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In this edition of the OAS Journal 
we read the story of George 
William Mostyn, the third in Barry 
Craig’s series of short biographies 
on early collectors for the South 
Australian Museum. We really must 
applaud Barry for this magnificent 
contribution to our knowledge of 
how so many of the important 
artefacts in our public institutions 
came to be where they are. And we 
must also congratulate Barry, and 
his co-authors, Ron Vanderwal and 
Christine Winter on their magnificent 
book, War Trophies or Curios? The 
War Museum collection in Museum 
Victoria 1915-1920, which was 
recently launched to much fanfare 
in Melbourne (we will bring a full 
review of this book in the next 
edition of the Journal).

Not only do these works greatly 
enhance our appreciation of the 
objects themselves, they also show 
the historical linkages between 
Australia’s evolution and that of 
the Pacific nations, and how our 
understanding of artefacts from 
these nations has evolved. While 
they were certainly seen as curios 
a hundred years ago, they are 
now seen as significant works 
of art and important examples of 

material culture. This has been a 
slow, but still radical, transformation 
in thought. Objects that were once 
used to emphasis the perceived 
backwardness of indigenous 
societies are now celebrated as 
windows into the complexity and 
beauty of diverse and idiosyncratic 
cultures. Scholars such as Barry 
Craig, his fellow authors and the 

  

Wednesday 20 July 2016 – OAS Lecture, Mark Blackburn - Understanding Polynesian Art.  6:30 for 7:00pm Australian Museum. 
Details page 2.

Saturday 23 July – OAS Tribal Art Fair, 10am - 3pm - St Matthias Church Hall Oxford Street Paddington NSW. Table bookings 
now open, but filling fast. See ad page 3.

Wednesday 14 September 2016 – OAS Lecture Centuries 19 to 21. The Macleay Museum’s Pacific collections  A public lecture 
by Dr Jude Philp in association with the Oceanic Art Society. 6:30 - 9pm Macleay Museum, Sydney University. 

Saturday 12 November 2016 – OAS AGM and Lecture Crispin Howarth - Meeting the Fellows Collection and more. 10am - 
12:30pm - Australian Museum,  followed by a luncheon, details to be advised.

dates for your diary

Ivi po’o human bone toggles.
Matahoata Quai Branly, Paris, 2016.
Image by Crispin Howarth.

many academics, researchers and 
writers working in this field have 
greatly expanded our collective 
knowledge and understanding of 
Oceanic art. Many have graced 
the pages of this Journal and we 
are grateful to them all. So let me 
express our collective Thanks!

(Continued back cover)
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NEXT LECTURE 
Wednesday 20 July 2016 - OAS Lecture, Australian Museum 6:30 refreshments, 7:00pm 
lecture, $25 OAS and Australian Museum Members, others $35. For bookings and payment 
email: secretary@oceanicartsociety.org.au.

Mark Blackburn will be presenting a lecture on:

Whilst collecting Polynesian art for 
over three decades it has come 
to my attention that the majority 
of collectors, dealers and auction 
houses know little or nothing about 
the art and culture of Polynesia 
itself, let alone being able to find 
some of the islands on a map. This 
has continued to bother me as I 
have watched the objects become 
more and more monetized. In fact, 
I know one auction house person 
(an advisor to some of the top-tier 
collectors and speculators on the 
planet) who says, and I quote: “I 
don’t give a damn about the culture, 
I know great art when I see it”. Yes, 
it is true that, if you do not have a tin 
eye (which unfortunately pervades 
a majority of the industry), that you 
can, with some sense of aesthetic, 
recognize a beautiful shape and 
form - but can you really evaluate 
it without understanding the culture 
from where this object originates? 
My simple answer is: I think not.

In the increasing wildly 
speculative and collecting world 
of Contemporary Art, for example 
(‘Con Temporary’ - don’t you 
think the name fits the genre?) 
I see people, who normally do 
not generally collect tribal art, 
adding to the myth, so to speak, 
and being courted by some of 
the major auction houses and 
top-tier dealers. These so called 
‘crossover clients’ are told that they 
need a great Fang or Rapa from 
Easter Island to compliment the 
Rothko, Picasso or De Kooning 
they have hanging on the wall. 
Do these ‘crossover’ people really 
understand the cultures of these 
places? I say emphatically: No, 
they do not! In fact, in a recent sale 
catalogue, it was hard to distinguish 

whether they were selling modern 
master paintings or tