sidss of the hrow, The mouths are
u-shaped, In some examples...only the iips or
@ very small protruding tonzue are indice teﬂ,
& f@w..,.LOW f%e ong

ue extended in &n arc

which reconnecis 2 chin..,lor] is even wore

marked, and even fo*mﬂ two loops...

Behind the head thers protrude downwards one

or more 10n‘ spikes; Lhese represent the ying

daggers of human thizh bone such gs were carried

by important men, Tnoy occagsionally suggest

iﬁ form hornbill heads,.. o
{Hewtor 1971:85)

Five yins carvings are represented in the dustin
Gollection at the Royal COntaric Huseum. Flstes 71, 72 and
73 best illustrate traditional ying sculpture while Plates
7L and 75 represent carvings which exhibit hybrid eéxpressions

B
of new structural and celeour technigues combvined with
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traditional stylistic features,

An examination of yina carvings in Kaufmann (1968)
reveals a predominantly single face painting style. The
colour design of the yina carving illustrated in Plate 71
is cheracteristic of the traditional yines face painting
style (Kaufmann 1974: private communication).

Apparently yina carvings are characterized by an exuberant
use of black, white and yellow polvchromy, shaping and
outlining the simple but bold sculptural forms in a precon-
ceived style with prescribed surface areas of colour
emphasized with series of white dots. Diagnostic traits

are: black brow laquered with white and yellow horizontal
stripes and white dots; black eyes with white bands; black
nose decorated with white dots; yellow cheek planes; lips
outlined in yellow; black tongue decorated with white stripes
and dots; mouth and chin enveloped by a black heart-shaped
design; and a white and black saw-tooth pattern framing

the lower three-quarters of the sculpture's perimeters.
Traditional Yariationé of this painting style existed. Less
frequently, two lunettes are found on the brow instead of

the horizontal stripes and dots. A faint representation

of this pattern is illustrated in Plate 73. Other variations
include the incorporation of black circles with the

traditional linear and curvilinear colour designs; the
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substitution of ovoid shapes for lincar colour designs;
and/or the deletion of the triangular borders which frame

the standardaized Fface.

Yina carvings represented in Plates 74 and 75
illustrate an interesting blend of traditional and non-
traditional stylistic featurzs., The adaption of new elements
in Plate 74, such as the spiral forms, central spikes, side
hooks and attached nose, radically alter the typical yina
expression, The integration of irregunlar decorative colour
elements and sculontural forms with traditionz2l stylistic
elements represent in Plate 7% a nodern cepy of a-iraditional
yina carving menufactvred for sale (Xawufmarn 1974: private
communication). Apparertly the older and twaditional
style is not preserved when the indigencus functions
and motivaticns for maantfacture are replaced by

commercialism.

The yiuna carvings in the Ausvin Collection .
are stylized wooden heads with 1little adherence to
conventional proportions or relationships. They are quite
dramatic in form and expression due To size, and hegavy and
bold sculptural features. The carvings are characteristically
decorated in monochromatic black or grey or brightly
polychromed in centrasting cclours of white and yellow on

the black hackground, thus exhibiting a certain affinity
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with the colour technigues of the s Haprlk arez. A

radical departure from the tradiiica=al stvle ls spparent

as new elements are adopted to rep

integrated with tradional Festures bwo produse Tasginating

hybrid forms.

Hock and deramdio Vesssl

utd Iitarisn objeors el og vhe wooden homk 1livsteated in

rrated in

A S L e T T - sise % - SR T
aberrationg of braditiepal vina Ffases. The appligation

the too elabarabe syantheszis of complex forms, featuares and

colour techni

2 appearance, atypic
older and traditivnal style, and boo cemplex o zead. The

tendency to execssive crrate process related

to commercialism, to drametlzs or indivigoalize a work in

yEdgl
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The barcgue tendency to elaborate is complemented
by the counter treand towards simplicity whieh is particularly
conspicuous i1n the venm spirit figure illustrated in Plate
77. Simplicity in monufacture has resulted in a grotesque
caricature of traditional eeramic faces, a redusfion of the
traditicnal decorative uss of brilliant colour and an
aesthetic flabbiness characieristic 9f many nass-produced
sterdoetynes.

Plate T3 also represenis a recently produced form

5

(Kaufmann 1974:private communication). In contrast to

Plate 77 however, ihe clay vessel illunstrated in Plate

78 is manufactured in the traditional form and typiecally
decorated., Ohe prlestic and decorative similarities indicate
discriminating adherence to Traditionzl stylistie

conventions. The vessel may then represent an Jitem which

was produced for internal consumptiocn.

The Rukuma

Culturally and linguistically related to the Kwonma
are the neighbouring Nukuma. The yam cult is also an
important feature of KNukuma culture. Plates 79 and 80
from the Austin Collection represent both a yina and

mindja carving from the sacred HNukuma yam cult,



Yins Czrvings

The yins carvings of Lhe Nukums are generslily

swzller than thet of the Kwoma. The covmon range is from
approximately 91 om. (3 fzet) o137 cm, (4% Fest), and
proporticnally the shaft iz aaual ér slightly loager in
length than  the hsad (Hewbop 1971:85). According to

Newton (Ibid) _

' the Taves avre broad ovals with horizontsl,
undercut trovs ond sl Pace pldnc « Tee
eyes are ﬁrz*mcxmﬂé ringe, and the mouths
projecting u-shapesy the npses, trisngulsr
in 8fct1nn run frenm the brow line about
halfway dewn the fac 2, attasncd the ~k01ﬁ
lergih except for the poﬁdtﬂj tip; 2
has 8 pisrced septum. Th e is ver; of e
a narrsy flang round tne f? reprosnting
the weard, 0On tha Grov sre pair of lagnstie
""'F-.lg;e:a,, szia be repmesen shead wrinkles,

At Lhe crown there i3 ususlly 3 suall flare
with o stubby projection, wHich e ot dmes
Leoks Laciwaris, int 5 birdts hesd,..
The upper pascrt o fyee iz wouslly
puintel black; the louer %311 from a
verticasl line undc e nose, is usually

a sclid colour, often rod eor yellow...

.u,s; ng ™ 4

e
,-r
s

The Mukums yins carving illustrsted in Plate 79
differs in botk structursl form aad coleir teshaique from
the traditionsl moiels. The most couspicusus fiffercnce
is the datached, cylindriezl rose in plaece of a cormonly

attached one, triansuisr in secticon and sharply pointed at

the tip. A ol and proje

crown are slso lsckin:, The eolour scheme is rather

irregular with ryeséribed éolour sress no longes paisted i

99



the traditionsl srrang=ments but in a
Kwcma polychromy. Apparently, stylist
cheracteristic of Kwoma ying carving

with traditionsi Nukuma &€lements thas

combination of traditicns) Nukuma and

styles.
Mindja Sculpture

Mindja rcarvings represepi wat
lekes, and according to Newton {1271:9

ects, Tro
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sr=gpirits dwellinz in

4iticnally

¢rm is also

(f?

unlike the yineg hesds, which were 211 individusl
ana ¢ould very in pumba?, ths carvinge fer
Mindau-ma Were soviays made and shown in psirs
only, (Disgrem 2} They were ‘arpq, fizl slabg,
elonzated diamonds in outline, the smeller snzle
8t the top beinzg cavved as a human face with
plerced eyes ard moath,

Those of the Jukuma are a3 feat

long, The face conforms saj*ﬁly
{4 A

describted for the yina. The
dovini the edzes with 2 relie!
trisngles enciasiﬂ; éiymands,
bananz leaves,..: over thisz i
fr@e~atanﬁ ing lobps revrasent
with a man hesd gt tlhe love
is PLQT\QPﬂt“ﬁ s vitins, Th
male and YpartnersW...

"‘0’

flat "t!t)':i},' is

senv
s 8 series o
ing 8 sn

r end wh

[Nawton 1271:8A)

Plate 20 from ths Austin Ceoll
mindis-ecarving essentially in the tre

with the exception of two oovious sty

=, (44 in.) it &t

T
pos vl
w
Lede
)
w
F_ ¥
"....J
-
L5
O
Pl

e

ection illustrates 35
ditioral luXume style
ifgtic feabures. The

ypical as well as the
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.

protruding shaft which is not commen to traditional

mindja carvings. Tt should be mentioned that a reduction
of size is a feature of much aceulturalted art produced

and is "one 0f the Tirst and most common aliterations to
take place in the adaption of traditvional aris for sale to
outsiders.. " (Dawson, et ai., 1974:28). Though the
carving hes been modified in gize 4% bas not logt its
traditional structural form for the designs have also been
reduced in scale and display close adherence to traditional
features and details. The common black colouring has

also been applied but tie bright vhite, yellov and

sometines red pevehromy, charecierisiic ¢f boith Nnkuma

and Xwoma cuit axt is lackingz,

The April Riwveyr

The April River is a southern tributlary of the
Sepik River and is ledged between the Hunstein Mountains
on the rightv and by the Wogamush River tributary on the
left (See Map 1). The headhunting cultures dwelling
along the April River were freguently in a state of
warfare which was endemic in the not soc distant past

{Hewton 1971:33%).



Shields

tere widely distribuved alonz the April

River,

ones sometimes found in Washkuk

'#- \\)_

11ills or feather-shislds Cron amenz the RKovam River culturss

e . . . - ¢ Yoers
gshields from tie bordl Biver édres carved from woed iz lew

:'\

relief desizrc. Soustines the

significance and were. identified with aregstrel

spirits (Wewven 1971:3G). Since they were ancestrally

.. — B o5 o £ =0 s g 2 2 £is R - N . -
gggbeagled, e of Lhem ¥was resivicted 19 o special group
i % 4 sy 5D oo R | SR p i
ef men. Anong bthe Hzrslas peeple fory insteénce, shields wers

Aotted slders o adept wen, that is
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had proved paemsolves esrpabls ol carrving then in nock

There appesr o Do proncipslly 4o gdobiret models
.z - DA P ey S ok v v Ml Aaie i3
of traditienal) st ieids From the ﬁ{}" L HEETET. The Aidstin
T P N e O fm - vy 0, IR, Do !
Collection containeg ouly one type (Plote 82) while the

other model iz repregented by & shield [Dlate 81) from the

-
0

Americsn Huseum of

Thyy latter
characteristic of the Hgzals people who live in a single
villege dinitially eslled 'Hara' byt todey named "Swegup!

and situsted o few miles up the April River (Rewton 1971:33).

1s chavacierized by an ipresulay ovoid shape of which one

p ", R P ¥
ena Io wide and round
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cug., Carved in reliel tine basic design 3s compesed of a

3

series of feees one above Lhe other aad surroundsd Ly =

fairly symmetvicul curvilinear design; end trizngles or @

2,

-3
gt
b

ag of the shiels

2

s

ta 4

b

i
sawtooth pattern which trims the ed;
carved design is painted in black, yellow ewl grey,contra-
sting with the natursl graism of btrown woed., Whether the
colours themselves or the patterns are ¢f particular
significance is not ¥ncwn. An exsminztien ¢ elder shields
(Baberlend snd Schaster 156L:106% Issscs Gsliery 197L4) and
comparisen with the shield in Plste 82 indicateés that
exvept for the siisht stancerdigation of suthropomerphic

feces, the stylistic form and Casizn of the shield is

3

:
.

typical of ard derived from trsditicnal Lpril River models.
Thz Wozamus

The VWogsmus poople live in four villsgss bordering

e

bothh banks Qf‘the Sepik bebtweszn Lhe Apr*i]l River snd & fed
miles west of the Womamush River., It is noted (Newton 1971:
51) that the Wogzamus consist =7 immizrsnts from the Kgzala,
Washlkuk, Iwar and former hill- peopla who moved to the river,
The principal Vogamus art objects are associsted with their

ceremoniaol cults.

Gongbeater and Cenca Frow

-
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ggsocialed with cersmonial life are the slit-gongs anad
song~beaters. The songbasters wers believed vo be

43

pergonified femzle waler sPirits an? symbolized paddles

=
-~

F

Yot
L]
Y

{Hewtor 1971152}, e bedutifully carved gong-~beater
83) from the dustin Collestion is btypieslly carved in the
fernm of 8 mytuological biyd's hezd., The heal is shep=d in

a form resepbling the elonzated luoped nese luzs carved o

AT

the Tatmol wekxern slit-zonzs{Hewlon 1966:210). Incised
with & eurvilinear degizn vonsisting of an elengated

ahd curving tear-drop filled with circular discs, the
birdts hesd ds the same design upit =smployed for Wogemus
canoe prows {(Flate &4). The standardized hesd desipgn
usually represented @ highly stylizesd totenic bird

parsonifyin: the wmythical cassowsry (Newton 1571:54).
1

Although of eontemporary maruf

0.3
o
ot
v
)
-
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carved gongveater and cence prow exhiblit almeost idantical
design features of the Lraeditional VWegamus style 1llustrated

il

The Iwam

Inhebiting the banks of the Sepik and Ndy River, one

of ths Sepik's southern tributsriss, are the Twan, a

- - - = Pl e |
lingnisticelly defined zroup belenzgins te Lsygeck's (1963
LE~L5) Unper Sepilk Ctock, #nier is pert of the Upper Sepik
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Phylum. Because of slight linguistic and cultural differences
the Iwam have been divided into two groups: the Sepik

River Iwam dwelling along the Sepik banks near the Sepik-
May confluence, and the May River Iwam, who inhabit the
lower reaches of the tributary (Abramson 1972:270). Though
first discovered by the Behrmann expedition in 1912-1913,
the May River Iwam experienced only sporadic visits by
white cultures until the establishment of the May River
Patrol Post in 1956 (Newton 1973%:41). The Behrmann
expedition 4id not encounter the Sepik River Iwam who were
then living further inland. Extensive commercialism of

Iwam art did not occur until the late 1960's (Ibid).

Not only were the Iwam a society of cannibals,
headhunters and fierce warriors but they were also
talented and prolific artists. They manufactured intricately
carved shields, canoe prows and cassowary sculptures,
engraved lime gourds and cassowary bone daggers, used sago
spathe paintings as decorations on doors and elaborately
decorated dried human skulls. Iwam shields (Plates 85-88),
canoe prows (Plates 89-93), a carved stool (Plate 94), and
lime gourds (Plates 95-97) are represented in the Royal

Ontario Museum's Austin Collection.

Traditional Iwam shields were carved with tiny
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marsunial teslh or cassowery bope tools and wanufactured
.

in two molaletnarrow shields uszd by sdveancing men and

broad, thick shields, proetscting sroups of advancing men

s
:..‘;"
oy
EEN

&
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nson 1970:56)., Desiin clements and motifs enhaspcing
the surfece sréa vare conditionsd by clsn oy fawmily

Tiliations anl werse subject to multinle interpretztions

gl Iwam shiellds

,,.:.
'al'.‘

{Tuid), An evspiration of vradit

(Abrammson 1970:56; Haberlan snd Schisier 1@‘f"0/, Falm

189) reveals the following stylistic traits:

boards wilh &n sverdie

o AL s 1 3 P B T .
o gorpmon division of the shiala

stpaen May Biver and Senik
1972:272). 1Bilsteral

symratry ds el-osrly gisplsyed in Mey River Twam shields
gz double veriiecal Yines of comnnected g-guprvas or
wermititions of theén foPn oh Sithar sina o
midline. Sepik River Twam shields howerer, exhibit
horizoabal surface divisiods typified by patiarng organized
in & system of %'s, formed by diagsnsls of toothed ipbhuw

T

sheped or tfardrop motifs (Thid))

d) a limited motif wocsbulary on esch shield although the




e) typical pictorial motifs, each with multiple meanings,
include biomorphic elements of ecircular, teardrop or lobe-
shaped forms, the interiors of whicn are lined with teeth
or filled with rays or star designs: vertical extenrding

s - curves, scrells and bands of chevrons combined within a
particuiar system of conventions along the length of the

shield (Abramson 18706:57).

The Iwam shields in the Austin Collection are singls
shi=ids, narrow in width displaying a combination of
traditional angd contempecrary stylistic features. A

Congprittons featvre anld oiie thasz i3 2

conmereialism 1s exiremism in sisze. In the shizld
24 D e . i
ilingtrared in

feaet is found.

repiaced by innovations perhaps to achieve a dramatic effect

in oxder to attraci a potential buyer ard/or generatz a

higher price.

A dramatic or strviking effect is also achisved by
the use of different celowr techniguey. The omphatic uss
of black against white and the replacemert of lighter and
muted colours of local cchres by vermillion paints creates
brighter and deeper coleur contrasts as exemplified by the
shield represented in Plate 86. Traditional motifs enhance

the surface area of the shield but the heichtened colour
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. 8 B T S L= e e pizn e
geared foo whe *ourist parket {Abrapson 1S

refersnseg,

Plate 87 reproscnts s oshigld most analogous to traditicnal
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arresting degixns Lo stiraci potsntial ecustoners, ory; ars
stylistic chan western assthetic predilectiors,
is unknewnr. ‘The changes pre however, brilliisntly fused with
traditions) Testures in a style that Abramson. (1972:285)
describes, Y,...1s still caﬁﬁ?tignai by varicus fazchors

implicit in the clder, sprsrently traditiorsl Iwam stylss.®

Twan shields cmbodies the Ysynthesig!

mixturs of concistency and redical depariuvre in terms of
the 61d traditisnel Biyles." Motils are derived From
traditieonal Ivsie sources bul thair ors
coleur technicues ard stylistic eXpressions scmetimes appeéar
Chﬁhﬁfﬂ or irrszular ard betrsy their contempersry

.

manufzeture and orientation towdrd comnsrcislism.
Canoe Prows, Carved Sloeol and Lime Gourds

Design clements decorating traditional Iwam shields
erhance canoe prows (Pleies 822-93}, & stool (Plste 9&) and
gourds (Flates 95-07) which asre found in the Austin Collection,
The limited number of notifs formed by lobe-shaped forms
filled with teetk, or circles, plsin o centzining rays
and star shapog,are orranged in Y= typicslly stylized

and symmetrical compositiorns chargcteristic of tracitvionsl
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Twam shields. Ahbrsmson (1972:271) reperts taat the baslic

formal orientstion of bilatcral symmetry charactaristic

.

of traditicral Iwam shields is sliso found eon Iwam canoe
prous, decorsten arrouws, gourds and berk psintings. Tne
canoe prows in Flates 90 end 21 particulerly well
illustrate the stylized motifs employed snd

the exgellernt <detalled craftsmapship typical of traditional

"-..‘

worke. The gourds illustrated in Plates 9597 ars @lso

.1

-

axcellent represantgtions of Iwsm desizn slement

{a

hign quality work, The gesthetic flabbiness that is
common Lo much of ¢onterporary art manufactured for ssle
is lacking in the é&ustin Collection of Iwawm shields, canoe

prows aud zourds, which sre executed with excgellent techniecal

skill,

Sumaery

Stretehing Trom the Washkuk zohe Uo the May River,
the Upper Sepik popuilstions as revealed; have produced
numerous distinet artistic oxpresszicns, but ones with
stylistic affiniiias which create an oversll upper Sspik

style. This Sepik sub-style is principally charescterized

symmetry. A common theme, cheractasristic of the npper Sepik

.

and espeeiglly of its lower Waeshkuk cultures, is the

-

anthrovomorpaic face, carvad snd goloursd bte thv limits of

(4]
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songs and psdales, The horebill or casaowary whose heads
sre most Treguently Pepregonted,
recozrise g8 taey sre heavily

essentials oud leesszly carved

a symbolic shorthanl iz practised vhersby the birdts Zhesd is
rerlaced by @ gurved spike eor heok which represents

dagzars made from casaovery bonas or & heorabillts hesd

ik

fﬂewt&n

i o e
‘_*_‘-_*.;_:-53 ),

A

is the rich

sculnturss end
are the dzcorgtinpcs found

"Otanw of decorative ape

of repetitive, curvilirear motifs in stylized corbirstions,

bilsteral symretry; adorn the shielils The

decorations are also frequently lvadsd with sycbolism

{(Abpamson 1990:57). The srbiguous natur< of thass symbols

.

is, howsver, emphacized by dbrawsen (Ikid) when he nntes
that the motifs heve rmultiple isterprststions and funetion
on multipls levels of culturel, ritusl, and personal

¥ 3

markes and its aceopmpanyin; cultursl

e
v
P

The bour
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and socisl conseguences have c¢hanged vslues, needs, and sesthetic

criteria ip the uopor Sapik; which in turn, bave zredusily
2ltered kthe tr-atrént of Lraditioral stylistic elementis.

With commereialism displacing treditiopnsl prodection,

older eaud traditiohal stylistic srinciplss of form, content,
sizs end decorative technicue lave been chanzad ik ordsr
that art works L& distinet and szlieable., Come obvicis

formsl ehenzes have resulted and are gppsrent in the

Austin Gollection ol npper S=pik ari. These notable changes

are: an incerease i side

decorative m-m--’rt‘“ ¢ veduction

vocabulary:s 8 loss of tra
guch gs bileteral swmtry; brighter
colour contrasts wne to use of vapd
less conspicuops irnnovebions or wmedificaticrs

gltered tha formsl stylistis expres

‘.

housvey, have L=ep intezrated eor

t S

stylsitie features ard have profdue

attractive slyles,

The tim

(nd

o

e

or involved is hers dmportant in order

to comprehend this successiul merger. ZSince ilhe tourist

invasion arrived much later in the upper Sspik and did not
efTect semy zreas until fhe middle or lYete 1960's, the

ma Jority of the Austin material. since collected befor:

114

I67, escevs’ the intetse popmercislism ai
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tourist market. The changes and ingenious designs perhaps
reflect a new freedom to experiment and innovate in order
to produce distinctive and attractive art, rather than
merely to conform to Western standards and demands. The
Austin Collection of upper Sepik River art thus represents
a rich mixture of art objects illustrating works decorated
in traditional styles or, producing vigorous and brilliant

designs blending both traditional and contemporary elements.



CHAPTER VI

THE MADRIF

The sesond mest important art centre in cthe Sepik
District is Maprik, a etyle arca situated o the scuthérn
foothills of the Prince Alexarder and Toeryicelld Hountain
Raniges (Blhler ot 2i.1932:114). Thas approximately 30,000
inhabitahts of cha aréa live in kargs, politically auvtono-
mous hilitop villages of 300 to 200 in povulation, and are
Mmown as the Bbelsnm (Forxge 1970:288). Théey fom a culfural

aad linguistic aresspesiiing mutuelly dintelligible dialects

of the Nduw=-laagiage family, and ax

fi' i

e distinguishable by the

f’:._!
I...J

icha vam and Tambaran culis whieh are gentre
scononic,; political, social and zesthetic svheres of life

(Foxge 1967).

Abelan villages, which are comprized of a collaciion of

hamlets, consist of a number ¢f totzmic, exogamous pat nlaﬁ&_
associated with the nggwalndu - major cian spirits which are the
focal points of Abelam religions baliefs and aesthetic activities
{Kaberryv 1641). Each hamlet is formned by a clustering of
clan=landholding units built around a common public sguare
(Kaberry 19431a:241). Where possible, each hamiet i3 charac-

terized by its ocwn hans tembeyan and has its own big man who

organizes activities asscciatad with the long yvan and tambaran
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sections or ara with men of one ara exchanging yams and
initiating their respective ceremonial partners in the
other ara (Kaberry 1971:42, 54). Each village acts as a
corporate unit having a strong sentiment of eolidarity,
expressing its identity in ites name, in its possession of bird
totems; and in its founding myths (Kaberry 1971:44). The
villages take pride in their "skill, art, industry and
initiative which are symbolized by the possession of a haus
tambaran" and boast to other villages of their "numerical
superiority, their powers as fighters, and their skill as
builders of haus tambarans and as cultivators of long-yams"

(Kaberry 1971:36,44).

Religious practices of the Abelam are based on magic
other ancestral spirits. They are represented in paintings,
carvings, and backetry masks decorated with mud, shells,
feathers, fruits, flowers and vividly polychromed with the
ritual colours of yellow, red, white and black (Forge 1962;
12). The nggwalndu are used as symbols in ceremonies or as
decorative features ornamenting houses, weapons and everyday
articles. Although decorative art exists, "all art among
the Abelam is fundamentally cult art" associated with the
yam and tambaran cults (Forge 1967:67). Tambaran and yam

cults appear throughout the Sepik District but the Abelanm's
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varticular osgocistion with and wisupl menifestoations of
ngowalndu which ars certral to the complex beliefs and
valuwzs constitutirg the two cults, is pzeoulier to them alone

£y

and distinguiskes them Trem other Sepik neonles,

The pam cult is egsentislly "Lhe competitive #rowing
of phallic tubers™ zs g reans of obrzining prestize and

accumlating weslth (Forge 1960124}, Avcoe

o
Pac
a
e
o
3
s
ct
@
o
g3}
=
e
2
i

{1941a2:752) this phallic cult 4s centrzl to a cérplex set
of religious beliefs and sotivities, reveslin
important aspeet of Apelam relisicn = Yone Lrat is clesely

inverlecked with egonomics end with the interssts andl pres=

tize of the men®,

The Abelsem cultivate two types of yems,; ordinsry coness
srown as food in gs¥icns ubkich &rve open to bolE sexes and
311 eges: and, long yvems, nsmed after their clen spirits,

which are gsrown gecerdins 6 the phoses of the moon, in

¥

1

sacred mardens aecessible only to dnitisved men observing
stringent sex eni food taboos for the durstion of time
betweer. wlanting snd hervestins, To snsure fertility, long
vems s8¥é sudject to muach Pifual and sajic Adurding their
cultivation, HMen perlferms sosic invewing Lhe moon, ancestors
and the nopvalndu o wotebh over thoir vems (Raberrvy 1941:

5 are s8lso dnganted,
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zirger anot whose s
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2lls exweite and encourage

Yams to Zrow are used, powerful magics) naints are
employed (Forse 1666:307), Forges (1962:10) remarks that
earth pasints of vavying ¢hlours which are congiderzd to be

g §

su 'hot' they irritete the yems
to the growins tubers, 1In ords
the yams are believod te squire

themselves to Arive further gnl

getiting lYonger snd longer,
Shortly aftar harvest the

decorzted chibited an the

exhibited, the lonz vams gre lzs

with pecklaces of shell, bea

coloured wWoven or wickervwork ma

h cassowary gdumes, Tur, lea

Singing

it is net uncommon for vamg GO

similar to 1he costumes thrat

.u«.

vals, Tazin (1972:234) ir

"styvles of adorume:

and dancinzt accompany b

L geceent L%

are gonlicd in smzll amounts

to relicve the irritastion
and stretch thus fercing

further into the ground thus

& vam cuit festivel begins,
v in longth sre prodiziously
ceremoniel groeund. Whag

hed to polrs apd decorsted

ded amvlets and waar Lrightly

ks

ard Headdvsgses orhsmonked

Gk
'13

&
a5 snd fFloral arrancemsris.

ey

hese slabovatie displsys aad

be gdornad in pareaphternzlis
sh sarede in Airiny the Peoti-
stgtes that th2ir particulsr

& "phwgical ressrhlence helnesd

man gnd yan'. Hob enly are mer spd vam dressed ip simdlar
varvapherralis Byt Hhe Tullervts g¥in is deforated gud suohancsd

wikh “paintsd desior

, -
S selEDPRgEnEiwT velta,
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ornaments, zenitalia, anl the 2ike" (Tbid). Tuzin's

statemant, . (thouzk made 31 years later), concurs with

Kaberry's {(1941a:356) identification theory of a close

relationship betwser Abalam n2n gnd his yam, Heberry

118

(Tkid), Forzge (1964:308) and Tuzin (1972) 'iave slso remarked

on behsviour, spells, and beliefs which revesl a grest deal

of identificueilion bLetween wan, sn’l his yam ana his np

The synbolism assocliated with the yam cult grd decorated
long tubers sppzars to underlie Forge's (194
in which he corsiders Sepik &rt ss a symbolic "system of

communics biony trangsittin

Jd

SuUs

e

v ng "megsages® whick are

"implicit non-verbal stotements" about Sepik men, their

culture and society. "The ultimate identity of man, lonz

- =

yam, ard spirit" is one Such statem-nt (Forgze 1066:312-313),

-

\A!

Yldborately orn ted,the long yams are exchanged

with ceremonial partrers from otlter clans of the opposite

ara. In essence, this is an ~conomisc contract for reciprocal

presentations are made the follewinz yecar, However, since

“long yam-srowing 1s the essential way of obtsining prestige™

the receiver will alweys try to exceed the orizginal
more &¢nd longer vams (Forgze 1946:207). <Cacred long yams,

single, straight arnd cylindrical, are reported ty Forge

e

' . - A - e - . . N .
(Ibid) to be wswally six o nine feet in lanpgth, although

they sometimes reasch fantasctic lengths 6f over tweliwve [eet.
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As previously wmertiored, the lens vans are nhallic symbols,
and exprossions of pride snd prestise pot only of individu

big men but also of the elon, hemlet and village,

Yasks

Fabricateld fren plsit=d retten {(rain vein of pslim
leafl) snd polycrrorel with ritusl esrth pigments, wovewn
Lasketry masks, or weodien imitations of them decorste the

lorg ysas anid are, accordiny to Zukler (1962:11L), the only

s >
type of mask knewn in the Mapri% ierritery. Traditionsl
pigments ol red and yellow eochrz, white peownder snd blgck

scrapings vere used over & mud wesh on the surfsce of the
ratten masxs. The sarth dyes, believed to be irharently
povierful transmitting suvnérnstursl powers, were scersily
imported by esch biz msrn from outside willsze scources in
sychanse for shell rings (Plate 99) whigh fore Abelsm

wezlth (Forge 1942:10). The striking bssketry masks vere

]-.lc
]

produced in two sizes: Aiminutive ones o adorn animistic
vam tubers; and life-size to be wern by Jlarger vams and male
ncers durinz ysm Festivels. ‘Thou, 3
of the masks were charseterived by a8 bulging conical head
with & zoomorphic Fface consisting of two predorinent eye

motifs which are separated by 2 protruding crest resemuling

a2 pose or bill. Jome Pave sarg and Yesddresses (Austin and
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Teilhet 1G£7:30-31). 1In New Cuinea pidzin terminology,
public masks such as the yam masks are generally called

"Tumbuan" in contrast to the sacred "tambaran" (Mead:1934).

Approximately forty vears of culture contact have
little affected the particular style of Abelam bzsketry
masks which are represented in the Royzl Ontario Museum's
Austin Collection (Plates 100-114), The Museum's
inventory reveals yam masks corstructed in the traditional
style, featuringzg a structural and expressive techrique where=-
by constantly recurring :ecmetrical elzprzrts are defined
intc articulating forms of pure colour. Of the zeometric
elements formed, the oveid circle is the most dominant
compositional feature., The simple design formula consists
of 2 zoomorphic racial type, ovoid in shape and built up of
2 minimum number of swometric elements: the slighktly convex
crescent-shaped triangular forehead; the long and curved
crest—~like nese; and the circular eye and cheek planes.

These structural features are arranged in a prescribed and
stylized form whereby two circular chsek planes are separated
by a characteristically long crest-like nose terminating in

a curved locp. This may be a detail appropriated from
reality for the Abelam preferred perforated nasal septums

and during chilkood piercesd the septum (Kaberry 19L1o:361).

Kaberry (19412:230) reports that a "long curved nose is
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b5y

g

regarded as 2 sign of bosuty and it i3 Teatured promirently
in the wickerwoerk and carved masks". The mouth i3 frequeéently
8 smell trienguler slit-opening, and ears, when added sre
stylized perforated dises placed a2t the junction of the
temple and headidress. Somotires ovoid or sraig=shaped
superstructures surmount the #oomorphic face in imitation

oF head orrewments; end are decorsted with hair, festhers and

fur 2s illustrated in Plate 114, The chesks ars rendersd

in eitker bulgin,; rounded surfsces er in recessed [lat

ga)
Lt

focial planes with trigngular cregscent-ghaped openings sbove
and/or below the ays. Eyes sre Irequenily quite prominent,
"varyigg_frem.simplﬁ concentric circles to large perforaied
bulbous or tubular projeetions. FPlates ©9 and 100 illustrats
excellent exampiss of mesks whoss structural compositions

are reduced to their basic meométrics] eguivelents.

The striking sppzatrance o7 vam mesks is due te tha
exhuberant use of plgments which nrovide the simple strucs
turel forms with rick colour, traditborzally believed to Le
inz 1he masks wWith

inherently pouwerful and espable ef chsyg

supernasiural voners, Celour ba'srced asainst colour creates

6
ﬁ
o’
0
o
@
3
3
GJ

Y
e
el

a colour struciture whereby spegifiic
lacquered with prescribed pizments. A poteh of white usually

appears on the Tapshosd vhile black is {requentily vsed Lo
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outline Porms. VWhite sad Ted.aﬁ'weii=&ﬁ yallow usnally
decorgte Whe Tacial planes, I aldition L6 the four
traslitionzd and ritual coloprs of whits, vellow, rerl anid
black, some ol ths wasks have 2lso been polychromed with
blue, greer and brovn dyss, The cmplayacnt of Tereign
colours however, is not detrimante] to the asesthetic

guslity of the masks nor creates conspicuons disharmonies,

o
;1973 :2€3) notes theb pew vaints intro-

and trade storesy wure geaerelly zee spted and

rituelly integrsted into “p: trediticnal colour scheme,

componaats witheut sry decoveti
the most vhatsdd

omitbad, Igsentially uniform, lsckins evern subils nvarces

o #Eers srpedr frafiiticnsl in form bat nobs

o . ;
traditionsl in oxpréesgion.

The trend tougris

‘N

P o
ad

.

L0 the fLourist mprist,

. i | TR wid P = e i A 5
cepmanics® fon) for awgorle, stated thot when lsst e Vaurlk s
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1967, yam mssks, traditionszl in structure but lackins colour,
were beinz proluced for tourists. The reduction of tradi-

ic Teatures and accompanyinz standardization

cr

tional stylis

£

of forms may U

L«J-

a simplifiecation proncess to save time and

)

work but it mayv also indicate the Abolem artists! insizht,
The artists perhaps unierstard that the ritusl aspect ol

]

mask production (the intrinsicslly poverful colour; and
the painting itsei{, 3 sscred act bound with tahoos in
order to ensure fertility and success in the vam cult) may
b=z eliminated since the masks will not ¢z used in the yam
cult am: thus will nol reguire the traditional ritual
decoration sceorded to culturally functiening masks. Celour
be elimirated i
ritval aspeect of ecolpur is meaninzless and rnot understooil
by the Buropean shopyér net socialized in Abelam culture.

-

Wooden masks, (Plates 115, 116), in imitation of yam

4

masks are alse produced but in different stylistic form.

The stylistic’ form schoes the facial expressions of axtremely
sacred, carverd ancestonr firures hidden in the dark chambers
of thec haus tambaren, Platz 115 from the Austin Collection
represents & mask characterized by a8 slizghtly curving,

horizontal eye-brouw ridze parpendicular to 2 long vertical
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m

ineised ngss Toyming & bseic T-ghaned fuce which is

diopgneatic ol Sraditicnal Abelow s
1962:11%L ). Comuon &lso are thoe multiple lines of vericus

colours and white dots which decoreie and outline colpur

aress. Upon viewing'the yam mosk, Forge (1974 : privete

-

communication) idmmtified it 25 bhedng "™guite €1d". Thougb

the wooden wask in Plaste 116 slares sraditionsl stylistic

elements ii, 2n the other hand, illustraices 2 cruds sttemph
at imitating yvam musiks or scul ptursi Tace yainting,

LAaspelated #ith both wam and tambzran cults is &

worn by male dsnpcers who persenified the Dabs-Taiwe spiriv
of the yam cult {Austin and Teilliet 1967:31). TBased on the

helmet masks illusirated in Newton(19€7:Plates 2£2,213) the

.

bebs mesk is charucterized by & gat amount of expressive

£

stylization of suaves and festures. ©lebular in shaps, the
maak Is dominsted by lar.e ovoid or circulsr shaped sgye=
chisek cresis 2tisgned side by 4ide snd sepavated by a typi-

-

formed by the ecentral ridges ef 1ihe

a

o - - P % = i e, 2 . 4 2 o P=
aye cresbts, The nose chersciaristieslly termiaates in @ leep.

Tha eye varies in foryn frow conesntric gircles, to pers

r\
(')
|
=
o

1

. - - . . v, 3
tad domes, Or arejections, #sad is sgrrounded by uc
: v wbemedt . Tk Pk S B - gt whiekh ok
tively shaped. but Puneiiensl, eresivgs theougn Balcd Lae

, = =gy ey s B < wts n ¥ =1 L & 5 ; 3 T4
Wearer ¢an Sk, 875 A+ Siylimed discs or spen horn-like
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projectinns attached st the side of sn elaborated heacddress
which e&lone, or decorated with feathors or other sxtrancous

fibres, conpletes the strikins

The babstegwe mask {Plate 117) in the Royal Ontario

Museumts colleeuvion ds typiesl in style of the straditionsl

babategs Ix, hewever, apposrs Lo be more elaberste

Faie

and thus, more abstract in sppearsnce Lhan the traditdional
goomorphic heads with whidck 1% shares its basic composi~
tional featurasz. @A row of multi=coloured trizn
Fremineg the predowinsnt eyn—cr9$i5 apG 8 ric-rac design
_.m@untia; the cantral eredi Juncllion creélte thils busy

impresgion. Like @l aditions] wasks rssociated with the

yam ¢ilt,

ellow, white and

The cerewonizl anthroperornhic masks are charasc-

terized Ty 2 plesticity of forms ecombived with a restricted

D
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ve cotlours, The
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style of these yom masks featuress a high dexree nf stylis
zotion in fecial ashepes snd featares. Monotonous uniformity
ded by minate ¥ariaticdrs in detaill. These traditionsl

styles are porhsus malnt
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thouzhi to be as:zful, that is5, effective and benelicisl,
since the Abelam believed {hat inkerent supmrnztursl powers
could orly b» reioassd iT the desipns were correctly

conceived (Forge 1867:82),

@ complex beliefls sad setivities involved in ihe
yom cult are clogely razlated to the tambarsn cult,

1

Symbolically, the two cults are nalted for hoth are “eonceived
with sgpects of the ngewalndu, th: gpirits aszocisted with
pominaLly perEilinggl lods. .. .. Y FPorge JG70E/E) . Gultural

values and btsli«fs ars instituiionalizsd in the emptionallyry

&J

charzed and formslized ceremonies of tne tambarsn cult oi

which the central ZT=ature

which stend for the

he Abelam, of initistion
+ initietes are shown by their respoctive
ceremeonial pertners sscred objocets clsimed to be the ngumwelndu.
At the rioxt corsmony tha vouths ars informed thet they were

ked that they are now Lo be shown the resl eclan

;?.‘.
w
::i
&

et
(3

i

retense continuss until the Tinal ceramony

.,C;
el
"
|=te
o
w0
e

e
e
o]
e

ears later wh

S Vg
R huge
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carved figures, known to be the resl nzgwelniu, sre shown
(Forze 197C:273). Forge (1967:71, states, that "the

empnasis is all on the megnificence of the decoration
G |

~-

, 8nd the desire

Since the tarmbaresn cerenonies cannot be performed
while the lons yams are being cultivated they zre limited
to four months: besinping after the vam harvest and subss-

quent displsys end ceasing when the long gerdens are to be

cleered for plantins (Forgse 1970:272). The tambaran

’1
Q
e
(qd

ceremonies an’! displays ere staged eith

"

the heus tamrbarsn. Ritually

bt

or in

%

ground of the hamls

constirructed to one side of ths csremonial zround the Abelem
haus tarbaran styvlistically veries from th2 ceremonizl houses
on the Sepik River which commonly have s rectangular floor
plan, 2nd consequently, two gabled towers. Depending on the

length and position of the sloping ridge pole which Forge

(1965:305) reports to be masculine, phallic and the most

f=d

important part of the house, Abelam hsus tambarans raaze Irom

forty to eighty feet in height and are triangular in ground
plan and vertical section {Kaberry 1941a:242;Forge 1971:229).
The trianguler fagode is divided into two sections. The

top section {(Plate 118) 4s transversely pennlled with

sheets of saze sp3the on whiech are usually painted herizontal
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Tows of §iylized faces sid ficures in traditional white,
black and withk

273) writes

Forge {1

‘vO

70 ¢

ant of thesge
gneestor splrits are thoge at the bottow ~ g buge row of
nzmwelndu hwads Whose larzge rountd eyes look down on the
emei {ceremonial rround)™. Aunzmenting the psinted desimns
are csrved fisures znd/for faces polychromed in the sawme
colours, <ecorating & woodarn heaw of the trolilis, The

lower s=ction of the fscade is constructed from woven paln

i~

dacorated with atiached varvinzs of masks, apimals

ds, Arn opening lezds into the wexh-like interior

Tehanber where the highly seoret and sacred

b

gad carvings sve displeryed. Cyabolicelly, ti2 Abelanm

corsrionial house echoes the dusl nature of Sspilk River

tambaran houses vhoreby masculine "sgsertive® art is contginer

within the Japl interior of the femais

Chorecheristic ol Abelam avt i the dramstic awd

axubersnt use of brilliant polvechrome psinting 2s exemplified
in the ysm maaks aud tembsvsrs cenlptuwes. Urlike the wam

cult Wisre paint 35 econdidered to be intrinsically powsrful,

(f

pzint in the tambaren cult s not imbaed with supsrnatursl

roviers, The peinting esotivity itsell, Mowewany, is =aered &nd

cereisd out under strinsent tabocs sinilar to those of the

5 kg ein e L L T 3 e
igm Cult (Fprae 1507:75). The gtiuel palnbine acbiviiy



"bacomes the principle vehicle by which tlie benefit of the

ceremony is Uransmitied to the “azb1c1ﬁants" (Forge 1G47:

£
&

75). A spgetaculsr explosion of colour rot only znriches

the frontasl fa%:ie and carvings, but elso highlizhts the
ititiation chamber inside the haue tambaran which is lined

= L | 4 1 3
e Similar to Lhese of $£he frovis

o
=
a\

pras
@
o
=
o

t

reduced to the simplest unit - @ flatienec oblong s3
bari spathe ealled wut (Forge 1973:180). The designs and
panels have a3 feminine association. Forge (1G67:70) vwrites
that, the term wut also refers “o the only Teminine
aesthetic zectivity ~ the grautifully
snd to the woub vhicw
in this instance (is) the most cbvious
symbolic relarrent...«; 828 initisotien

chamber Leins s sme’l dark rocr built 4rsia

= an

ite larze Temslée boug: with its Tovw &ir
throv:h whick ths 1

o
) g

& drnitiates eravul uhen
entering aod leaving®.,

Vint panels, first ccated in 8 _rey or black mud

wash are psirted with a number of graphic elements built

up inte a highly stylized znthropomporphic ferms or

U‘

3

harmoniously arranged, from our cthnosecentric perspsctive,

.'

C}

\.4)

into seemingly abstract patterns. TLorge (197

suggests that the fdizurative - abstract dichotomy is &

Fellacious on= since "there is ro line to te drawn between

129

1183) howesver,
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)

representations] and abstract (or ron-representstiora

&t least in Abz=lam terms'. Themes, in effect, are

essentially conveyed nct in realistic, bur in symbolice,

forms. ZReduced te the most simple seometric rorm the wut

paintings are claracterized by pointed ovels, v's, opposad

wrs, circles, trianz hrome eross-natehings snd
b 3 7 L
multiple lines used to shape and

~ 1 - —- T Bt T ™ Ev IR o sy ey R T
o1, e lesi 1ome L i03d ), 'he cominating constant is the

pointed ovasl identi

putlitd the Princivle for

130

and is thus essencislly feminine (Forge 1975:183).
Those same troditional elersnts deecorate thz surface

of thEe 850 pevels {Plastes 119 ané 126) 4n the Austin Collec

cnestic features illustrates in FPlate
119 sre: the w's and opposed w's formed by the typically
black stick-1like srms and lezsy; the classic 'hocker!
position of the figurs formed by the particular placement
of arms and lezs; predeminrance of ovael femule forms; the

shopins of principle forms by multiple polychrome lines;

lack of conventional facial features; white hatching
distinguishinz the forehegd wnich is filled with & black

3

triangle commonly idsntified ss the femsl pubic trisngle

L1 08 .

{(Forge 1973:18.); six pairs of white circlss Whick are usually
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identified as eyes or stars associated with zncestors and

the sacredness of the beody (Forze 1973:185); a central ovel
representing the mbis, but being black is identified es

"half-belly" (Forgze 1973:182); the ubigquitous cross-hatching
and curved bands fillad with polychrome trian:les which "are
2ll classiiied as various forms of wubt-string bag" {(Forze

1973:120). The prirciple srtistic forms appear to rzprasent

female motifs. Accordinz to Forgse (1973:280,184) these

ch

feminine relztionships comply well with anl erticulate Abelam

traditions where women are creators of the vegetation and

.

the discoverers of yams, tumbaran and the ngwelndu - the

most supreme male velues and most essential te male ethos

and ritual power. It scems that the wotifs and presumbably

£

their arrangements are @ part of the process of visually

-lz

kJ.l

m

expressinz v staotements about Abzlam culture,
specifica’ly sbout the paradoxical nature of femsle-male

relationships.

.

he diagnostic motifs: white circles, black triargles,
ovals, semi-circles, volychrom2 cross-hatching and wut

5

string bag fillinz, 2nd other unidentified wotifs form the

visual code articulating the surface of the wut pansl

illustrated in Plate 12¢, The familiar stylized fizure

composition is lackinz, Instead, the basic graphic elements
are arranged in & seemingly 'abstract! desizn, This may be

. .

an innovative sarrargemant or an accepted znd traditional form
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of expression of sn Ahelam sub-glzle,

Traditionsl cranse-red, vellow, white and black coelours

enchance both panels from the Austin Coll

since contact thare hzs beesn en introduction of different
ol

paints ¢

colours. Fovge (1970:283) ststss that the colours Mare
subsuxred into the four painta" - thus a green povider is
called yellow and blue i3 ealled black., Plate 121 Trom the

h?

Ryan Collection is an =xsmple vhere tlue eolour hss bheen

g._:.
%‘
£
‘“‘J

The climax os dhelam gyt and the most sacred exariples
of Abelsm art 2are the wouden arnthropemorphic wervings of the

nreovalndd and other clsn epirite kpidden 1n Lhe initiation

Fased on woeden fizures (Plates :122-17%) which aro
thematically and eoaceptually characteristic of traditional
Abelam ancvestor coarvings, Tundamental stvlistie themes and
traits are:r three dimensienal, free-sisnding humen fijures,
predomirantly male, réangine from belov 1lifewsize to over TeEn

5

festy & predomivaace of basicelly ovate and curved shupes

indng the soylpburs’ formsy ¢ freguent veppesertaiice o7
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Aecondin: to Eaberrwy {(1CL7a:357) the buman fisures
named after the principle mals and gncegtral clson spiyiis
are hewn from lozs e€ight o ten Teet long. Leds sacred
ancestors sre earvad ia gimilar styls but in sweller
dimensidre. OGeneric Lo Alnost &ll encestor

e ikl = '.
iZuees 1o 2

proportionslly la “esd accensuated by 8 deme-shapel ton,

e

The Fegd is aval a face invariably convex displeying

a lsrge, earrow pnese verpendicular to the herdzoptal end close

. Y . ¥ e 4 . - -II . B : » i
2% eyes and brow ridge, and aa oval snaped moulh outlinzd

3

in white, The brightly coloured and carved foces are stylis-

Ay uvriforw, having in common T-shsped fsces, formed

&<l Bpd stiyss

Tha slabersiz, hizh-demad kesd is pguslly

Wunched dews uvou 2 nackless body formed by the class

: 5 - o e : . . 5
gval shgone. The fo trunk iz freme2l by two €hin curving sras
adiariry elesely %o the body, The preg axtend sepgverely
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from 4he toup el Lhe trink oy are joited togother Torminz on

s e i e o sewggd L5 15 . ',.., o o - s gk
EY¢ or arabesgue below the besd, The hands Yest on bhe

b3

As 18 characterigtiec of Abslawm srt, the Tigires ars

.

rpmed wivh ve

with white and black, The fsce is compoessd in 2 uyrescrived
sgtyle with definite surface sveas of colour Hsutlinsd in
white linss and dots. Maltiple lirnes of colawr and dots

P
it

Mine difTaront colour gareas decoratir

isually de the @arved

T

fisure, Echodnrs the colduring givle of thes wam tubers,

pyint Is bsad £0 colour orisments o the Begd, @

the anatony.
Df «Tu, f fl{"!"z fiLJ e
while carving; ti

g = S 4=
ritual aetivity.

shly secred, s

T

B
e

"y

nimal=da econddna bien, & Lhems ceopmen teo Sepik
sFL, 1B repregented in THs LapPik. Rellisl coyuings of

soskes and biyds, wswelly Ileotdiied &s eockaboes or

| TT— S Vi ; ¥ Forsiid HF B ST e By opd 5
porntllls, @ry elitss brillianuly fused i i)
Tc s Bl 407 i % o e Yo ® o Y, 1oE 2 1s
figures. The crogsulle wotil iIs unleiowrn An Ghe Faprik.
Rorae {17 or wivs, or snakes
ST R T Fog s L Fi b R DR O T A S ol w4 B ST oA T
garvel belwsal Lhe Feént nil the sathropousnrp L1EUrEs Watd
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the head fscing up in & position approzimatcly an inch from

the end of the pointed phallus as illustrated in Plates 123

.,

Fundamental principles of the trasditional style are
displayed in the gnccstor cesrving (Plate 12€) belonging in
the Austin Collection. Represented is a fernsle anthropomorphi
figure typically Tused with animsl combinstions. Lmbodied
gre threc prominent Abelsa symbols: the totesic hornbill,
here presented perched above thz head in opposing profiles:
the snoxe, beleved Lo be responsible for conception (Forgze

1949488}, emersing from the vulvas; snd woman, & powerful

- T O B AR 5 Z ' aps e R ] v 3 83~ ¥
fertility fizare, ¢Peator of veretation and discoverer of
the nggwalndu, Typics' iz the presence of rounded gnd

Iy

ovate sculptural forms znd pelychrony of red, yellow, white

~end bleck, Characteristic also, are the familiar decorative

and symbolic ornamerts such ss tine breast.deooration, and

—

the desisns which enhsnce the ¢arved medz2llingz. These
(s & &

featurcs are compsrsble tc the painted desizsns. used for the

._)ll

panels snd yam tubers

Thematically, traits generic to traditionsl ancestor

-

carvings are exliibited, but stylistically, som2 dramatic

differsnces are revealel, The mnst conspicuous ana

l.-h

LA - P " £ - - & - =
suigHing feattres asre the lack 6F ariss and the nresance

e

51

n

iy
A
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- . . _ _ -

nf thrag circulsr projections with centrpl congsve Jdépresaicig
e ~ e o TR TS .

plac=d 3% the gilags of tie fiztre. Othéer deviasions

includes only diminutdve, stylizcd ssugase-like legs

N & Rl L Tl v Qe (SRS
i bthe vasic T-ghape

resamblance L6 conventional featurss swil addition of more

facial adetsils which result in a more individusal spd loss

The wealth of hhslag 6re s basipally i1t spt?

% 3 UEIES eR o e T cret x R - g T oriy s
procuced for Magico=religious purpnsss in th: yam apd tambarasn
g i Ll I o i AT s i [T Foa -
cults (Forge 1947:06), Deenrastive art, of =ourss, exists
iz SR e o Wi 2 - . Wi .
vot &3 Forge (AS70i0270) smnkssizes, "i1E mobLils 2nd usdges

sre derdved Trom oult art gnd From statues ssgsocisted with
the yam 2.4 tambaran cults", ror
eovonut shell cuos .end spoons of the types portraged In

Platas 127 aud 129 55 boisz "among the finest 4451l objscts
by the Abelam™. Thes: zlaborgtely enyavad coco-

proiuced

rut shsll &

Teghaped Tace and

the desigrs on the

for rviptous o
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in an eXuberant feshion. Ue«d for drinking ssup, these shell

conteiners ara cuarried and usad by bis men or men whe have

achisvend full Initiation ststus in thd tarbarsn cult andd

succass in the compatitive yam cult (Forre 1947:67).
Pottery bowls, wers similarily rastricted in traditional

times to serve ceraponisl food to cergmonizl pariners
during initisiion (Xsufwsnn 1974:privats communication).
Clay powls were mads by women,; hut the engravinc snd sacred
peinting activities were careisd cut by men (Forge 1967:67).

The ¢lay pove Trom the Austin Collection illustrated in

"%J

Plates 130 to 131 display wotifs that are derived from flat
painting 2nd sculpturc employed in the temberan cult:
circular faces hurched down on oval unk forms; stylized

Tnocker? Ligdre: v'8, oppoaing W's, Urishzled, and ovalisy

¥
white circles comparsovle to the symbo’ic 'eyeg! and 'stars!
enhancing wut psmeis; muUlti-sv»iral degigns, and the

traditionsl yellow, red-orznze, white snd black solychromy.
otylized forms of the ‘'hoeker' fiZure are also festured on

a drum (Flate 132 from ths Austin Collectian).

Summary

.

The fuvstin Collection of Abelam artifacts revazl

highly individuzl art lorms notavle for spectacular
&

painlings, sculpture ard stylistic coherence., The repetoire
- g v
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of cbjects In ‘the Roval Ontario Fusoum's lustin Assemblage

cotsists of masks, Tlat paintirgs, sculpture aml pottery,

b

elenents, wotifs snd stylistic festures charescteristic of

traditional dbelam avt., The présence eof thess bLasic stylis-

—f-

tic elements suzgest stronz perellels with brauiv

Tt

Lona i

Abelam art.

Tha mest corsvicuous Tasture of this collection

however, and clorscteristicalliy dbelsm, is the spectacuiar

uss of polychrars ia rad, yellow, white snd black pizments

for either decorative, descrinvive or svatelic purnoses on
both zolt and decosavive sbiects. This lioited ranze of

=
colours belonz to 5 symbolie colour traiition: colours

involved in the yem cult are Ursditionslly believed te be

sa
i
a0t

thot' and iabued with. supernatural powers:
tambiaran cult, the pzinting ectivity iwself srd not eolour

is regerded &8s sacred. Rathor than colour bedins nf secondayy

£2
41}

k

s

importancy &8 iz often the gose in the grt of other o

s

peoprizs, it is the mest promipent, sigpificent and éyrewutic

teavurs of the fbelem art Tprws in the Austirn Colleericn.

Common to Abslsa art forms ore cempositions o
eithar conventienalizad antrroponorphiie fizurss nr faces.

T s ; " T i T Ay j£r .
Hey 211 eanredss @ #wost desres of st¥lizgtior of shapes

frgalavwins 1ittle nless rdesyondercy on patursl
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roportions or relationships. So hirhly stylized are the
prop LR

desicns thzt they can be reduced to almost hasic geometric
o . W T % s o o
forms. A great amount of reliance on the stylization of

features, shapcs and desigrs is evident in both cult and

decorative art.

A distinguishing lrature of Abelanm style is the rare
use of a single line, Insteoad, rmultiple lines of traditional

polychromy are fazvoured with a series of white dot

m

further accentuating the linear designs. Another dominant

desirn feature ani a constant element in

ct

he iconography

shaope found often in the various

p-1e
Lsb

- is the oval or mb

|-J.

motifs in Flat paintin znd in the shaping osr symbolic

s 18

and decorative desiss enhancing the wooden ancestor sculpturcs.
Abelam style is based primarily on curved forms and round

shapes and is thus revezled in the Austir Collection
A salient characteristic of Abelam art tradition

and typical of artifscts in the Austir Collection is the common

use of identical colour techriques de

[ip ]
Q
ﬁ
o
ct
}—l
3
(4
n
wn
£
=
H)
D
o
[¢V]

areas of the princigple art ovjeets., Tuzin (1972:236)

writes of colour Jdesigns representing belts, bracelets and
ornaments decorating the animistic yam tubers and simulating
the paraphernalia worn by men dressed for cersmonies.

€imilay chest and foreh=2d orraments are found on the

anthropomorphic figures represented in the psnel
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paintings and sculpture, A conspicuous Abelar trait prasent,

is the basic T-3!

sculptures and to wocden masks which sdorn the long yam

tubers. Buhler, Rarrow and Mountlord (1962:114) add that
T-shaned facc is & common Festure in the paintings

and Forge (167072680} mrites that Abelam fece painting

consisis of

-~

a presceribzd style huilt ub of @ series of
slements (Lorshead OrPETEnts, NSt degorations,
cte) and acfinite zress of colour (eyes -
tlaCn, cheeks - yellew, etc) that rake all
painted cerved iwmces stylisticslly the ssme as
eacl othey ...+ &0 the sage g3 the peinted
races of the ilitiatcré.....ruring the sctusl

ceremony .

Forge (1973:177) concludes that "this single face paintin

sgna face Form which is universal $o arncester

style proviues sp expressicn of th~ fundsmentsl unity of the

ram 8n7 npds lndu? gnd g ore of the most

This stylistier gnslysis suggesis the existence of a

forimzl system of art whereby compositions sre built ap “rem

“ﬁ

a particuler cluster of elements accordirg to a set ol

o
£
tn
o
]
.:.S.
i"'
i,_!-
Fodn
(]

rules., The arts repeatedly exhibit th

flast painting, sculpture s poitery (that is, in both cult

and decerative art), especially in traditional Abelam
art vbjects, 1In spite of conspicuous difierences, such as

snificdit cclour in tvo yam mésks or the

style and colourinzg of Abelam eri as founs in the Austin

masks

ieolopicasl? functiens of Abelam ari® (Porze 1970:2
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Collection have remsined ralatively constant througshout
the yzers of culture sontsct and are charpcterized YWy &
standard of Sriistic intepsrity that is ecomien o traditional

Abelsw ariistic expressions,



Chapter VII Conclusion

The Austin Collection of Sepik River art, though not
comprehensive in thematic and stylistic scope, nevertheless
embraces many of the principal art styles of the great Sepik
River District. As revealed by this study, the Collection
represents contemporary art forms that are encyclopedic in
variety and quality, are marked by disparate sizes,
characterized by fantastic forms cf an almecst surrealistic
order, or, are naturally delineated. Also highly variable
in technical and artistic quality, the art objecté are
Gifferentiated in crafismanship by either shoddy work or by
the remarkable virtuosity characteristic largely of older
and traditional artistic expressions. Essentially, the
artists have drawn upon the art of the not{ too distant past,
but at the same time have discarded some of its aesthetics
and traditional forms to explore and adopt unconventional

techniques and expressions of the new contemporary era.

By virtue of prolonged European contact and the
acculturation process not only were traditional values
altered but a new socio~cultural environment was created.
Characterized in part by an economic cash market and a
tourist industry, contemporary Sepnik culture is so radically

different from the one at%t time of contact that it produces

142
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art forms which; in some cases, dc not even have a tenuous
relationship with older and traditional art objects.
Commercialism is the most important agent of acculturation
currently affecting Sepik River art. The various market
systems are responsible for some far reaching changes in
local art production. Gradually replacing the traditional
production and exchange patterns; commercialism is
transformiﬁg the art into commodity items that are consumed
by unknown clientele. The orientation towards sale not only
differentiates much of the contemporary arts from their
traditionzl functions but also divorces them from their
cultural patrons and thus from any direct stylistic controls.
With the traditional patron-artist relationshkip greatly
altered, the arts are no longer bcund tc conform to the
traditional standards of artistry and as a result lose some
of their cultural meanings. Incréasingly, the art is
subjected to influences and changes introduced by the
European culture such as those which result from the
demands of the new art patrons -~ serious collectors and
casual tourist shoppers. As a product of this new

cultural life, the Austin Collection exhibits considerable
stylistic changes when it is compared with the traditional
art forms which first became known to Europeans in the

ninteenth and early twentieth centuries. Almost all of
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the stylistic changes in terms of material, size, form
and content are best viewed as "accommodations" to the

new commercial functions (Ben Amos 1973:13).

One of the primary changes that have taken place in
the production of contemporary arts is the assimilation of
European materials. Although items of Western technology
are present in the Austin Collection, their introduction
has not affected profound changes in the art objects. Paint,
beads, and cloth are adopted and are either substituted
for traditional materials or incorporated with native
made and naturzal fibres. Their integration, however, is
subtle and not detrimental to the aesthetic quality of the
art forms. The new materials do not create conspicuous

disharmonies; instead, they are a source of enrichment.

The introduction of western o0il paints increases the
range of colours available to the artists, but in this
collection of Sepik material does not alter the traditional
style. The use of vermillion paints does however, produce
brighter and more startling solour contrasts when compared
with the more muted hues of the local colours. But nowhere
does assimilation of o0il paints produce garish and
gawdy expressions. If dysfunctional innovations result as

in the Anggoram (Plates 19-22) or Iatmul masks (43-52),
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it is because a new colour scheme is substituted for the

traditional face painting style.

As illustrated in the Austin Collection, some
European artifacts have been adopted by Sepik culture:
the copy of a German walking stick (Plate 60) and Aibom
copy of an altar vessel (Plate 68) serve as excellent
examples. These are the only artifacts in the Austin
Collection of Sepik River art that are direct copies of
western forms. Although decorated by traditional designs,
they repressnt the sort of art objects which May (1974:5)

has charactsrized unfortunatley as 'bastard art'.

A coemmon response to commercialism and one found
in the Austin Conllection is a change in size. Both a
reduction and an increase in size are modifications that
differentiate the recently produced art forms from their
traditional predecessors. Reduction in scale serves several
purposes: it accomodates the casual shoppers' demands for
portability and makes packing and transportation easier;
and, also reduces the work of the producers and therefore
saves time (Dawson, et al.1974:28). The phenomenon of
reduction is explored in greater detail later in this chapter.
The exaggeration of size, as exemplified by the Iwam shield

(Plate 85), appears to be a less common practice whose
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goals are, perhaps, to distinguish such art forizs from the
mass of generally small souvenir items, and to generate

a higher price. Although these modifications in size do
occur they do not distort drastically the traditionzl
designs which they bear, since the decsigns are either
reduced in scale or increased in number to accommodazte the

larger size.

Closely related in size nmodification is a change
in sha?e as exhibited in the malu board (Plate 63). The
rectangular adjustment in shape perhaps serves some of the
purposes mentioned above. Alternatively, it may indicate
manuvfacture by an artist who perhaps was not brought up
within the traditional culture and is not familiar with
the details 9T the traditional style. Cases of this have

been reported by May (1974:1).

Modification of composition is another stylistice
change frequently appearing in the contemporary art forms
from the Austin Collection. Since the art objects are nc
longer culturally functional and have lost their intrinsic
meanings, they are more susceptible to stylistic
experimentations, such as the acceptance of innovations
and accomecdations to meet the demands or tastes of the

new patrons. Structural modifications have taken
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various forms, some producing almost entirely new composi-

2
tions in which almost all references to older models are
abandoned while others are adjunctive end fuse new
compositioral features with trsditional designs. The

Tl
T

Austin collection festures several examples of the latter.

For instunce & most conspicucus innovation is the
introduction of a base to the traditional form (Plate 12).
Though foreign to traditioral Cepik masks, the base conforms

to Western preferences of fre

@

standing fizures thet can
be displayed easily on the mantlepiece., Ancther adaptaticn,
perhaps also in response to the display function, is
illustrated by the hook figures (Plates 57-58) and masks

bi

ct

forms (Plates L7-49) from the middle Sepik which exhibit
a flattening of the traditionsl sculptural modelling to
produce ‘texotic! wall plaques. The masks even display

hook or loop-like additicns to lend themselves to
comfortable suspension on the wslls., The VWestern preference

for wall plaques is apparently having a marked influence

on suspensior hooks and masks.

Other meodifications result freom new sbtylistic
interpretations of traditional orgsnizational principles.
An excellent exzmple is provided by Plate 76 which displays

a rearrangement of compositionsl festures distorting the
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traditional Washkuk norms of frontality and symmetry.
Similarily, & recently produced Iwam shield (Plate 86) is
also characterized by the loss of the traditional bilateral
symmetry., According to Abramson's (1972:275-6) findings

in upper Sepik shields, the abandonment of such organizing
principles as bilateral symmetry is in favour of schieving
a striking tvisual impact' conditioned by the paramount

desire to sall the art object.

The trends tecward naturalism end grotesqueness
apparent in the Austin collecticn msy perhzps be functioning
within this new striking visual necessity. Modifications

through stylistic disruption of the traditionsl forms and

colours have led to these new and different compositional

.
{q]

expressions. The most obvious example of the naturalist
sesthetic is illustrated in the free-staniding wooden head
(Plate 41). The percentsge of artifacts from the Austin
Collection manufactured in this style is, however, minimal.
The trend toward grotesqueness is more apparent and is
primerily evident in the mask forms from the dustin
Collection that have been identified by Kaufmann and others
as blatant tourist productions (Plates 19-22, and 50-52).

The traditional conventioens of style in these masks appecar

to have teen replaced with incongruous elements which produce
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designs that are distinct and striking in nature but with

almost no discernable parellels with the traditional styles.

The desire to sell an object by cresting a visually
arresting expression msy also be the influencing factor
in explaining the trend in the Austin Collection towards
elaborstion. Widespread forms of elaboration involve
increasing the size of an object; expanding the motif
vocabularies; adding mors decoraztion (such as introducing
relief ornamsntation where nore was employed traditionally);
incorporatinz new design elements’ and producing a more
ornate and intricste colour scheme to replace the
traditional one, In sowe casszs, the increesed proliferstion
in decoration resulis in an unfamiliar cluttered appearance,

distorting the traditional stylistic expression.

& more crucisl consequence of commercialism is the
trend towards reduction or simplification. Different forms
represented in the Austin Collection include examples
which reveal a reduction in siz= and show evidence of a
willingness among local zrtists to dispense with traditional
forms, motifls, decorative techniques, and colour schemes,

In some items, new, simpler decorative elements which were
never applied to older models replace the traditional features.

In other examples, the forms and colour schemes are so
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simplified or completely reduced that the items barely
resemble thelir traditional predecessors. This practice
of abbreviating or eliminating traditionsl Tesztures may
be directly correlsted with the new souvenir character of
the tourist trade. Abramson (1972:275) finds that "y
change in design emphasis is apparent...{when) sesthetic

considerations oriented aroun ha desire to sell the

Lk

object seem t0 be paramount." He suggests the subordination
of treditional content to 'striking' visual effects. However,
the elimination of traditions) stylistic features may also

be regarded as a simplificatior process to economize on time
snd effort in return for faster and increased production.

This economization may account for the reduction of

symbolic ceonbent and important pigments in the Abelam

masks (Plates 90, 100) and lower Sepik statuettes (Platcs

15-18).

Threugh the simplificaticn sand standsrdization of
design and technique artisans are able to meet the high
volume demands of the tourist market., Mass production of
stereotyped models is a typical response to hizh demand,
Examples of such productions are represented in the
Austin Collection by the statuettes from the lower Sepik
(Plates 15-18). 1Inevitably, high volume production has lead

to a loss of creativity and gquality.Adccording to May (197L:4),

45



151

This loss of quality has been partly the result
of breaking the link between the art and its
traditional religious or secular function in the
society, partly the result of producing large
numbers quickly and partly are a reflection

of the fact that non-traditional craftsmen have
been attracted into the industry.

Other items in the Austin Collection reveal evidence
of traditional aesthetic and stylistic conventions, and
suggest a continuatien of the high technical skill character-
istic of pre-contact times. Some of these artifacts, however
are artificially aged. The Mundugumor shield (Plate 35) is
a fairly obvious fake, probably produced for the tourists,
but the Keram shield (Plate 26) is a more clever fake, perhaps
intended as a replica for some serious collector. Whether
there was deliberate intention to defraud the buyer or whether
it was a response to his wants is unknown but what is
significant is the evidence it suggests of the artist's
insight into the workings of the commercial market structure.
and his awareness that there is a distinction between the

tourist and fine art markets.

There is no doubt that the Austin Collection
represents an 'art of acculturation', that is, an:-

art production, which differs significantly
from traditional expressions in form, content,
function, and often from the variocus forms of
art production indigenous to ever-growing
'civilization'.

(Graburn 1969a:457)
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Contemporary cultural realities have produced artistic
expressions that are almost all cheracterized by a blend
of indigenous and occidental concepts. The stylistic
changes introduced are characterized by modifications of
form, size, material and content. The innovative
changes or transformations that are revealed may be
summarized as being produced by expansion, permutation,

adjunction end simplificaticn.

Expansion refers to the intrecduction of totally
new forms, ccncepts and motifs from either Western
culture or from spheres of native life, traditional
or contemperary, that previously were not visually expressed,
Other changes of expansion include increased size, as well
as the addition of new colours, snd materials replacing

the traditional ones:

Permutation involves the new translation of
content and occurs in various ways. It takes place by
the dislocation of forms and colours by either distortion
5 alteratio; of structural harmonies to produce a
variation of the previous traditional order. The apparent
compositional changes illustrated in the Washkuk figure

(Plate 66) and Iwam shield (Plate 86) sre the result of

new structural principles replacing the traditional
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stylistic conventions.

Ac junction refers to the incorporation of new
forms, motifs, colours and materials to already existing
ones to produce a hybrid of traditional and introduced
elements as well illustrated by the lower Sepik masks
(Plates 9, 12) and Abelam figure in Plate 127. The
integrative process has in some cases resulted in the
subordination of traditionsl content to new visual

expressions,

In contrast to the expansion trend, simplification
involves the reducticen, elimination and standardization
of certain traditional stylistic elements., In several
instances (Plates 15-18,620-22), this trend is linked

to mass -~ production techniques.

The activities of expansion, permutation, adjunction
and simplification have occurred separately or in combination.
In some of the art forms the modifications ars subtle and
do not disrupt the traditional expressions. In others,
however, the changes are so s2vere that the art forms
display only slight stylistic parallels with their

respective traditional predecessors.

The range of stylistic expressions distinguish three
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categories of art objects in the Austin collection and
perhaps reflect a pattern of artistic development for
contemporary Sepik River traditions. At one extreme of
the continuum are art objects which are non-Sepik in style,
These objects fall inte the category of 'souvenir! or
tairport! art forms. The terms are reserved for:

stylized works, whose relation to anything

within the traditional culture is at best

tenuous, mass-produc=d, often by people

with little knowledge of the traditional

culture and perhaps not even from the

society whose art they purport to portray.

(Mey 1974:1)
In such works, Graburn (1969b:4) states that, "the artists!
.own tastes and traditions are subordinated to speed of
production, gquantity of output, and eminent saleability
of the cheap product." These works are primarily
manufactured for tourist consumption and have flooded the
international art market. 3uch items dominate the Austin
Collection.

Less conspicuous but also manufactured for the
cash market are the art forms which are stylistically derived
from traditional Sepik sources but with innovative design
elements. Abramson (1970:57) refers to these hybrid forms
as 'contemporary syrthesis pieces'. They "represent a
fascinating mixture of consistency and radical departure

in terms of the old traditional style" (Ibid). These art

=
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forms embody stiylistizc features that are derived from
traditional art works. At the same time however, they
reveal stylistic meodifications that distinzuish them from
their traditional sources. Abremson {1970:59) states

that the new aesthetic considsrations and design elements
are "oriented around the desire to sell the object" and
attempt "to achieve the most interesting sanad 'striking!
effect..." The intent is to manufacture a product that is
so distinctive that it will stand out from others, This,

Abramson (Ibid) elaims "is perhaps the masjor factor

influencing the experimentation and increasing freedom

-

end ingenuity of desizn to be seen...today."

Although such objects are derived from traditional
models they are entirely orizinzl in character, They

reveal the Ilexibility of

ct

he artists in adapting the old
traditions to the new functions without a decline or loss
of quality. Graburn (1969b:3) classifies such art
productions as "commercial {ine arts™., "They are
differentiated from souvenir arts in that the artist's

own vdlues anl traditions are

=

10t completely subordinated.”
(Ibid). He (1969a:457) hypothesizes

Zain a market
ss and quality.
d their market
s and conformity

that commercial fire art
because of their uniguen
whereas souvenir arts hol
because of their cheapnes

i
1
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to the buyer's tastes.

A third cstegory of art objects appgrent in the
Austin Collection represent art forms which appear to be
carefully manufactured in the traditional style. Graburn
(19692 :465) and May (197.:1) have respectively classifiad
such reproductions gs '"furctinnzl! and 'contact-influenced!?
arts., The principle distinction bLetween these and the
pure traditional! erts is at "the level of medium or
technique" (Graburn 194%t:2). That examples of functional
art gre przgent in the

explained as

i
Lo
i.._.
t..._.l
(:)
£
m
1
ct
oy

™
=
ct
?

Lot
£
(41}
3
D
=
o
ou
@

-
O
LS
1)
)
)
oo
8]
[}
)

in local ceremonies snd then later sold or they were made
specifically Tor serious collectors. The artificially
aged Hersm znd Mundugurcer shields and the Abelam masks

exemplify this type of syt production.

The stylistic expressions of these contemporary
art, forms sug;est some evidence of &n artistic renaissence
which is chasracterized by a renewal of traditional design
elements and Ly high quality of craftsmenship. The artistic

renaissance is prohably related to the revivel of pride
in the traditional 3epik cultures., In fact, Anthony Forjze
(1967:8L) suszests this when he writes of the grszat vigour
in northern Abelem artistic activity and eguates the

renaissance of traditionsl Atelawm creativity after World
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War 11 to:
a symbol of, a withdrawl from excesgive
contract with Zuropean values and a
reaffirmation of traditional values. 1In
fact up to now, the art, far from changing,
has been reinforced in its conservatism by
taking on the additional value c¢f acting as

a symbol of Abelam culture in the face of
colonial. culiture.

It is significant that, in examining the stylistic
forms of contemporary artistic expressions from the Austin
Collection, a marked difference in the rate of stylistic
change may be observed in the art objects of the east Sevpik
River from those of the west and north. The arts of the east,
which includes the lower and middle Sepik areas, appear to
be guite susceptible to European influence, exhibit marked
changes and show more evidence of massg-production. By
contrast, the arts of the west, that is, of the upver Sepik,
are more conservative and modest in the stylistic
modifications that they exhibit, while many of the art
objects of the north, represented in this study by the
Abelam, are predominantly traditional in character, displaying

sometimes only minor changes if any at all.

A difference in culture-contact experience and in
the time when the tourist invasicn began probably explains
why one part of the Sepik is less conservative than the

other., Most of the lower and middle Sepik cultures
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experienced early and intense culture contact, while
contact in the upper Sepik did not occur until considerably
later and was sporadic and less penetrating. Intense
tourist trade had not even reached the majority of

upper Sepik tribes when Peter Austin made his collection.
In the north, the Abelam were affected even less by the
changing socio-cultural environment. Forge (1962:9)

points out that a salient feature of contemporary Abelam
culture is their remarkable tenacity and perseverance in
retaining their traditional culture "particularly their

art and architecture". ZEssentially, the Abelam experienced
very little contact with Zuropean culture until
approximately 19%7 when an administration Pairol Post

was established at Maprik. In addition, after the war

and until the early sixties contact in the Maprik area

was limited to missionaries, academics and occasional
government patrols who disrupted little of the indigenous
cultural life. Forge (1967:84) states that "contact

with the Australian administration and the missions (had)
not affected the art in style or content." Forge (1970:271)
and Whiteman (1966:54) both suggest that the high
development of the tambaran cult and the deep involvement

of the all-pervading and peculiarly satisfying yam cult were
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responsible for the Abelam's abilily to resist abandoning

o

their tradiiional lifestyle and their art forms. The
Abelam art objects from the Austin Collection are not,
however, all characterized by traditional styles. Some

items exhibit 'synthesis' as well as 'souverir' art forms.

It shouvld bte emphaisized at this point that art
does not ceases to be art just because it has changed and
is no longer serving the same traditional functions.
Certainly the art items contained in the Austin Collection
are different from their traditional predecessors but
they have changed in response to external influences and
to the cdemands of the prevailing forces of change. Thus
they represent a legitimate cultural activity which
serves new needs, such as providing economic support and
acting as symbols of cultural identity and pride (Graburn

19691).

In spite of the often radical and conspicuous
stylistic changes that are evident in the Austin
Collection, items in the category of 'commercial fine arts'
retain numerous stylistic centinuities from the pasti,
remain predominantly unigue, and reveal the remarkable
aptitude for sculpture of the contemporary Sepik artists.
This is threatened, however, by the growing ipfluence of

the tourist market and by the reduced standards which
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it encourages. It is possible that artists who produce
commercial fine art objects might succumb to the lower

expectations of the tourist market.

Nevertheless, some mass-produced 'souvenir' forms
are attractive works of undeniable sculptural excellence
revealing creative inventiveness and ingenuity of form
and design. It is quite possible therefore that the
introduction of European materials, forms and concepts
do not necessarily result in deterioration but could
well provide sources of inspiraticon. Contemporary
productions by native artists are not 'bastard' art forms
as May (1974) has called many of them but objects indicative
of the artists' ingenuity in exploring and creating new
forms. The Austin Collection thus suggests that artistic
creation in the Sepik is far from doomed to mediocrity. It
represents a living art that mirrors the socio-cultural
changes that have shaped its development and is a
fascinating and valid document of culture change in the
Sepik River District. As such these new art forms should
not be ignored as some anthropologists have tended to do
nor be dismissed as degenerate forms but instead should
be regarded dispassionately as legitimate evidence of
culture change visually communicating salient knowledge

about Sepik man and the twentieth century.
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Diagram 1 Kwoma Yam Cult Carvings

Frem Uber Kunst und XKult bel den Kwoma Und Nukuma

(Kaufmenm 1968:54)

[ - o — o
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From Uber Kunst unt Kult bei den Kwoma und Nu

Diagram 2 Display of Mind

a Carvings from the Nukuma Yam Cult

kuma

(Kaufmann 1968:97)
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Plate 1

Photo: Courtesy of Mr. Fournier
Mr, Fournier with head-hunter from Korigo, Middle Sepik,

New Guniea, 1933-1934,

' The white paint on the facial features "is a
privilege of those who have killed a man, and is worn on
all ceremonial occasions" (Bateson 1958: capticn under
Plate X). The tsssels dangling at the head-hunter's knees

and the band cf opossum fur worn are also badges of homicids.
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G)

Provenience

Plate 2 Head-hunter's Insignisa

Photo: Courtesy of Royal Ontario Museum

Accession Number:

Institute
Date
Collector

Dimensions

Material

-

Iatmul, Middle Sepik
969.,330.26L a-b

: Royal Ontario Museum

: Collected between 1961 - 1966

Peter Austin

: Total length: 127 cm. (50 in.)

Length of longest tassel: 43.3 cm.
Length of gourd: 35.5 cm, (14 in.)

: Gourd, lime, wood, feathers, cloth,

beads, and red stripes of paint.

(17 in.)}



‘”H) béébription:

Inserted into the thin gourd is a serrated
stick to vwhich is attached a long zig-zag
shaped wooden extenion with red stripes
and & series of perforations. Through
the perforetions are attached twisted
fibres from which danzle eight tassels
composed of feathers and fragments of

red, blue and yellow cloth.

According to Austin,

the tassels signify the
owner has taken ten heads
in his time ~ two heads
before he cen use a gourd
and stick such as this,
and then one tassel is
added for each additional
head,



Plate 3

Photo: Courtesy of Mr, Fournier

View of Haus Tambaran, Sepik River, New Guinea 1933.

ry ol
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F)

G)
H)

b n

Provenience 4

Accession Numbei:

Institute

Date
Collector

Dimsnsions

Material

Description >

Photo 4 Slit-gong

Middle Sepik

13-18-127

Staatliches Museum fur Volkerkunde,
Monthen, West Germeny

Museum acguisition date 1913
Anonymous

Length: 180 cm. (712 in.)

Width: 30 cm. (112 in.)

Wood, white,red and black ochre
Elaborately decorated slit-gong
carved from a single piece of wood in
e log shape is hollowed out and has a

narrow slit perforating the top



surface, Two different zcomorphic heads in high relief
ornament the gong at either end, Carved ornamentation at
both ends is typical of the mi +type of slit-gong found
among the Iatmul of the middle Sepik (Bateson 1932: 259).
The spiral decorations with the centre circle and
extending chevrons coloured in red, black and white are

common to middle Sepik decorative patterns.

Bateson (1932:259) netes that among the Iatmul
the surfece of the slit-gongs was elaborately carved with
totemic emblems, geometrical patterns and marked with a
count of decapitated heeds that had been pressed upon it.
The gongs were clan owned and in Mindibit and Tambunum
were set down the centre of the Haus Tambaran, according
to their position in the totemic svstem of the native
people. Bateson (Ibid) also mentions that the Iatmul
made their garamuts 1in pairs and known are two types,

wagan and mi . The wagan were ornamented with a

strange loop=-nosed face at cne end,-while the latter had
ornamentation at both ends, Gilliard (1955:455) notes
pig and crocondile heads adorning the ends of slit-gongs.
The gongs were used to impersonate voices of ancestral
spirits, employed in initiation ceremonies and by
belonging te the Tambaran cult were taboo to viomen and the

uninitiated. When the gongs were played to send messages

they were instrumental in forming & local miniature



communications system, The slit-gongs were stored with
the remaining sacred and ceremonial musical instruments
and other paraphernalia in the upper chember of the

Haus Tambsran.
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H)

182

Provenience
Accession ©

Institute

Date

Collector

Dimensions

Materials

Description

Plate 5§ Ceremonial Chairs

uinber:

.w

o

.e

.-

Middle Sepik

13-18~2, and 13-13-4

Staatliches Museum fur Volkerkunde
Munchen, West Germany

Museum acquisition dage 1913
Anonymous

According to museum:.data both are
approximately 90 cm. (353 in.) in
length and 40 cm, (152 in.) in width
Wood, shells, feathers, red, white ,
black, and brown cclouring
Important cult items the cercemonial

chairs or orator's stools were clan




owned and formerly found in most Haus Tambarans in the

middle Sepik., The stools were not intended to be sat on
but rather to be used as pulpits. They played a
significant role in the rites and council sessions, for .a
man standing beside it had the privilege to speak. Part
of the ritual ceremony consisted of punctuating one's
oratory by veating the seat with cocoenut or dracana leaves
(Bateson 195&:125, 126)., The purpose and meaning of this
is not c¢lesr but often the oratcry weould move the

audience into s violent frenzy.

The oretor's chairs were religious and sacred in
character. They were usualily three legged, two of which
belonged to the standing male figure which formed the
back of the stool. Bateson (Ibid) believes that the
back figures represented particular totemic ancesters znd
thus perhaps the chairs were the sacred symbols or the
seats of ancestral spirits., According to Christensen
(1955:279) the stools were usually swathed in brown
pigment over which the face was painted in white and red.
Facial features resembling mesks, engraving on the heavily
defined pectorals, hands resting usually on the legs,
and some feather or dried fibre ornamentation, were

particularly characteristic of middle Sepik sacred figure

stool carvings.



Plate 6 Ceremonial Chair

Provenience
Accession Number:
Institute

Date

Collector

Dimensions

Gaikarobi, Middle Sepik

PA 2275 NG 76

Issacs Gallery

Exhibition date: Spring of 1975
Paul Ryan

Height: 175.5 cm. (5 ft. 9 in.)

184



G) Materigls

H) Description

Wood, caucus fur, cassoweary feathers,
grass fibres, shells, white, red and
black colouring

Refer to Plate 5

Asking price at Issacs Gallery: $650.00
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E)
F)

Plate 7 Shield

Provenience
Accession Number:
Institute

Date

Collector

Dimensions

Washkuk

S148 RLLT7

Isaacs Gallery

Exhibition date: Spring 1975
Of recent manufacture

Paul Ryan

Length: 170.5 cm., (5 ft. 7 in.)

186



1877

G) Materials : Light weight wood, cowrie shells,
yellow, white, pink and brown paint.

H) Description : The shield has three protruding
faces. The upper face is semi-
human and merges into the face
of a pig. The second snd third
faces have protruding noses
which stand out from the shield
through which long vines can be

tied from the handles.

This shield comes from
one ¢f the most primitive areas
in the Sepik, Vashkuk., At the
moment pieces from this area
are eagerly sought after by
world museums.

(Paulian 2ssocistion, New
Guinea Frimitive &rts.
Sydney Australia. 1974)

Asking price st Isaacs Gallery: $400.00
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Provenience
Accession Nuniber
fnstitute

Date

Collecior

Dimensions

Plate 8 Sepik Mask

Photo : Royal Ontario Museum

.

e

o

Ramu River, Ceastal Sepik

930.32.1

Royal Ontario Museum

Acguisition date: 1930

Purchased from Sotheby and Co., London, Engiand

Meight: 75.7 em. {29 7/8 in.)

188
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G) Materials : Wood and dark brown pigment

H) Description : This lanceolate = shaped mask well illustrates the
simplicity and elegance of the coastal style. The
stress on the vertical median line and the plastic
rendering of ihe slanted eyes, concentric mouth,
high and convex forehead, and elongated and
pointed nose are ali representative of the "beak"
style which culminates in this area. Brown pigment
has been applied to this mask. It is perforated at

the tco and on either side.
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Provenance

Accession Number
Institute

Date

Collector

Dimensions
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Plate 9 - Mask

190

Murick or on North Coast, Lower Sepik

(Identification by Kaufmann 1974:

private communication).

969.330.14

Royal Ontario Museum

Collected between 1961-1966

Peter Austin

Length: 29.8 cm.
wWidth: 23.5 cm.

(11% in.)
(9% in.)



F) Material

G) Description

191

: Wood, brown and white pigment.

Prominent "beak" style features characterize the
facial features of this mask while curvitinear spiral
and dentate designes incise the upper ond lower portions

of this mask. The back of the mask is concave.
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Provenience
Accession Number
Institute

Collector

Date

Dimensions

Plate 10 Lower Sepik Mask

e

“e

Ramu River country, Lower Sepik
969.330.158

Royal Ontario Museum

Peter Austin

Collected between 1961 ~1966
Length: 18.2 ecm. (7 1/8in.)

Width: 5.1 em. (2in.)
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G) Materials : Wood and black paint



A)

B)

Provenience

Accession Number

Institute
Date
Collector

Dimensions

Plate Il Lower Sepik Mask

Ramu River country, Lower Sepik
969.330.159

Royal Ontario Museum
Collected between 196l - 1966
Peter Austin

Length: 18.2 cm. (7 1/8in.)

Width: 5.0 em. (2in.)

194
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G) Materials : Wood and black paint



A)
B)
Q)
D)

E)

G)

Provenience

Accession Number

Institute

Date

Collector

Dimensions

Materials

Plate 12 Lower Sepik Mask

: Lower Sepik ( Identification by writer )
« 969.33.112

: Royal Ontario Museum

: Coliected between 1961 - 1966

: Peter Austin

: Length: 16.5cem. (61/21in.)

: Wood and black paint

196
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Plate 13 Lower Sepik Mask

A) Provenience : Murick, Coastal Sepik ( Identification by Kaufmann
1974 : personal communication )
B) Accession Number : 969.330.12

C) Institute

Royal Ontario Museum

D} Date

Collected between 194] - 1986

E) Collecior

Peter Austin

F) Dimensions

e

Height: 68 em. ( 26 3/4 in.)

<

Widih: 194 em. { 71/2in. )
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G) Materials : Wood and grass fibre
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B)
C)
D)

E)

Provenience
Accession Number
Institute

Date

Collector

199

Plate 14 Lower Sepik Mask

Photo: Royal Ontario Museum

: Lower Sepik

¢ 969.330.2

: Royal Ontario Museum

: Collected between 196l - 1966

: Peter Austin
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F) Dimensions : Height: 37.5 cm. (14 3/4 in.)
Width: 15 em. (57/8in.)

G) Materials: : Wood
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E)

Provenience

Accession Number

Institute

Date

Collector

Plete 15 (a,b,c,d,e,f,0)

Lower Sepik Carved Figures

o

e

es

s

Lower Sepik

a:969.330.105, b:969.330.104,
d:969.330.101, €:969.330.106,
Royal Ontario Museum

Collected between 1961 ~ 1966

Peter Austin

¢:969.330.103

f:969.330.102

202



F) Dimensions

G) Material

: ar47 cm. (181/2in.)

b:33.6cm. (131/4in.)
c:33.7 cm. (131/41in.)

d:24.2 em. (91/2in.)

: Wood

203

e: 43,8 cm. (171/4in.)
f: 34.3 cn. {131/2in.)

g:28cm. (llin.)
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D)
E)

F)

Provenience
Accession Number
Institute

Date

Collector
Dimensions

Materials

Plate 16 Lower Sepik Carved Figure

Lower Sepik

969.330.110

Royal Ontario Museum
Collected between 1961 - 1966
Peter Austin

Height : 54 em. {21 1/4in.)

: Wood



A)
B)
)
D)
E)

F)

G)

Provenience

Accessicn Number

Institute

Date

Collector

Dimensions

Material

.

e

Plate 17 { a,b, ) Lower Sepik Carved Figures

Lower Sepik

a: 969.330.108, b: 969.330.214

Royal Ontario Museum

Collected between 1961 - 946

Peter Austin

Height: «: 53.4 cm. (2] in.)

Wood

b: 54 em., (21 1{/4in.)
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A)

B)

D)
E)

F)

Provenience
Accessiocn Number
Instifute

Date

Collecior

Dimensions

Plate 18 (a,b,c ) Lower Sepik Carved Figures

: Lower Sepik
: a: 969.330.107, b: 969.330.109, c: 969.330.1l1
: Royal Ontario Museum
: Collected between 196] - 1966
: Peter Austin
: Height: a:50.8 cm. (20 in.)
b: 57.8 cm. (22 3/4in.)

c:54.6cem. (211/2in.)
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G) Material : Wood



A) Provenience

B) Accession Number
C) Institute

D) Date

E) Collector

F) Dimensions
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Plate 19 Lower Sepik Mask

e

..

o

Anggoran, Lower Sepik ( Identification by writer based

on Kaufmann's identification of 969.330.16 and 969.33.17)
969.330.19

Royal Ontario Museum

Collected between 1961 - 1966

Peter Austin

Length: 82.7 cm. (325/8in.)

Width: 26 ecm. (10 1/4 in.)



209"
G) Materials : Wood, shells, mud, boars tusks, grass fringe,

and black, red, and purple paint



A)

B)
Q)
D)
E)

F)

Provenience

Accession Number
Institute

Date

Collector

Dimensions

f
$EBUEL S

Plate 20 Lower Sepik Mask

e

Anggoram, Lower Sepik ( Identification by Kaufmann
1974: Private communication)

969.330.16

Royal Ontario Museum

Collected between 1961 - 1966

Peter Austin

Length: 58.5 cm. (23 in.)

Width: 28.3 cra. (11 1/2 in.)

210



G) Materials

: Wood, cowrie shells, mud, bone, grass fibre, and

yellow, brown, purple and black paint.
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Provenience

Accession Number
Institute

Date

Collector

Dimensions

s =
Bt o

Plate 21 Lower Sepik Mask

Photo: Royal Ontario Museum

Anggoram, Lower Sepik ( ldentification by Kaufmann
1974: private communication )

969.330.17

Royal Ontario Museum

Collected between 1961 ~ 1966

Pater Austin

Length: &6 ecm. {26 in.)

Width: 2815 em., (1 1/4in.)

212"



21%
G) Materials : Wood, cowrie shells, mud, shell, bark fibre,

grass fibre, and black, yeilow and purple paint.



A)

B)
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D)
E)

F)
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Provenience

Accession Number
Institute

Date

Collector

Dimensions

Plate 22 Lower Sepik Mask

e

Anggoram, Lower Sepik ( Identification by writer based

on Kaufmann's indentification of 969.330.16 and 969.330.17)
969.330.20

Royal Ontario Museum

Collected between 196l - 1966

Peter Austin

Length without fringe: 39.5 cm. (151/2 in.)

Width: 16.5 cm. (6 1/2 in.)



G) Materials

: Wood, cowrie shelis, mud, twisted fibre, grass

fringe, and black, yellow and purple paint and

ivory tusk and jaw bone with teeth.
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B)
C
D)
E)

F)

G)

Provenience

Accession Number
Institute

Date

Collector

Dimensions

Materials

Plate 23 Lower Sepik Bark Painting

Karam River, Lower Sepik ( ldentification by
Kaufmann 1974: personal communicaiion)

+ 962,330,811

Royal Ontario Museum

Collecied between 196] - 1966

Peter Austin

.o

Length: 70.5 em. (27 3/4in.)

.o

Width: 53.5 cm. (21 in.)

: Bark, wood, grass fibres, brown, white and

black paint

216
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D)

E)

F)

G)

Provenience

Accession MNumber
Institute

Date

Collecter

Dimensions

Materials

Plate 24 Lower Sepik Bark Painting

.o

o

.e

.o

Keram River, Lower Sepik ( Identification by
Kaufmann 1974: personal communication)
969.330.286

Royal Ontario Museum

Collected between 196} - 1966

Peter Austin

Length: 98.5 em. (383 3/41in.)

Width: 34.5 ecm. (135/8in.)

Bark and red, white and black paint and

a synthetic fibre on back.

Ll

“J



A)

B)
9
D)

E)

Provenience

Accession Number
Institute
Date

Collector

Plute 25 Lower Sepik Board

Photo: Royal Ontario Museum

: Keram River, Lower Sepik ( ldentification by
Kaufmann [974: personal communication)

: 969.330.308

: Royal Ontario Museum

: Collected between 196l - 1966

: Peter Austin
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F) Dimensions

G) Materials

220

: Length: 166 cm. (64 1/4in.)

Width at top: 7.9 em. (7 in.)

Width at bottom: 9 ecm. (3 1/2 in.)

: Wood, grass fibre and black, red anid white paint.



A)

B)
)
D)

E)

Provenience

Accession Number
Institute
Date

Collecter

Plate 26 Lower Sepik Board

Photo: Royal Ontario Museum

e

Keram River, Lower Sepik, (ldentification by
Newton: 1974, personal communication)
969.330.287

Royal Ontario Museum

Collected between 1961 - 1966

Peter Austin



F) Dimensions

G) Materials

: Length: 136 cm. (531/2in.)

Width: 238.2 em. (15 in.)

: Wood, dark brown colour



A)

B)
C)
D)
E)
F)

c)

Provenience

Accession MNunier
Institute

Date

Collector
Dimensions

Materiais

eej

Plate 27a Flute Figure

Photo: Courtesy of Amarican Museum

of Natural History.

.

Has been identified as a Tchambuli figure, but
stylistically it iz identicel to figures produced
by the Mundugumor, Yuat River, Lower Sepik.
80.0 8246

American Museum of Natural History
Collected 1932 ~ 1934

Margaret Mead

Not avaitable

: Wood, pigment, shell, human hair and string fibre
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Plate 270 Plate 27a



A)

&
D)
E)

F)'
G)

H)

226

Plate 27b Mundugumor Figure
Photo: Courtesy of American Museum

of Natural History

Provenience : Kendavi Tribe, Yuat River, Lower Sepik Tributary

Accession Number : 80.0 8248

Institute : American Museum of Najural Histery

Date : Collected 1933 - 1934

Collector : Margaret Mead

Dimensions : Not availoble

Materials : Wood, black, red and grey pigment
Description : Higniey polychromed figure with similar pose,

and enlarged head and proportions as ithe figure
in Plate 27a. Anotomical forms are however,

swollen and bulbous.
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Plates 28 and 29 Sacred Crocodile Flute
Photo: Courtesy of American Museum

of Natural History

A) Provenience : Mundugumor ;. Yuot River, Lower Sepik Tributary

B) Accession Number : 80.0 8347A

C) Institute : American Museum of Natural History

D) Date : Collected beiween 1933 - 1934

E) Collector : Margaret Mead

F) Dimensions : Height of Flute Head: 48.5 cm. (27 in.)

G) Materials : Wood, pigment, shells, feathers, bone, string

fibre and ivory tusks.

H) Description : The Mundugumor - carve small woodsn figures with
disproportionally large heads and insert them in the
ends of hamboo flutes which have been heavily encrusted
with shells. Upon the carving an en ormous load of
valuables is decoratively arranged.

( Mead: 1934:240)
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Plate 29



A)
B)
)
D)

E)

Provenience
Accession Number
Institute

Date

Collector

Dimensions

Plate 30 Lower Sepik Flute

~ Photo: Royal Ontario Museum

: Biwat, Yuat River, Lower Sepik
: 969.330.222

Royal Ontario Museum
¢ Collected between 196l - 1966
: Peter Austin
: Length: 104 cm. (4l in.)

Width: 30.5 cm. (12 in.)



G) Materials

Bamboo pole, mud, shells, wood backing,

giass fibre, cassowary feathers.



A)

B)

D)
E)
F)

G)

Provenience
Accession Number
Institute

Date

Collector
Dimensions

Materials

se

Plate 3l Sacred Flute

M'undugumor, Yuat River, Lower Sepik Tributary
288

Isaacs Gallery 1974

12 to 22 years of age

Paul Ryan

Not available

Bamboo, coconut shell, mud, shells and

cassowary feathers.



H)

Description

: These musical instruments are often played in pairs

sometimes a smaller one being regarded as female
and a larger male. The flutes are made from
hollowed out bamboo and have an crnamental

stop at one end. This stop can take the form of

a human figure, a human face and sometimes a
bird. The flutes are played by males blowing
through their two thumbs, placed over the mouth-
piece. The repetitive sounds produced, helped

in hand by slit gongs can create quite some frenzy
among dancers. The flutes are used not only at
dances, but at cult ceremonies and initiations.

In fact, they are usually regarded as one of the
sacred objects of the tribe. The areas from which the
flutes originate is generally determined by the
flute stopper....(mak). The bamboo section is
called a kai. The Biwat River Flute is similar to
elsewhere on the Sepik, but during skin cutting
initiation ceremonies a black mask with shell
work is attached to the flute and venerated as a
spiritual being. The Biwat flute stops are quite
characteristic, often being worked from coconut
shells, painted biack and with much shell
ornamentation. The bulbous and rolled under ncse
is also characteiistic of the mask and figures on
the flute. The sounds produced by the flutes
during secret cult ceremonies were often supposed
to represent the voices of spirits and non=initiates
were told they were such.

( Ryan 1975 )

Asking price at Isaacs Gallery: $900.00.

no

W



A)
B)
)
D)
E)
F)

G)

Plate 32 Lower Sepik Shield
Photo: Courtesy of American Museum

of Natural History.

Provenience : Mundugumior, Yuat River, Lower Sepik River

Accession Number :80.0 8401

Institute : American Museum of Natural History
Date : Coliected in 1933 - 1934

Collector : Margoret Mead

Dimensions : Length: 159.5 em. (66 3/4in.)

Materials : Wood, paint, feathers, grass tassels
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Provenience

Accession Number
Institute

Date

Collector

Dimensions

Plate 33 Lower Sepik Board

Photo: Royal Ontario Museum

: Yuat River, Lower Sepik ( ldentification by Newton
1974: Private Communication)

: 969.330.307

: Royal Ontario Museum

: Collected between 1961 - 1966

: Peter Austin

: Length: 199.5cem. (781/2in.)

235
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G) Materials : Wood, cord tassels, arass fibres, black

plumage, black, red, yellow and whiie paint.



Provenience

Accession Number
Institute

Date

Collector

Dimensions

Plate 34 Lower Sepik Shield

: Yuat River, Lower Sepik (ldentification by Newton
1974: p;ivate communication)

1 967.330.304
Royal Ontario Museum

: Collected between 196l - 1966

: Peter Austin

: Length: 206 cm. (8l in.)

Width: 38.1 ecm. (I5 in.)

23F
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G) Materials : Wood, gross fibres, plumage and black, red and

white paint



A)
B)
C)
D)
E)

F)

Provenience

Accession Number

Institute

Date

Collector

Dimension

Plate 35 Lower Sepik Beard

Photo: Royal Ontario Museum

: Biwat, Yuat River, Lower Sepik
969.330.305
Royal Ontario Museum

: Collected between 195l ~ 1266
Peter Austin

: Length: 174.6 cm. (68.3/8 in.)

Width: 33 cmm. (13 in,)

239



G) Materials

: Wood

240.
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A)
B)
)

D)

F)

Provenience

Accession Number

Institute

Date

Collector

Dimensions

Plate 36 Lower Sepik Clay Pot Stand

Photo: Royal Ontario Museum

.e

oo

Biwat, Yual village, Yuat River area, Lower Sepik

969.330.185

Royal Ontario Museum

Collected between 1961 - 1966

Peter Austin

Height: 23.8 cm. (%in.)

Width:

24.8 cm. (93/4 in.)



G) Material

: Fired clay and soot



A)
B)
C)
D)
E)

F)

Provenience
Accession Number
Instituie

Date

Collector

Dimensions

Plate 37 Lower Sepik Clay Pot Stand

Photo: Royal Ontario Museum

Biwat, Yuat River, Lower Sepik
969.330.186

Royal Ontario Museum
Collected between 1961 - 1966
Peter Austin

Height: 19cm. (7 1/2 in.)

Width: 21,5 em. (8 1/2in.)

243



244

G) Material : Fired clay
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Plste 38 Decorateo Jiuil

{

g s ECE o TIC R e NS AR 2 Tds
Provenience : Jatmul territery, Middle Sewvik Riv

Accession Numb ¢ 12-16<30
Institute : Staatliches Museum Tur Voélkerkunde,

7 e 1 xS G .
Munzhen, West Germany

Date : heguired by
:

AT T At e o AT umes e
Collectoer : Anorivmous

Bl a A e { A3 4 Y
Wiaun L0 om, 2% Al. )



G) Materials

H) Description

247
Human skull, cley, hair, white and

red pigment

Humzn skull of either & headhunting
victim, relative or someone considered
to be particularly attractive, illus-
trates the traditional Istmul face

peinting style of sweeping curvilinesr

3

lipnes and circles.

-



Provenience

Accession
Institute
Date

Collector
Dimension

faterisls

s

Number

Wood, humar hair,

multi~coloured

E R
) LD
AR 0 g

black and red pigmeunt

i

shellwork,

248
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ge, and white,
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H) Description t. Wooden mwai mask decorsted with cowrie
shell eyes, perforated bone tusks as
nose ornaments, acerped with human
hair, and red, green, gold and black
plumage. Long nose appendage typically
terminates in a totemic animal, Face
painting of upswept eyes, curving lines
and circles is traditional in style.

Asking price et Isseaca Csllery - $350.00
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Plate LO Carved Iatmul Figure and Clay Hesd

L3

Provenience : Jatmul territory, Middle Sepik River
Accession Number : 962,330,169 4 and B
Tnstitute : Royal Ontaerio Museun

Date : Collected between 1961-1966
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. (11 in,)
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Width: 17.8 cm, {7 in.)



G) Materials

H) Description

251
Wood , clay, mud, shells, human hair,
white, black, and red pigment
Clay head is azdorned with cowrie shell
eyes, mud, shellwork, and negroid heir
covering the scelip and chin, Elaborate

face painting in white, black and red

oo
e
er

n trsd

e
E..h

s cionel curvilinear style.

Tl

r~3

raditionally, & decorated humzn skull

£
9

&)

an ancestor was mounted on a pole
fipgure and elazborately ornamented. The
prodigious display wes to represent a

mbwatngzowl figure in a tambaran cer-

emony or to promote village prosperity
and Tertility (Pateson 1958. Commentary
accompanying Plate XXVII). Bateson (Ibid)

also reports that,

bl

each clan has its mbwatnggowi,
dnd the principsl interest of
the nativees in the ceremony
lies in its spectacular nature
and its esoteric origins rather
than in its effect upon fertil-
ity.
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Provenience

A - v en e N e
Accegsion Number
Institute

Date

Collector
Dimensions

Materisls

Plate 41 Iatmul Hesd Csrving

-

Iatmul territory, Middle Sepik
969.330.194
Royal Ontario Museum

Collected between 19611956

River

Wood, red, white and black pigment,

shell and metal



Description

253
Head is carved from & single piecsz of
wood and rests on 2 high bazse which
appears to be a continuation of the
neck. Facial features carved in high

relief ere rpaturel in appearance.

Fars are perforated at base and the

left one iz adorned with a round shell
hangirg irom a metsl loop. The neclk-
base ard ears are painted red, while
the mouth end h2ir are lacguered

biack, The rest of the face is elabor-

o

tely painted in a curvilinear red and

black psttern on white.
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Piate 42 Tatmul ilnok Carving

rovenience
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Accession Number : 969,330,170

Institute : Royal Ontario Museum

Date : Colle d between 1961-1966

Collector 1 Peter Austin

Dimensions : Length: 52 em, (20% in.)
Jidth: 9 cm. in.)

Materials Wood, and wl



H) Description

Suspension hook is surmounted by an

255

by
ganthropomorphic [sce in the style

mwai masks. Characteristic features
include the gloping foreheazd, upward
slanted eyes, besk-like nose extension,
and elaborate concentric circle pattern
cen fece, The base of the hook is carved

.

i}

B

n

4

he shape of a bird, 2 motif that is

common to Iatmul art forms.
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Provenience

hAeccession MNumber

Institute
Date

Collector

Jo

ons

L
w
e
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Materials
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H) Description

257
Small, elongated plaque~like mask

7

is pezinted blaclk and decorated with

incised curvilinear designs, shell-

work and cassowary festhers., It is

ke nose extension, are principle
features which indicate g departure
from the traditionzl mwail style and

betrsy recent manufaciture.
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Accession
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Date

Collector
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2l

%

» 3 -
Number

LI Tetmul Mwed Mesk
Iztmul territory, Middle Sepik Kiver
I
(/)O(/ }3‘./0?{5%
Royal Ontario Museum
Coilected between 1951-19664

black paint, and
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grass fibres

Elongated, plague-like mask is painted
black snd decorated with incised cur-
vilinear designs, shellwork, and a

yellow, purple, &nd

ibres. The mask is carved

iz |

in the nwai face style tut with several

alteratiors. The overall black paint,
the flat back, arch-like nose extension,
fringe of non-traditional
purple snd yellow colours, are the
principle elements which indicate &
deparuure Irom the treditional mwai

etvle and betray an experimentsl style

ov recent menvfacturc.



Provenience

Plate L5 Tatmul Mwai Mask

-

Accession Number :

Institute
Date
Collector

Dimensions

.o

Tatmul territory

969.330.7

Eoval Ontario Mu

Collected between

Peter Austin

3

~

Middle Sep

Seum

1961-1966

Lengthr: 47.6 cm, (182 in.)

Width: 12.8 cn.

(

in.)

L

ik
29,
e

)
35

River



G) Materials

1

Y
1

) Description

N
o]
™o

Wood, mud, shells, black and white
paint, and cassowary festhers
Elongated, plague-like mask is painted
black and white and decorated with
incised curvilinesr designs, shellwork,
and cassowary feathers., The mask is
carved in the muwai face style but with
)

several innovations. The dominant black

colour, flat back, arch-like nose exten-

e

sion and circular-shaped nostrils, are

vh

0]

principle elements which indiceate
a departure form the traditional mwal

tyle and betray an experimehtal style

of recent manulacture,
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mul Mwai Mask

=

Plate L6

...
cr

o
b

Provenience : Tatmul territory, Middle Sepik River

Accessicn Number : 963,230,9

Institute : Royal Ontario Museum
Da<e : Collected between 1551-1966

==

— N et Nt St Se

Peter

.
Heig

<

Width:

Austin

27.5 cn.

(102 in.)

ht: 69.8 cm. (273 in.)



G) Materials : Wood, mud, shells, red, white znd
black paint, and fringe of dyed purple,

3 - ’ 3 5
yellow and black fibre

H) Description : Elongated wooden mask is painted
predeminantliy black and decorated with
shellwork and a2 fringe of dyed purple,
yellow and b2lck gress fibres. The mask
is carved in & style vaguely resembling

the mwai face type. Noteworthy differ-

&
formal structural enrd decora-

ences in A
tive features however, suggest a style

developed for sale to Buropeans. This
mask is an exsmple of Middle Sepik

girport art.
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Plate

B
k3

Proveniences
Accession Number
Institute

Date

Collector

Dimensions

Materials

Description

e

e

.

L7 Iatmel Mask

Tetnul territory, Middis Sepik River
965.330.6

Royel Cntario Museum

Collected between 1961-1966

Peter Austin

Height: 23 cm. (9

1o

n.)
Width: 15 cm., (52 in.)
Wood, white, red and black paint

Plaque-like mask i

6]

painted white and
red with a touch of black at top of
superstructure, The face painting
style is fairly traditional but the

gerrated hesddress, flat back and
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diminutive size, are innovative fea-
tures. This mask is an example of

modern tourist work,



A)

B)

Provenience
Accession Number
Institute

Date
Collector

Dimensions

Plate 48 latmul Mask

latmul territory, Middle Sepik River
969.330.21

Royal Ontario Museum

Collected between 1961-1966

Peter Austin

Length: 22.8 em. (il 3/4 in.)

Width: 23.5 em. (? /4 in.)
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G) Materials : Wood, shells, white, brown and black paint
H) Description : Ploque-like mask is painted whiie, biack and brown .
Delicately carved facial features and coloured

in a style resembling troditonal latmul face

painting but in a pattern too ornate and not in

the prescribed celeurs of white and red. The colour

scheme, fiat back, and the rim-iike border are

innovative features indicating recent manufacture .



A)
B)
Q)

D)

F)

Provenience
Accession Number
Institute

Date

Collector

Dimensions

Plate 49 latmul Mask

.
.

e

latmul territory, Middle Sepik River
969.330.13

Royal Ontario Museum

Collected between 196 ~ 1966
Peter Austin

Length: 29.2 em. (1 1/2in.)

Width: 15.5cm. (61/8in.)

269
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G) Materials : Wood and shells

H) Description : Plaque - like mask has facial features carved in
almost conventional forms. The proiruding tongue

and cowrie shell eyes are common elements in latmul art forms. However, the

raised border arcund the face, perforated rectangular handle at top and naked,

raw polished wood, are non-traditional features which indicate a style developed

for the comtempoiary tourist market.
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Plate 50 latmul Mask

A) Provenience latmul territory, Middle Sepik River

B) Accession Number 1 969.330.4

C) Institute Royal Ontario Museum

oo

D) Date Collected between 196l - 1966

oo

E) Collector Peter Austin

oo

F) Dimensions Height: 71.7 cm. (281/4in.)

Width: 28 ecm. (1l in.)
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G) Materials : Wood, mud, shells, tusks, feathers, orange cloth,
fringe of dyed purple and yellow fibres, and white
red, yellow and black paint.

H) Description : Elongated mask of painted black, white and yellow
and red wood is decorated with mud, shellwork,tusks

and a fringe of purple and yellow fibres. On lower section of mask is carved

the head of a bird, a common motif‘in the Sepik. A pendant terminating in

white plumage and orange cloth, is tied to the bird's head at the point

where it merges with the mask. A similar fibre pendant is found extending

from the left dome projection near the bird's head. The cluitered appearance and

eclectic expression of awan and mwai features indicate a style uncommon

to traditional latmel masks. The eclectic style is one that is developed for

the contemporary tourist market.

sattd



Provenience

Accession Number

Instifute

Date

Collecior

Dimensions

Plate 51 latmul Mask

Photo: Royal Ontario Museum

os

e

latmul territory, Middle Sepik River
969.330.10

Royal Ontario Museum

Collected between 196l - 1966
Peter Austin

Height: 82.8 cm. (32 1/2 in.)

Width: 26.8 cm. (101/2in.)

273
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G) Materials : Wood, shells, grass fibre, red, yellow, white

and black fibre.
H) Description : Elongated, oval mask of painted weod has facial

features carved in high relief and outlined in
curvilinear patterns of red, yellow, white and black. Typically middle
Sepik features are the large nose and the prominent mouth with protruding
tongue. This work iz an example of the type of mask mauss-produced in the

late 1950's for the tourist market.



A)
B)
C)
D)
E)

F)

275

Provenience
Accession Number
Institute

Date

Collector

Dimensions

Plate 52 latmul Mask

latmul territory, Middle Sepik River
969.330.11

Royal Ontario Museum

Collected between 1961 - 1966
Peter Austin

Height: 56 cm. (22 in.)

Width: 17.3 ecm. (6 3/4in.)



G) Materials Wood and red, white and biack paint.

..

H) Description : Elongated mask of painted wood has facial

features carved in high relief and outlined with
dots, striped and curvilinear designs in red, black and white . The peculiar
combination of strange elements, particularly the raised V-shaped band
extending from the arrow-shaped nosirils, with traditional concepts, produces
a carving in the siyle uncommon to traditicnal laimul masks and grotesque

in expression

276



A)

B)
Q)
D)
E)

F)

Provenience
Accession Number
Institute

Date

Collector

Dimensions

a2lT

Plate 53 Woven latmul Mask

Photo: Royal Ontario Museum

Eastern latmul, Middle Sepik River. (ldentification by

Forge 1974: Private communication)

969.330.156

Royal Ontario Museum
Collected between 196] - 1966
Peter Austin

Height: 42 cm. (16 1/2in.)

Diameter: 43.2 cm. (17 in.)



G) Materials : Rc»tfan, mud, shells, Boar's tusks, dyed purple
grass fibre and red, white and black colour.
H) Description : Helmet mask of coiled rattan is constructed from
several plaited sections sewn together.
circular sections form the face. Eyes are represented by circular pieces of
shell, the gaping mouth is outlined in mud and shellwork and crest nose is
constructed from the junction of two eye planes and build up of mud and
shellwork from whichextend boar's tusks. The upward curve of white
tusks is reminiscenf of painted curvilinear designs characteristic of
traditional wooden masks. Tassels of dyed purple grass fibres attached

to each ear, top of facial crest, and arch below nose, complete the mask.

Three



A)
B)
C)
D)

E)

Provenience
Accession Number
Institute

Date

Collector

Dimensions

Plate 54 latmul Woven Pig Figure

Photo: Royal Ontario Museum

Tambanum village, Middie Sepik River

969.330.21l

Royal Ontario Museum

Recent manufacture. Collected between 1961 - 1966

Peter Austin
Height: 10l ecm. (39 3/4 in.

width: 40.7 em. (16 in.)

)

7

279
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G) Materials : Wood, plaited rattan, shells, cassowary feathers
and white, yellow, black and red paint.

H) Description : Conventional - looking pig is constructed from

plaited rattan and painted in long stripes of black,
white,yellow and red. Woven circle of fibres is attached to the end of snout and
the rear - end of pig. Woven circle in shape of anthropomorphic mask with
extremely proncunced nose is attached to top of pig's head. Rows of cassowary
feathers extending down length of pig complete the decoration. According to

Austin's notes, this is a contemporary work of rattan sculpture .



A
B
0
D)
f)

F)

Provenience
Accession Number
Institute
Date
Collector

Dimensions

Plate 55 latmul Shield

Photo: Royal Ontario Museum

latmul territory, Middle Sepik River

: 969.330.282

: Royal Ontario Museum

.
.

Collected between 1961=1966

Peter Austin

: Length: 139.2 ecm. (4 ft. 7 in.

Width: 30.5 cm. (12 in.)

Projection: 12.8 by 15.3 cm. (5by 6in.)

281
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G) Materials

.o

Wood and black, white and red colour.

H) Description : Rectangular shaped board kas anthropomorphic
face carved in high relief and polychromed in

red, black and white. Features characteristic of the latmul are central-circle-

chevron pattern .which here is painted on o decorate the sur fuce area.

Bottom projection is black. Back of board is flat. Shorter lengih, lack of

relief carving the circle-chevron pattern and the lack of arm handles at back

‘indicate the board to be of recent manufacivre and produced for sale.



B)

)

D)
E)

F)

Provenience
Accession Number

Institute

Date
Collector

Dimensions

Plate 56 Middle Sepik Shield

: Middle Sepik River

: 13-18-137

: Staailiches museum fUr Volkerkunde, Minchen,
West Germany .

: Museum acquisition date: {913

: Anonymous

: Length: 150 ecm., {59 in.)

Width: 40 em. (15 3/4in.)

283
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G) Materials ¢ Wood, and white, red and black paint.
H) Description : Rectangular-shaped board tapering at
lower end is distinguished by an
anthropomorphic face carved in high relief. Other
diagnostic features illustrated are: the circular eyes,
elongated nose, protruding tongue and curvilinear design

in red, black and white pigment.



A)

B)
Q)
D)
E)

F)

Provenience

Accession Number
Institute

Date

Collector

Dimensicns
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Plate 57 latmul Suspension Hook

e

..

“u

latmul territory, Middie Sepik River ( ldentification by
Forge: private communication)

969.330.200

Royal Ontario Museum

Of recent manufacture. Collected between 1961 - 1966
Peter Austin

Length: 53.3 ecm. (2] in.)

Width: 2l em. (8 1/4in.)
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G) Materials : Wood and black paint
H) Description : Flot hook of painted black wood is surmounted
by a plaque~like anthropomorphic faze. Flat face
has slightly raised facial features but is still characterized by a lack of
sculptural modelling. Below each hook is carved design that when inverted
resembles a bird. Concept of flat, ploque~like anthropomorphic face is painted

totally black as new and indicates a modern work produced for the tourist market .



A)

B)
€
)

E)

Provanience

Accession Number

Institute

Date

Collecior

Dimensions

Plate 58 latmul Suspension Hook

Photo: Royal Ontario Museum

e

.

.

287

latmul territory, Middle Sepik Rivey, (Identification by

Newton:i974, private communication)

969.330.171

Reyal Oatario Musaum

of recent manufacture. Collected betwaen 1961 - {964

Peter Austin

Lengih:

Vidrhs:

76

0N
e

2cm, (301in.)

5em. (2174 0n.)
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G) Materials : Wood, shells, rubber fibre, and brown paint

H) Description : Hook of stainad biack woed is suriacunied by a plaque~
like anthropomorphic face while the snaft terminates

in the crocodile head. Ansther stylized face with shell eyes is inciced in the

centre of hook on beth sides . Face lacks traditional modeiling and has flat

like features slighily raised. Neck and hook are incised respectiveiy with

an overlapping V and semi-circular design. Face on suspension . hook is

a more nalural in appearance and lacks the fraditiona! latmul face nainting

as well as black, red and white colour scheme . Its plaque like appaarance

also suggest that ii represents a new type of suspension hook, one with its

own developed styile produced for the commercial market.



A)
B)
C)
D)

E)

C)

Provenience
Accession Number
Institute

Date

Collecter
Dimensiens

Matericals

Plate 59 latmul Suspension Hook

.s

.s

aw

Kandingai Village, Middle Sepik River
N.G. 72 P.A. 2780

Isaacs Gallery 1975

Unknown

Paul Ryon

Length: 182 cm. (5 ft. 8in.)

Wood and brewri-black pigment
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H) Description : Elaborate suspension hook is surmounted
by a large male figure partially
dressed with a brief grass skirt. The figure is topped
by a winged bird perched on its wide shoulders. Both the
back and front of the sculpture are beautifully incised
with curvilinear patterns, and with anthropomorphic faces
carved on each shoulder znd on the centre back. According
to Isaacs' notes,the figure represents an ancestor from
Kandingai village and shows the skin scarification resulting
from initiaticn. The protruding eyes and claw like
hands and feet are characteristic of Kandingai. The superb
carving relies for expression on its simple but imposing
stance, on its magnificent carving virtuosity, and

timelesness of formal aesthetic gqualities.




A)

B)

Q)

D)

F)

291.

Provenience

Accession Number
Institute

Date

Collectos

Dirmensions

Plate .66 latmul Carving of a Walking Stick

Photo: Royul Ontario Museum

s

o

e

latmul territory, Middle Sepik River, (ldentification by
Forge 1974: private communication)

969.330.122

Royal Ontaric Museum

Collected between 196l - 1966

Peter Ausiin

Length: 52 em. {20 1/2 in.)



G) Materials : Wood, cowrie shell and brown paint
H) Descripticn : Imitation German walking stick consisis of a
carved staff with crocodile curving fo form loop
or handle at tep und terminates in  broken blunt end with two anthepomorphic
heads at each side. The stoff is beautifully incises in traditional curvilinear
design of swirls, circles and chevrons . Crocediie's body is also hsaovily
incised with scale like details and saw tocth pattern in high relief on tail.
According to Forge ( 1974: private communicaticn ) this represents the

upper part of o walking stick in a developed style made specifically for sale.
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Plate 61 Middle Sepik Carving

Photo:

Provenience

Accession Number

Institute
Date
Coliector

Dimensions

an

se

e

Royal Ontario Museum

Middle Sepik River
969.330.192

Royal Ontario Museum
Collected between 1961-1966
Peter Austin

Height: 58.5 em. (27 in.)

Width: 16.5 em. (6% in.)

293%



G) Materials : Wood and black paint

H) Description : Abstract figure is carved in the round
from black painted wood. Plague like

anthropomorrhic face terminates in a beak-like extension

which rests in the form of a knob on the roughly carved

base. Shoulders extend into legs and rest on same base.

Such an abstract figure was never made traditionally.

»
[T



Provenience
Accession Number
Institute

Date

Collector
Dimansions

.

Nonggosop Village, Middle Sepik River

969.330.209

Plote .62 Sawos Tumbuan

.
.

Royal Ontario Museum

Collected between 126l - 1966

Peter Austin

Height:

Rattan

Without loop and fringe: 169 cm. (63 i)

gr

Qss

fibre, white and black pa

nt.
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H} Description : Large dance costume of woven rattan is circular
in shape and widens at bottom where o long grass

skirt is attached . Two rectangular shaped armholes are left cpen at sides. Front

of costume has two anthropomorphic masks woven into rattan. Woven masks

are painted white and are characterized by open eyes, prominent noses

and wide, gaping mouths. Costume is topped by a rattan locp probably

used for suspending it from the rafiers.
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A)
B)

C)

E)

Provenience

Catalogue Number

Institute

Date

Collector

Plate 63 Sawos Malu

: Sawos territory, Middle Sepik River

: 34

: Staatliches Museum fir Volkerkunde, Minchen,
West Germany

: Not known

: Anonymous
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F) Dimension : Length: 170 ecm. (63 in.)
Width: 45 cm. {17 3/4 in.)y
G) Materials : Wood and black , white and red pigment.
H) Description : Sub-rectangular beard is carved in openwork
pattern and decorated with a leng nosed
anthropomorphic face, totemic birds and animal, and a number of teardrops
arranged in the background . The lack of hook-prongs in the lower section

of the panel is a feature of the Type 3 malu form. (Newton. 1963:4)
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Provenience
Accession Number
Institute
Date
Collector

Dimensions

Plate 64 Sawos Malu

Photo: Royal Ontario Museum

: Sawos territory, Middle Sepik River
: 969.330.280
: Royal Ontario Museum

Collected between 196l 1966

Peter Austin

terigth: 162.1 em. (601/4 in.)

Width: 30 em. (18 3/4 in.)

299
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G) Materials : Wood, and black, white, and red paint
H) Description : Rectangular shaped board carved in
openwork design is a modern version of
a malu. The large flat face has eye-design B (Newton 1963:
3), stylized face paint designs of the familiar central -
circle-chevron form, and a nose-ridge which extends from
the naturalistic human head at the top of the board to
the zoomorphic head near the lower sector of the panel.
On either side of the nose extension are teardrop shapes
symmetrically arranged. The central design below the
zoomorphic head of the nose extension appears as a stylized
flower. Circular grillwork at the lower section has hook
prongs and the same stylized circle-chevron design as the
face. Between the hook grillwork is a ridge extension
terminating in what appears to be a snake's head pointing
downwards. Most conspicuous is the total absence of the
stylized bird profiles which are generally characteristic

features of traditional malu panels.



A)
B)

C)

D)

E)
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Provenience
Catalogue Number

Institute

Date

Collector

Plate 65 Chambri Pot

: Chambri Lake Area, Middle Sepik River

: 54

: Staatliches Museum fiir Volkerkunde Munchen,
West Germany

: Unknown

: Anonymous
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F) Dimensions : Height: 75 e¢m. (292 1/2 in.)
Width: 50 ecm. (195/8 in.)
G) Materials : Fired clay and traces of pigment
H) Description: : Large storage vessel of fired clay. Depicted in
high relief on neck and shoulder of vessel is an
anthropomorphic face with prominent nose. Border of depressed ovals frames the

stylized face.



A)

B)

Provenience
Accession Number
Institute

Date

Coliecior

Dimensions

Plate 66 Aibom Pot

Photo : Royal Ontario Museum

: Aibom Village, Chambri Lakes, Middle Sepik River

969.330.175

: Royal Ontario Museuim

; Collected between 1961 ~ 1966
Peter Austin
Height: 28 ecm. (Il in)

Diameter: 25.5. em. (10 in.)
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G) Materials : Fired clay and white and dark brown paint

H) Descripticn : Modein storage pot of fired clay has o founded
base and body with tapering neck and flaring rim.

Feur white washiad and heart shaped anthropomorphic faces in high relief

decorate the upper body of the vessel . Heart shiaped, white faces with round eyes

and pronounced noses in high relief are traditional Aibom features.



A)
B)
)
D)
E)

F)

Provenience
Accession Number
institute

Date

Collector

Dimension

Plate 67 Aibom Pot

Photo: Royal Ontario Museum

: Aibom Village, Chambri Lake , Middle Sepik River
: 969.330.173

Royal Ontario Museum
: Collected between 196] - [966

Peter Austin

Diameter: 25 cm. (10 in.)

305



306

G) Materials : Fired Clay and white and black paint.
H)  Description : Modern circular storage pot of fired clay

has a rounded base and body with tapering
neck and flaring rim. Four white-washed and heart-shaped anthropormorphic
faces in high relief decorate the upper body of the vessel. Heart-shaped face,
prominent nose and white surface paint of faces are traditional features of
Aibom pottery. Another Aibom trademark is the band of depressed ovals

in the shape of a ring of burst-bubbles .,



A) Provenience

B) Accession Number
C) Institute

D) Date

E) Coilector

F) Dimensions
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Plate 68 Aibom Vessel

: Aibom Village, Chambri Lakes, Middle Sepik River

y 962,330,178

: Royal Ontario Museum

: Coliected between 1961 - 1966

: Peter Austin

: Height: 31.2 e, (121/2in.)

Dicmeter at rim: 134 cm. 5 1/4 in.
n

www.”& \x2\ <
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G) Matefials : Fired clay and white paint

H) Description : Modern pot of fired clay is in the
shape of a goblet. Exterior surface

area is incised with horizontal wavy lines, linear zigzags

and dentate patterns. The incisions are filled in with

white paint. Influenced by the altar paraphernalia of

Catholic missionaries, the pot suggests the exaggerated

shape of an altar vessel.
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A)

B)
C)
D)
E)

F)

959 230137

Provenience

Accesstion Number
Institute

Date

Collector

. .
Dimensions

Plate 69 Rlackwater River Mask

Photo: Royal Ontario Museum

.o

Blackwater River, Middle Sepik, Identification by

Kaufmann ( 1974: private communication)

969:330:137

Royal Ontario Museum

Collected between 1961 ~ 1966

Peter Austin

3009



G) Materials : Woven rattan, cane, grass fibre, red, white and
black colour

H) Description : Anthropomorphic mask of woven ration has an
elliptical shape with flat, broad facial features

with a convex ferehead sloping to lower concave face. The facial features

consist of round, prejecting eyes and ears, a central ridge which terminates in

a woven loop nose above wide open flap representing the mouth.

Curvilinear design in white and black on red background enhances the facial

planes. Dentate colour design decorates circular border extension of face.
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A)

B)
Q)
D)
E)

F)

G)

Provenience

Accession Number
Institute

Date

Collector

Dimensions

Materials

e

s

e

Plate 70 Biackwater Basketry Mask

Blackwater River, Middle Sepik, (ldentification by
Kqufmang , 1974: Private communication)

969.300. 138

Royal Ontario Museum

Collected between 196l ~ 1966

Peter Austin

Length: 59.5 cm. (231/2in.)

Width: 47 em. (18 1/2in. )

Woven rattan, cane, red, white and black colour
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H) Description : Refer to Plate 69
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Plate 71 Kwoma Yina Carving
—— ~

Washkuk Hills, Unper Sepik

2

969.330.215

I

Royal Ontario Museum
oL

- Vo od ool i 25 3 YOYL i £
Coliecied between 1961-1964

detzr Austin

%1

A
2



G) Materials

H)

Description

Wood and white, yellow and black colour
Oval=shaped anthropomorphic face is carved

with large protruding features. Heavy brow is
typicatly decorated with horizental whiie and
yellow stipes outlined with white dots. Black
bulging eyes arve encircled with white bands.

The length of the nose is attached to face and
displays broad yellow nostrils over @ hanging

tongue protruding from the u-shaped mouth. Sawtooth
pattern trims the lower edges of the mask. Series
of white dots combined with white, vellow and
black colour araas pelychrome the carving and
outline and shape the facial fectures. Black knob
crowns the head. Back side has two long spike-like

projections carved downward. This sculpiure

illustrates the traditional ying carving design.
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Provenience
Accession Number
Institute
Date

Collector

Dimensions

Materials

Plate 72 Kwoma Yino Carving

.

Washkuk Hills, Upper Sepik
969.330.216

Royal Ontarioc Museum
Collected between 1961-1966
Peter fAustin

Length: 167.8 em. (66 in.)

Maximum Width: 33.1 em. (I5 in.)

Wood and black paint

N

e
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H) Description : Oval-shaped anthrepomorphic face is carved
with large protruding features: prominent brow

and crown knob; conical eye projections; curving phallic nose; hanging tongue

from u-shaped lips; and three arches over oval depressions on the chin, all

in monochrome black. Back side has two long spik-tike projections exiending

downwards. Neck-like shaft extends down from back of the carving.



Provenience

Accession Number

Institute
Date
Collector

Dimensions

Plate 73 Kwoma Yina Caiving

s

ae

Washkulk Hills, Upper Sepik
969.330.218

Royal Ontario Museum
Collected between 19611966
Peter Austin

Length: 114.2 em. (45 in.)
Width: 28 em. (il

. \
in.)
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G) Materials : Wood and grey pigment
H) Description : Oval ond concave shaped anthropomorphic face

is carved with large protruding features: prominent
brow with two luneties; blunt-shaped knob crowning the carving; protruding
bulbous eyes; long cylindrical-like shaped nose with pierced septums containing
small stick; and thick v-sheped lips, all in grey pigment with flasking. Neck-like
shaft extends down from back of the carving and terminates in the round. Older and
traditional yina carvings however, displayed a shaft which terminated in a point.
Except for this anamoly the carving is traditional in stylistic form end expression

and most likely was used within the sacred yina cult.



A) Provenience

B)

C)

Accession Number

g £ & 5 e
Institute

Date

Collector

Dimensions

Plate

..

e

e

N

‘ing Carving

1
Lt

74 Kwoina

Washkuk Hitls, Upper Sepik

969.330.221

Royal Ontario Museum

.Collected. . between 1961-~1966 .
Pater Austin

Length: 92.7 em. (36 1/2 in.)

Width: 30.5 em. (12 in.)



G) Materials Wood, and white, yeliow and black colour

H) Description : Oval-shaped and concave anthropomorphic face
is carved with large protruding feaiures ond
polychromed in white, yellow and black, The spiral forms, central spikes,
side hooks and irregular colour design are features alien to traditional ying
carvings and indicate modern manufacture, Ctiher features which are lacking
i

or irregular of iraditional ying carvings are: knob-like headpiece, neck-like

shaft and short staiure of carving.
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A) Provenience

B) Accession Number

C) Institute
D) Date
E) Collector

F) Dimensions

G) Materials

Plate 75 Kwoma Yina Corving

.o

e

Washkuk Hills, Upper Sepik
969.336.217

Royal Ontario Museum

Gollected between 1961-1966
Peter fustin

L: 81.8 cm. (32 1/4 in.)

Width: 2l em. (8 1/4 in.)

Wood and white, yellow, red and bluck paint



H) Descripiion : Oval=shaped anthropomorphic face is carved
with large protruding features and polychromed
in white, ysllow and red against a black background. Small headpiece,
projecting eyes, long cylinder-like shaped nose with perforated septum,
curving thick lips and neck-like shaft, are characteristic of traditional yina
.

carving style. The irregular colour design, blunt end shaft and short stature are

however, atypical and indicate a contemporary carving manufaciured for sale .



A) Provenience

B)
€
D)
E)
F)

G)

Accession Number

Institute

Date

Collector

Dimensions

PSRN
Materials

Plate 76 Kwoma Hook

Photo: Royal Ontario Museum

¢ Washkuk Hills, Upper Sepik (Identification by author)
: 969.330.223

loyal Ontario Museum

Collected between 196]-1964

Peter Austin
: Length: 161.5 cm. (60 in.)

Y ) - = 1 SN ; L1 1 5
Wood, and red, white, yellow and black paint

5225



H) Description : Hook consists of three anthropomorphic faces,
merging with one another and atiaclied to a

slender pole which terminates in an inverted bird's head and figure. Faces are

distorted copies of traditional Kwoma yina carvings. Pole is striped black

and white while red, yeliow, white and bleck polychromy decorates the

three faces. Traditional colours are outlined with white dots.



A) Provenience

B) Accession Number

C) Institute
D) Date

E) Collector
F) Dimensions

G) Materials

Plate 77 Kwoma Yam Figure

Photo: Royal Ontario Museum

.

a0

Minowi, Washkuk Hills, Upper Sepik

969.330.188

Royal Ontario Museum

Collected beiween 1961-1966

Peter an

s
x

stin

£

ite, yellow and black
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H) Description : Modelled clay figure has long, rounded and
oval-shaped body with conical head. Anthropomorphic

face appears as a caricature of fraditionai Kwoma faces which appear on

ceramics, The facial features are modelled in relief and consist of prominent ears

and nose with flaring nostrils; open eyes and open grinning mouth; two free-standing

loops on forehead; and flaring rim projection ai chin. Figure is coloured black

with traces of yellow circles and white paint on figure. Kaufmann (1974:

private communication) stated that he purchased an identical figure from a

Kwoma craftsman who was mass producing them.



A)
B)
C)

D)

G)

Provenience
Accession Number
Institute
Date
Collecior

Dimensions

Materials

Plate 78 Kwoma Pot

Fhoto: Royal Cntario Museum

s

.

Minowi, Washkuk Hills, Upper Sepik
969.330.187

Royal Ontario Museum

Collected between 12611966

Peter Austin

Height: 21.7 cm. (81/2 in.)
Diameter: 2.7 em. (8 1/2 in.)

Clay and black colouring
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H) Description : Circular clay pot has conical base which widens
at the sides and curves inwards at the rim.
Exterior surface is incised with curvilinear designs consisting of chevrons,
circles, ovals and teardrop shapes with dentate perimeters, as well as a dentate
band near the rim. According to Kaufmann [1974: private communication) this
is a nicely styled modern pot but with « confusing design incised in clay that
was too soft. The older and traditienal pots were choracterized with at léast one
ring or band at the botiom to separate the pattern from the base. This ring is
absent from this pot. A black laquer has been applied to both the interior and

exterior of the pot.



Plate 79 Nukuma Yino Carving

A) Provenience ¢ Washkuk Hills, Upper Sepik
B) Accession Number : 969.330.,220

C) Institute

oo

Royal Ontario Museum

D) Date

Collected between 19611966

o

E) Collector Peter Austin

F) Dimensions Length: 81.2 em. (32 in.)

on

Width: 23 e¢m. (9 in.)

G) Materials : Wood, and white, yellow and black colour
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H) Description : Oval-shaped anthropomorphic face is carved
with large prominent features in white, yellow and
black polychromy. Traditional features consist of the over-bearing brow decorated with
lunettes; the bulging eyes; curving lips; slightly protruding tongue; jutting rim;
pointed neck-like shaft; and polychromed surface areas cutlined with white dots.
The detached and cylinder shaped nose replacing a triangular-shoped nose, the lack
of a knob at the crown aond the irregular painting style are feaiure: not characteristic

of traditional Nukume yina carvings.



A) Provenience
B) Accession Number
C) Institute
D)  Date

Collgctor

F) Dimensions

G) Materials

Plate

.
e

o

.

.

e

80 Nukuma Mindja Carving

Washkuk Hills, Upper Sepik
969.330.219

Royal Ontario Museum
Collected hetween 1261-1966
Peter Austin

Length: 1.7 em. (44 in.)
Width: 19 em. (7 1/Z in.)

Wood and black colur
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H) Description : Sculpture consists of a narrow oval-shaped

plaque carved on a thin shaft. The face, resembling
yina carvings, is oval in shape and features: a heavy and prominent brow
with two incised lunettes; a knob crowning the carving; o long nose, sharply
pointed and with a pierced tip; two projecting eyes; curving thick lips; and a
rim jutting out at the chin. Large triangles at the sides, forming central
diamonds are incised on the plaque~like body. Over this low relief design
are carved a series of free~standing loops. A thin spike-like projection below
a perforated knob extends downwaid from the back on each side. The entire
carving is painted black. The shaft and short stature of the carving are
irregular features. Shaft projections were not common fo traditional mindja
carvings which were also much larger, approximately 152.5 cm. (5 ft.) in length
and usually polychromed with white, yellow and red colouring cgainst o

black background.



Plote 8] Nggala Shield

Photo: Courtesy of the American Museum of Natural History

ae

A) Provenience Swagap, April River, Upper Sepik

B) Accession Number : 80.1 5179

C) Institute - ¢ American Museum of Netural History

D) Date : Collecied in 19¢4

E) Collecior : New Guinea-Admiralty lslond Expedition

F}) Dimensions : Length: 173 em. (68 in.)

5] Materigls 1 Wosd, and white, vellow, red and blagk colour

H) Description
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is carved in fow relief wi
a curviltnear design in the shape of an hour-glass form with an enthropomerphic

L 6

face at eacl end. Polychromy defines the patien and decorates the surface

area of the shield.
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Plate 82 Aoril River Shield

Photo: Royal Oniario Museum

ae

A) Provenience April River, Upper Sepik

B) Accession Number ¢ 969.330 277

Q) Institute : Royal Ontario Museum

D) Date : Collecied between 19611966
E) Collector : Peter Austin

F) Dimensions : Length: 187 cm. (5 ft, 10 in.}

G) Materials ¢ Wood, and yellow, grey and bluck colour



H) Description : Shield is ovoid in shape ond tapers greatly

at cne end which is bluntly cut. Carved in low
relief the central design consists of a series of abstract faces surrounded by
curvilinear patterns and triangles which border the perimeters of the shield.
Polychromy of yellow, grey and black is combinad with the natural grain of

brown wood in the traditional style.
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A) Provenience

B) Accession MNumber

C) Institute
D) Date

E) Coilector
F) Dimensions
G) Materials

H) Description
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83 Wogamus Gong-beater

Vicinity of Woganwus River, Upper Sapik
962,330,225

Royal Ontaric Museum

Collected between [961-1966

Peter Angtin

Length: 69.8 ecm. (27 1/2 in.)

Wood and black colouring

Long cylindrical-shaped piece of wood is wide

and blunt at one end while the other terminates

in a stylized bird's head, open in the centre and displaying a shorp tengue-like
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projection. The surface area of the head is eloborately decorated with
curvilinear carving in the form of curving teardrop shapes filled with circular
discs. Bands of zig-zaging decorate the top and lower sections of the beater.

The gong-beater is completely coloured in black.



L Provenieace
Accession Number

ITretitute

Collector

Dimensions

Metarials
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SZSCH;I)HT,}!"&

centre, has slightly bulging eyes and is decorated with curvilivear carving

consisting of curving lines following form of epen space, a feardrop shape fitled with

Plate 84 Waogumus Canoe Prow |

: Vicinily of Wogamus River, Uppar Sepik
Q&P . 53023

: Royal Ontorio Museum

: Collected between 1961-1956

: Peter Austin

¢ Length: 58.5 em. (23 in.)
Widih: 15.3 em. (6 in.)

: Weod and brown colouring . i

Canca prow is carved in the shape of an abstract

: . . ;
bird's head. The siylized heud is open in the



circular discs and triangular pattern of the top. Af the base of the head is a
curving projection for aitachment to the cance. Incised paitern is similor to

that of 969.330.225,



Plate 85 lwam Shield

A) Provenience

May River, Upper Sepik
B) Accession Number 1 969,330,294

C) Institute

e

Royal Ontario Museum

D) Date : (ollected betwesn 19€61-1666
E) Collector : Peter Austin
F) Dimensions + Length: 327.3 em. (10 ft. 83/4 in.)

Width: 43.2 cn. {17 in.)
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H) Description : Slightly conve x, and long rectangular shield
is carved in relief with s’ry%ized traditional

designs painted white and pink and contrasted with raised biack lines.

Exaggerated length is a common feature of contemporary works which are

preduced for sale.



Plate 86 lwam Shield

Photo: Royal Ontario Museum

A)  Provenience . Aum group, May River, Upper Sepik
B) Accession INumber . 949.330.28l

C) Institute . Royal Ontario Musem

D) Date : Colleeted hetween 19611066

do &

E) Collector s Peier Austin

1
PR

Dimensions
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H) Description Rectangular~shaped shield decorated with
traditioncl lwam motifs: circles, plain or
containing star designs which arz generally regarded as zye or sun symbols;
and the sawicothed patiern or teeth motifs, which, depending on clan and
: r 7 !
family affiliations, are generally interpreted as representing croceldile
)’ F N
teeth or serrations on banona leaves (Abranwson 1970:57). The heightened
\ ~

colour conirasts resuiting f

ll XE 4:1, ” ,?hﬁ.,l sk {_‘;4. LB P l' 7‘ S l R s s h .
yellow; and the apondonment of fraattionol bilateral symmetiy, are however,

features indicating the new freedom in style composition evident in shields
N ] t

no longer produced for indigznous consumption but fof sale.

rom the predominant use of black against white and
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Plate 87 lwam Shield

A) Provenience | : Waniap, Tributary of May River, Upper Sepik

B) Accession Number : 969.330.303

C) 1Institute : Royal Ontario Museum

D) Date : Collected between 1961-1966
E) Collector : Peter Austin

F) Dimensions : Length: 228 cm. (89 3/4 in.)

Width ot centre: 38.7 cm. (15 1/4in.)

G) Materials : Wood, and black and red colour



H) Description : Oval-shaped board is elaborately carved in

relief with traditional designs consisting of
circles, teardrop shapes and sawteeth pattems combined in ¢ horror-vacui manner
with concenfric circles and <urving lfnes. The patterns in relief are painted

black while the background area is reddish-prown .

545
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Plate 88 lwam Shield

Provenience : Mavi, West May River, Upper Sepik

Accession Number : 969.330.293

Institute ¢ Royal Ontario Museum

Date - : Qollected between 1961-1966
Collector : Peter Austin

Dimensions : Length: 244 cm. (8 ft.)

Width at top: 34.3 ecm. (13 1/2 in.)

Width at bottem: 42 ecm. (16:1/2 in.)
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G) Materials : Wood, white, yeliow, black and reddish colours
H) Description : Rectangular shaped shield slightly rapering
towards the top is slightly convex and articulated
into differently sized horizontal design sections. The decoration is composed of
traditional and non~traditional elements. Traditional Iwam motifs of toothed
lobe designs at the top, commonly representing opposum tails or bird wings,
and circles, plain or concentric ones filled with rays or siar designs generally
interprefed as eve or sun symbols {(Abranison 1970:57) are fused with multilined
and parallel zigzags which appear *o be forcign to traditional hwam iconography.
Though organized into horizontal working areas, the common x formation of
lobed patterns composing iraditional designs is replaced by a stylized pattern of
paired concentric circles and enclosing zigzags in an attractive and well

exccuted but untraditional desigr. in yellow, white, red and black polychromy.



349

A) Provenience

B) Accession Number
C) Institute

D) Date

E) Collector

F) Dimensions

G) Meterials

H) Description

Flate 8% lwom Conos Prow

"

e

.n

.n

e

Waniap, Tributary of Moy River, Upper River
969.330.228

Royal Ontario Museum

Collected beiween 1961-1966

Peter Augtin

Length: 33.6 cm. (13 1/4 in.)

Width: 8.2 ecm. (31/4in.)

Wood and brown colouring

Oval=shaped carving with right~angled piece cut

from each end. Corving consists of an open~work



pattern with central circle above which are lobe=shaped forms incised with
teeth on either side of deep central depressions. Triongular or sawtooth

incisions decorate the curving pattems.,
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Plate 90 twam Canoe Prow
A) Provenience : Mavi, May River, Upper Sepik

B) Accession Number : 969.330.229

Royal Oniario Museum

o
Sty
-
-t
=
o
@
e

D) Date Collected between 1941-1964

ae

£} Collestor Peter Austin

s

F) Dimensions Length: 6l em. (24 in.)
Width: 4 em. (6 1/2 in.)

G) Materials Wood and black colour

LX)

H)  Description Curving rectangular shaped carving consists of

e

open-work and relief decoration. Traditional



lwam motifs: circles with star designs, toothed lohe~shaped forms, ond sawtooth
or dentate patierns elaborately decorate the black colaured surfese area.

Broken exiension at one end served as attachment to canoce .
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Plate 91 lwam Canoe Prow

A) Proveniencs

May River, Uppar Sepik

B) Accession Number s 969.330.120

C) Institute : Royal Ontario Museum

D) Date : Cellecied between 19611966

E) Collectoer : Peter Ausm

F) Dimensions : Length: 63.5 cm. (25 in.)

G) Moterials : Weod and black colouring

H) Description : Rectongular shaged corving consisis of two

paralie! seciiens joined at either end by blocks of carved wood. Elaborate
Iwam motifs: circles, perferated teardrop shapes, curvilinear lines and sawtooth

or dentaie patierns decorcia the carving which is entirely coloured in black.

A plain extension at one end served as atiachment to canoe.




Plate 92  Iwem Canoe Prow

A) Provenience : May River, Upper Sepik

B) Accession Number 1 969.330.23I1

C) Institute Royal Ontario Museum

oo

D) - Daie Collected beiween 19611966

E) Collector

Peter fustin

F) Dimensions Length: é2.2 cm. (24 1/2 in.)

-

Width: 14.5 e¢m. (5 3/4 in.)

C) Maierials

Wood and brown colour

ne

€5 gleiy - i i 3 LYY i i 2
H) Description Open-work carving of canoe prow consists of

fused circular and oval shapes elaborately
decorated with traditional fwam motifs: circles, lobe shaped forms, the

interiors of which are incised with teeth; and sawtooth or dentate patiemns

around the perimeters of the open carving.
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Plate 93 lwanm Cance Prow

Photo: Rd)fdl Ontario Museum

BY  Accession Number

‘

9:9.330.234

C) institute

Royal Ontaria Museuin

D) Date

Collected between 1961-1966

aw

E) Collector Peter Ausiin

e
ors

F})  Dimensicns

Lengthi: 106.7 em. (42 in.)

G) Materials : Wood, and white, yellow, and ied celour



H) Description : Open-work carved cance prow is composed from
oval and rectangular shapes elaberaiely decorated

with traditional lwem motifs. Motifs consists of plain circles, perforated

teardrops incised with dentate pattems, the interiors of which have

circle in the corners; toothed lobe-shaped forms. White, red and vellow

polychromy combined with the natural grain of wood decorate the forms. The

prow is only partially decorated since the relief carving end cclour technique

have not been completed.
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Provenience

Accession Number
Institute

Date

Collector

Dimensions

Materials

Plate 94 lwam Stool

Photo: Royal Ontario Museum

: May River, Upper Sepik (ldentification by author)

1 969.330.165

: Royal Ontario Museum

: Collected between 1961-1966

: PeterAustin

¢ Length: 47.5 em. (18 3/4 in.)
Width: 23 cm. (9 in.)
Height: 16.5 cm. (6 1/2 in.)

: Wood and black colouring

358
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H) Description : Saddle-like stool consists of three scalloped
forms on both sides in the manner of ‘iegs'.
Traditional lwam designs decorate the sides of the stool. The centre
scalloped ‘'ieg' is raminiscent of the lwam circle with interior star-design
but is eclectic in composition adopting toothed lobe~-shapes and dentate
patterns too. The side 'legs' consists of the symmetrical leaf-like lobed
shapes with toothed interiors. The raised arew is coloured black contrasting

with the natural brown of the carved cut surface.
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Plate 95 twam Lims Gourd and Siick

5 1) .
Fnoi

A) provenience

-

B) Accession Numbei

Q) Institute :
D) Date

0o

E) Collector

F) Dimensions

G) Materials

e

H) Desciiption

Section of the bulb is incised

o: Royal Ontario Museum

May River, Upper Sepik (ldentification by author)
969.330.56 A ond B

Royal Ontario Mussum

Collected between 1961-1966

Peter Austin

Length of gourd: 25.5 cim. (10 in.)

Length of stick: 26.2 em. (101/2 in.)

Gourd and black colouring, lime and stick
Bulbous gourd narrow ivh;'ough centre is perforated
ot smaller end where it receives the lime stick.

with traditional circular, curvilinear and
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toothed lobe~shaped, lwam motifs. The carved out surface is blackened and
contrasts with the natural brown gourd surface producing a highly attractive

effect.
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Plate 26 lwam Lime Gourd and Stick

Photo: Royal Cntario Museum

A) Provenience : Waniap, May River Tributary, Upper Sepik

B) Accession Number : 969.330.58 A and B

C) Institute : Royal Ontario Museum

D) Date : Collected between 1961-1966

E) Collector : Peter Austin

F) Dimensions : Length of gourd: 28 cm. (Il in.)

Length of stick: 24. 2 em. (9 1/2 in.)

G) Materials : Gourd and black colouring, lime and stick



H) Description : Flask-shaped gourd has iong slim neck which is
perforated to receive lime stick. Top section of
bulbous shape is incised with treditional Iwam motifs consisting of circles, plain
and dotted; lobe-shapes, the interiors of which are toothed; and curvilinear
lines. The carved out surface is b!aékened and contrasts with the notura

brown gourd surface producing a highly attroctive effect.
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A) Provenience

B) Accession Number

C) Institute
D) Duaie
E) Collector

F) Dimensions

G) Materials

H) Description

Piate

7 lwom Lime Gourd and Stick

Photo: Royal Ontario Museum

oo

o

e

“n

Waniap, May River Tributary, Upper Sepik

969.330 .59 A and B

Royal Ontario Museum
Collected between 19611966
Peter Austin
Length of gourd: 49.5 ecm. (19 1/2 in.)
Length of stick: 35.5 cm. (14 in.)
Gourd, black colour, bone end lime

d at the

Elliptical shapad gourd is perforated

tapered end and contains lime. Top third of



gourd is elaborately incised with traditional curvilinear and cuiving lwam motifs.
The carved out surface is blackened and contrasts with the natural dark brown

gourd surface producing a highly attractive effeci.



Provenience

Accession Number
Institute

Date

Collector
Dimensions
Materials

Descripiion

Plate 98 Shell Ring

Photo: Royal Ontario Museum

: Maprik
969 .330.34
Royal Ontario Museum
Collected between 196!-1966
: Peter Austin

Diameter: 12.7 ecm. (5 in.)

: Circular section of a shell

: Flat curcular ring of white shell has bean woiked

and has a highiy polished surface. Traditionally

566
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considered to be a wealth item, such shell rings were traded through out the
Maprik. They were used us ceremenial currency as well as items of personal

orncamentation .



368

Plate 99 Ceremonial Yam Mask

A) Provenience Maprik

B) Accession Number: 96%.330.139

C) lnstitute: Royal Oniario Museum

D) Date: . Collected between 1961-1966
E) Collecior: Peter Austin

F) Dimensions: Height: 63 cm. (24 3/4 in.)

Width: 37.5 ecm. (14 3/4 in.)

G) Material: Rattan
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H) Description: Unpainted, woven rattan mask is characierized by
a stylized anthropomorphic face. Superstructure
of five, woven, open~work bands is in imitation of a head ormament. The

mask is of the type produced for the tourist market.



A) Provenience

B) Accession Number
C) Institute

D) Date

E) Collector

F) Dimensions:

G) Materiol

H) Description

structure of four, woven, open-work ba

oo

e

Maprik
969.33.14

Royal Ontario Museum

Plate 100 Ceremonial Yam Mask

Collected between 1961-1966

Peter Austin

Height: 43.8 ecm. (I71/4 in.)

Width: 31.2 em. (12 1/4 in.)

.

Ratian

Unpainted, woven ratton mask is characterized

by a stylized anthrepomorphic face,

i

ion of al

rory

oA

(8

e
2uper-

omament.
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The mask is of the type produced for the tourist market.
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Plate 10l Ceremonial Yam Mask

A) Provenience : MG-P;iik
B) Accession Number 1 969.330.14}
C) Institute ¢ Royal Ontario Museum
D) Date . : Collacted between 1961-1966
E)  Collector : Peter Austin
F) Diménsions : Height: 25.7 cm. (10 in.)
Width: 20.5 em. (8 in.)
G) Materials : Rattan, yellow, red, white and black pigments

372
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H) Description : Woven rattan mask iz characterized by
an enthropomorphic face buillt up of

flat, recesced, circular eye planes painted red and separated

by a centrel noge crest wvhich terminates in a loop. Border

i35 predominantly vellow with characteristic white péfch

on the forchead. According to Forge (1974:vorivate

&nd the onesSrepresented up to
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Plate 114 are manufsctured in the traditional style.



Provenience

Accession Number

Instituie
Date
Collector

Dimensions

Plate 102 Ceremonial Yam Mask

Photo: Royal Ontario Museum

o

ey

Maprik

969.330.142

Royal Ontario Museum
Collected between 1961-1966
Peter Austin

Length: 17 cm. (6 5/8 in)
Widih: 4.7 em. (5 3/4 in.)

Height: 14 ecm. (51/2in.)
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G) Materials : Rattan, red, yeliow, white and black pigments

H) Description : Diminutive helmet mask of woven rattan is
characterized by an anthropomorphic face

built up of bulging concentric circles painted yellow, red, white and black.

A central nose crest terminates in a loop. Below, is a horizontzl slit for

a mouth. Note the projecting, buibous eyes ond characteristic white patch

above the eyes.
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A)
B)

<)

Provenience
Accession Number
Institute

Date

Dimensions

Plate 103 Ceremonial Yam Mask

Photo: Royal Ontario Museum

.o

Maprik

969.330.144

Royal Oniario Museum
Collected between 1961-1566
Peter Austin

Length: 28 cm. (1l in.)

Width: 2.5 em. (8]
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G) Materials : Ration, red, brown, white, black and green pigments
H) Description : Woven rattan mask is characterized by an

anthropomorphic foce buili up of flat, recessed
circular eye planes coloured white, red, black and brown and separated by
| nose crest which terminates in a loop. Traces of green are evident on
the cresi. Curved triangular section achove cireular eye plones is painted

black and red. Border at perimeters is hiack and brown .
£



A)
B)
C)
D)

E)

)

H)

Provenience
Accession Number:
In sfifu’ré:

Date:

Collector:

Dimensions:

Materials:

Description:

Plote 104 Ceremonial Yom Mask

Maprik

969.330.145

Royal Ontario Museum

Collected between 1961-1966

Peterdustin

Lengith: 20 em. (7 7/8 in.)

Width: 14.5 em. (5 3/8 in.)

Rattan, yellow, red, white and black pigment
Diminutive rafton mask is characterized by en

anthropomerphic face built up of flat, recessed

378
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concentric circles with cresceni-shaped openings below and above open
circular eye section. Central nose crest terminotes in a loop. Below, isa
horizontal slit for the mouth. Concentric rings are polychromed in yellow,
white; red and biack. Characteristic triongular section above the eye

is articulated in yellow. A black border flures out at right angles to face of

mask .
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Plagte 105 Ceremonial Yam Mask

A) Provenlence Maprik

B) Accession Numbar: 969.330.146

C) Institutes Royal Ontario Museum

D) Date: Collected between [261-19466
E) Collector: Peter Austin

B)  Dimensioms: Length: 24.7 cm. (9 3/4 in.)

Width: 23. 2 em. (91/8 in.)
G) Materials: Rattan, yellow, red, white and black pigments
H) Descripiion: Tightly woven rattan mask is characteiized by

an anthropomorphic face built up of flat, yellow,
concentric circles with mrescent-shaped openings below and above circular,

open eye ring. A ceniral nose crest terminates in a loop. Below is a horizontal



581

slit for a mouth. Border is black and the characteristic white patch is present

i

above the nose crest.



A) Provenience

B) Accession Number:
C) Institute:

D) Date:

E) Coliector:

F) Dimensions:

G) Materials:

Plate 106 Ceremonial Yam Mask

Maprik

969.330.147

Royal Oniario Musaum
Collected between 1961-1966
Peter Anstin

Length: 20.5 cm. (8 in.)

Width: 19 em. (7 1/2 in.)

Rattan, yellow, brown, white and black pigment
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H) Description: Woven ration mask is characterized by on
anthropomorphic face built up of flat, concentric

circles with crescent shaped openings above ihe open circular eye rings.

The central nose crest terminates in a loop. A superstruciure of three, woven,

open-work bands in imiiation of a head ormament is coloured in yellow and

!

%

black. Conceniric circles around the eyes are polychromed in brown, yellow

and durk red.
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Plate 107 Ceremonial Yam Mask

A) pravenisnce  Maprik

B) Accession Number:  969.330.148

Q) Institute: Royal Ontario Museum

D) Date: Collecied between 1961-1966
E) Collector: Peter Austin .

F) Dimensions: Length: 25.7 em (10 1/8 in.)

Width: 12.7 cm. (5 in.)
G) Materials: Rattan, red, yellow, white and black pigments
H) Description: Woven raitan mask is characterized by an

anthropomoiphic face built up of flat, concentric
circles with crescent shaped openings above and below open eye ring. Eye rings are
polychromed in white, yellow and red. A central nose crest terminates in a leop and is

threaded with a fibre. A wide border at top is coloured black .



R

Provenience
Accession Number:
institute:

Date:

Collecior:

Dimensions:

Plote 108 Ceremonial Yam Maszk

Maprik
969.330.142
Royal Cntaric Museum

Collected between 1961-1966

Peter Austin -

o e a4

attan, red, yellow, white and block pioment
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H) Description: Woven rattan mask
is built up of almost flat concentric circles

which come together at an vcute angle and are topped by a cenival nose

crest which terminates in a loop. Both circuler aye planes consist of twelve

crescent shaped openings radiating out and are pigmented white with a diagonal

black und red line cutting across. Exiending from the back, o high supersiructure,

supported by o reed fastened to eachside, is pelychromed with cuiving bands

of white, red, yellow and black. Projection at top centre o

supersiructure is cone-shaped and coloured red.

7
i



Plate 109 Ceremomal Yam Mask

A) Provenience: Maprik

B) Accession Number: 969.330.150

C) Institute: Royal Gntario Museum

D) Date: Collected between 1961-1966
E) Collecior: Peter Austin

F) Dimensions: Length: 14. 3 em. (55/8in.)

Width: 1. 2 em. (4 3/8 in.)

&) Moterials: Rattan, red, yellow, brown, white and block pigments
) Description: Diminutive, round mask of woven rattan is

characterized by un anifiropomorphic face built
up of convex concentric eirclas of whive,yellow, reddish-brown end

black polychromy. Bulging eyes are separated by a central nose crest which
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terminates in o loop. Below is a horizontal slit mouth. Section above eyes

is coloured reddish-brown while berder is pigmented black.
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Plate 1-710 Ceremonial Yom Mask
A) Provenience: Maprik
B) Accession iNumbe:: 269.330.151
C) Institute: Royal Cniario Museum
D) Date: Collected between 196]1~1966
E) Collector: Peter Austin
F) Dimensions: Length: 23.2 ecm. (2 1/8 in.)

Width: 2.7 em. (81/2 in.)

G) Materials: Rattan, red, blue, white and black pigments
H) Description: Tightly woven raitan mask is characierized by

an anthrosomorphic face built up of concentric

circles of orarge nd red with circular eyes polychromed with red, white, blue and

390



bluck horizontal lines. Crescent=shaped openings are above the circular eye
rings. Central nose crest is painted red and terminates in a loop. Belaw isa
horizontal slit for a mouth. Characteristic white patch is above the nose crest.

LIS

Black border frames the mask.



A)

B)

Provenience:
Accession Number:

Institute:

Dimensions:

Plate Il Ceremonial Yam Mask

Photo: Royal Ontario Museum

Maprik

969.330.152

Royal Ontario Museum
Collected between 1261-1966
Peter Austin

Length: 24.2 em. (9 1/2 in.)
Width: 23.5 em. (7 1/4 in.)

Heighi: 14 cm. (51/2 in.)

92



G) Materials: Rattan, yellow, red, white and black pigments

H) Description: Woven ratian mask is characierized by an
anthropomorphic face built up of flat, yellow

sections with circular, white eye planes and long, eylindrical, red

protruberances in the cenire . Separating the planes is a central nose

crest which terminates in o loop. Below, is a horizontal slit for the mouth.

Characteristic white patch is above the nose crest. Supersiructure of

red, white and black colours frames the upper scction of i

he mask i imifation

cf g head oma ment.
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Plate 112 Ceremonial Yem Mask
A) Provenience: Haprik
B) Accession Number: 969.330.153%
C) Institute: Royal Ontario Museum
D) Date: Collected between 1961-1966
E) Collector: - Peter Auvstin
F) Dimensions: Length: 19.1 cm. {74 in.) «
Width: 16 cm. (6% in.) ‘ -
Height: 14 cm. (5% in.)
G) Materials: Rattan, white, red, brown and black

pigments.
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H) Description: Woven rattan mask is characterized by an
anthrepomorphic face built up of white,
concentric circles separated by a high

central nose crest which terminates in a loop. A raised

brown rib curves around the top of the face and terminates
at either side in perforated woven disks. A wide border
at the top curves at right angles to the face and is

coloured in vhite, red and black.
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Plate 113 Ceremonial Yam Mask

A) Provenience: Maprik

B) Accession Number: 969.330.154

C) Institute: Royal Ontario Museun
) D) Date: Collected between 19611969

E) Collectors: Peter Austin

F) Dimensions: Length: 37.2 cm. (14 3/8 in.)

Width: 16 cm. (6 1/4 in.)

Rattan, white ond biack pigments

G) Materials:



H) Description: Woven rattan mask is characterized by an
anthropomorphic face buiit up of concentric
circular eye rings sepaiated by a cential nose crest which terminates in «
loop. Below is « tiny epening for the mouth. A high superstruciure with
an openwork lower section surmounis the mask. Black and white pigments

atternate with the noture! colour of the rattan fibre,
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A) Provenience:

B) Accession Number:

Q) Institute:
D) Daie:
E) Collector:

F) Dimensions:

G) Materials:

Plate 114 Ceremonial Yam Mask

Maprik

969.330.155

Royal Ontario Museum

Collected between I‘?’él—l9é9

Peter Austin

Length: 38.2 ecm. (15 in.)

Width: 43.3 cm. (17 in.)

Rattan, white, red, yellow and black pigments,
cassowary feathers, white downy feathers, wood und

bark fibres

398
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H) Description: Woven rattan mask is chore cierized by an
abthropomorphic face built up of bulging, circular

eyes separated by a ceniral nose crest which terminales in a loop. Below

is a protruding epening for the mouth. Concentric circles are painted in white,
red, yellow and bordered in black. Tha characteristic triangular paich above
the nose crest is accented by contrasting white und black celours. A wide
black border at the top of the tace is surmounted by an elaborated headdress

of black cassewary feathers and a strip of white dowry feathers. The structure

is in imitction of headdiesses that decorate modelled skulls of revered

ancesiors.
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Plate 115 Ceremonial Yom Mask

A) Provenience: Meprik

B) Accession Number:  969.330.163

C)  Institute: Roya! Onterio Museum

D) Date: Collected between [561~1966
E) Collector: Peter Austin

F) Dimensicns: Length: 36 em. (14 1/8in.)

Width: 10.2 em. @& in.)
G) Materials: Wood, yellow, red, block and white pigments, and

dri

od grass fibre



ont Small carving is charocterized by an oval-shaped

H) Descri

o]

anthropomorphic face built up of T-shaped facial
features outlined in black and emphasized with white dots around the lower
secticn of the face. The characteristic black #riangle on the forehead is
carved in low relief. The facial planes are iypically coloured yellow. An
oval-shaped headdress is decorated with an inverted V in multiple lines
painied black, white, red and yellow en @ vad background. Two perforated

triangles are at the sicdas just below the hzoddress. This mask follows the

401

prescribed style of design and colouring which characterizes Abelam face~painting.



A)

8)

D)
E)
F)

G)

Provenience:

Accession Number:

Institute: :
Date:

Collector:

Dimensions:

Materials:

Plate 116 Ceremonic! Yam Mask

South Wcasom, Maoprik (Identification by Forge 1974
private communication)

969.330.160

Royal Ontaric Museum

Collected between [261-1969

Peter Austin

Length: 24.5 cm. (95/8 in.)

Wood, red, black, white and yellow pigment

.
.
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H) Description: Oval shaped mask is carved from wood and is
decorated in o crude imifotion of ancestor
sculpture face painting. Facial features are crudely incised except for the
extremely long nose which is in low relief. lnstead of the characteristic
yellow of the facial planes, this mask is polychromed with white and the lower
section in black. The alimost ubiquitous black triangle forehead crest is
present here in relief and decorated with a white patch in the centre. A red

end black boider frame the fuce. The back is splintered, crudely carved and

unpainted.
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B)
Q)
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E)

Provenience:

Accession Number:

Instifute:
Date:
Collector:

Dimensions:

Plate 117 Babatagwa Mask

Photo: Royal Ontaric Museum

Maprik

969.330.207

Royal Ontario Museum
Collected between 196!-1969
Peter Austin

Height: 43.2 cm. (17 in.)

Diameter at base: 38. | ecm. (15 in.)
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G) Materials: Rattan, mustard, red, white and black pigment,
and grass fibre

H) Descripiion: The large globular, woven rattan mask is characterized
by an absiract face polychromed in red, mustard,

white and block. Bulging dome=shaped eyes with a crescent-shaped opening

below and above are placed in the centre of circular pianes which are

separated by un elaborate and cpen-worle crest 5 em. high. The mask is topped

by an infricaiely designed tiara-like headdress threaded with o thick piece

of grass fiibre. . Triangles in alternating colours of white, mustard and red

decorate the facial planes. Hom-like openings are situated ¢t the mouth and

ai the sides of the mask perhops to simulate ears. The base of the baba-mask is

coloured in collage of the four pigments.
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Plate 118 Frontal Fagade of Abelam

Tambaran Haus

A) Provenience: Maprik
B) Accession Number: Not available

C) Institute: Staatliches Museum fur Volkerkunde

Munchen, Germany

D) Date: Not available
E) Collector: Not available

') Dimensions Height: 7.50 m.

e

Width: 6.70 m.



G)Materials:

H) Description:

407

Sago spathe panels,; wocd, and white,

yellow, corange-red, and black pigments

Fagade of cult house is triangulér in

shape and counsists of several decorative
divigions. The top of the facade is
ecorated with a horizontal band of
stylized ‘hocker' figures. Below the

band are painted four enermous. nggwalndu

faces - the most important of the ancestral
gpirits. Augmenting the painted designs

ler: beam horizontaelly placed at

l...ln
n
o
=
o
@]
{0

the lower end of the sago sheets. The
beam is decorated with carved heads. All
the designs are painted in the traditional

white, yellow, orange-red and black

pigments.
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Provenience:
Accession Number:
Institute:

Date:

Collector:

Dimensions:

Materials:

Plate-119 Sago Spathe Painting

Maprik

969.330.276

Royul Ontario Museum
Collected between 19611966
Peter Austin

Length: 152 ecm. (59 3/4 in.)

Width: 46.3 ecm. (i81/4 in.)

Sago spathe, crange-red, yellow, white and black pigments.
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H) Description: Oblong-shaped sago panel is decorated with
'hocker' figure, white circles and ovals, white
cross~hatching and 'wut! triangle fillings, all polychromed in black, yellow,

and white on an orange-red background.
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Piote 120 Sugo Spathe Painting

Photo: Royal Ontario Museum

A) Provenience: Maprik (Identification by writer)

B) Accession Number: 969.330.310

C) Institute: Royal Ontario Museum

D) Date: Collected between 1961-1966

E) Collector: Peter Austin

F) Dimensions: Not available

G) Material: Sago spathe, orange-red, yellow, black and white pigment
H) Description: Oblonig=shaped sago panel is decorated by whiie

circles, crescent=shaped ovais, and cross-hatching, black iriangles, 'wut' bag
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filling and other geometric metifs painted black, yellow and white on an

orange~red background.
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Plate 121 Sago Spathe Painting

Provenience:
Accession Number:
Institute:

Date:

Collector:
Dimensions:

Material:

Description:

Maprik

213

Isaacs Gallery

Exhibition date: Spring, 1975
Paul Ryan

Not available

Sago spathe, blue, green, red,

yellow and white pigments

Oblong-shaved sago panel is decorated
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with a ‘hocker' figure, volychrome cross~hatching, wut
bag filling and othexr motifs in green, red, yellow and
white polychromy on a blue background. The head is
represented by an imitation head ornament. HNote the
chest ornament with cowrie-shell design pattern which is
in imitation of the ornamentation worn in real life. Use
of alien colours such as green and blue, is a2n indication

that it was produced with the use of Furopean paints.

Asking price atv Isaacs Gallery: $200,00,
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Plate 122 Abelam Wood Sculvture

®

A) Provenience: Maprik

B) hcecession Number: 80.0 6631

¢) Institute: American Museum of Natural History
D) Date: Collected in 1933%

E) Collector: Margaret Mead

F) Materials: jood, and red, white, yellow and

black pigment
G) Description: Three~dimensional, free-standing,
male figure carved in rounded and
invariably convex shapes defining the vredominantly oval
structural forms which build up the sculpture. Large
ovel shaped head is hunched down on an oval torso framed by
attenuated arms curving in an arabesque across the shoulders
and resting above the groin. Phallus is clearly indicated
and points down. The face is characterized by the basic
T-shape design typical of sculptural facial forms. Reminiscent
of ceremonial masks and flat paintings are the chest
ornament; the linear facial designs outlined with white
dots; the triangular wut bag design; and white, yellow, red

and black polychromy.



Plate 122 and 123

Photo:

Courtesy of The American Museum

of Natural History
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Plate 123 Abelam Wood Sculpture

A) Provenience: - Maprik

B) Accession Number: 80.0 664%

C) Institute: American Museum of Nafural History
D) Date: Coliected in 193%3%

E) Collector: Margaret Mead

F) Materials: Wood; and red, yelloe, white and

black pigment
G) Description: Three- dimensional, wmale, hock figure
is carved in predominantly ovate
structural formsa The large oval-~shaped head rests on the
ovate trunk which merges with an oval shaped rliaque, concave
and terminating in & hook. The hook resembles the
zoomorphic heads which are placed hetween the legs and
and look up towards the vhallus. The principle stylistic
features consists of ths T-shaped facial features; the black
oval form on the forehead; surface areas outlined in white
lines and dots; the triangular wut bag pattern; the familiar
chest ornament; and the red, white, vellow and black

polychrony.



G)

Provenance:
Accession Number:
Institution:

Date:

Collector:

Dimensions:

Material:

Plate 124 Abelam Wood Scuipture

Photo: Royal Ontario Museum

Maprik

958.117.8

Royal Ontario Museum

Museum gequisition datve: 1958
Anonymous

Unavailable

Wood, and red, white, yellow and black polychromy
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H)  Description: The three~-dimensicnal, male figure is carved in
predominantly ovate structural forms. The large

oval-shaped head is hunched down on an oval frunk which is framed by curving

arms with the hands rasting on the groin. Legs are characteristically bent and

rest on a hook. The phallus is long, and poinis down. The principle stylistic

features consist of the T-shaped facial feoiures; the black triangular design

on the forehead; surface areas outlined in white lines and dots; the triangular

'wut® bag patterns; the omnipresent chest ornament; and the red, white, yellow

and black polychromy.



A) Provenience:
B) Accession Number:
C) Institute:

D) Date:

E) Collector:

G) Material:

H) Description:

Plate 125 Sacred Wood Sculpture

Maprik

37

lsaacs Gallery

Exhibition date: Spring, 1975

Paul Ryan

Wood, and orange=red, yellow, black and white
pigment.

Three~dimensional, free-standing male figure is
carved in predominanily ovate-shaped forms which
definte the head, torso, and the curving arms and

legs. The figure is fused with two birds perched on the

)
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head and a snake Eetween the feet, facing up to the phallus
wvhich hangs straight down just above the snake. The
characteristic stylistic features consist of the T-shavped
facial feztvres; the white circle on the forehead; surface
areas outlined in white liness and dots; the friangular

wut bag patterns; the typical chest ornament; and the

red, white, yellow and black polychromy.

hsking price at Isaacs Gallery $850.00.



A) Provenience:

B) Accession Number:

C) ITastitute:
D) Date:

E) Collector:

F) Dimensions:

G) Material:

Plate 126 Sacred Wood Sculpture

Photo: Royal Oniario Museum

Maprik

969.330.197

Royal Ontario Museum
Collzcted between 1961-1966
Peter pAustin

Length: 96.5 cm. (3 ft. 2 in.)

Wood, and red, yellow, black and white pigment

422
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H) Description: The three~dimensional, fetnc&le figure is carved
in curved and rounded forms. The principle

stylistic features are the fusion of the figure with two hombills perched

on the head and a snake emerging from the vulva; the T-shoped facial

features; but here loosaly represented; the chest ornament; the cross~hatching

and triangular 'wut' bag design; surface areas cutiined with white dots;

and the white, red, yellow and black polychroming. Conspicuous features

are the three oval concave depressions at the sides; the short stylized legs;

and the lack of arms.



A) Provenience:

B) Accession Number:
C) Institute:

D) Date:

E) Collector:

Plate 127 Coconut Shell Cup
Photo: Courtesy of the American

Nuseum of Natural History

Maprik

80.0 6192

American Museum of Natural History
Collected in 1933

Margaret Mead

F) Dimensions: Height: 12.7 em. (5 in.)

G) Materials:

H) Description:

Coconut cup and white and black pigment
Circular, coconut shell cup is engraved
with styvlized 'hocker' figures and

curvilinear and geometric designs on

the top three-quarters of the surface area. The engraved

areas are filled in with white pigment contrasting with

the black background.

laguered black.

The bottom quarter of the cup is
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Plaie 128 Coconut Shell Cup

Phoio: Courtesy of the American Museum of Natural History

A) Provenience: Maprik

B) Accession Number: 80.0 6232

C) Institute: American Museum of Natural History

D) Date: Collected in 1933

E) Collector: | Margaret Mead

F) Dimensicns: | Height: 12 em. (4 in.)

G) Material: Coconut shell, and white and black pigmsent

H) Description: Circular coconut shell cup is engraved with a series

of stylized 'hocker' figures, oval designs and other
geometric elements filled in with white pigment contrasting against the

lacquered black background.



427

Plate 128
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Plate 129 ¢lay Bowl

A) Provenience: Maprik

B) Accession Number: 969.330.174

C) Institute: Royal Ontario Museum

D) Date: Collected between [961-1966
E) Collector: Peter Austin |

F) Dimensions: Height: 23 e¢m. (% in.)

Diameter: 25.3 cm. (10 in.)
G) Material: Clay, and orange~-red, yeilow, white and black

pigment.
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Plate 130 Clay Bewl

Photo: Royal Ontario Museum

A)Provenience: Woserea, Maprik (Identification by
Kaufmann 1974 :private communication)

B) Accession Humber: 969.3%%0.177

C) Institute: Royal Ontario Museun

D) Date: Collected between 1961~1966
E) Collector: . Peter Austin

F) Dimensions: Height: 22.8 cm. {9 in.)

Diameter: 25.3% cm. (10 in.)



@)

H)
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Plate 131

cliay Bowl

Photeo: Royal Ontario Museum

Provenance:

Accession Number:
Institutes:s

Date:

Collector:

Dimensions:

Description:

Wosera, Maprik (Identification:by
Kaufmann 1974: private communication)
969.330. 176

Royal Ontario Museum

Collected between 1961-1966

Peter Austin

Height: 23 ecm. (9 in.)

Diameter: 25.3 em. (10 in.)

Clay, orange-~red, yellow, white and
black pigment

Circular polychrcme bowl of fired

clay is incised wit
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in curvilinear designs, triangles and pointed notched
ovals. The bowl is predominantly orange-red, with
yellow and black articulating the ovals, and white applied

to some triangles and curvilinear designs.
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Plate 132 Abelam Drum

A) Provenience: Tau, Maprik

B) Accession Number: 969.330.1%36

C) Institute: Royal Ontario Museum

D) Date: Collected between 1961-1966
E) Collector: Peter Austin

F) Dimensione: Length: 75 cm. (293 in.

Maximum Diameter: 21.5 cm. (83 in.)

G) Materials: Wood, black and red paint
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H) Description: Drum is carved into an hour-glacs shape.
A rectangular shaped, undecorated handle
is carved to one side of drum at the

walst. Outer surface of drwu

=
=n
0

decorated with stylized ‘hocker' fig
carved in low relief. Tympanum is

ing. Drum is coloured red and black.





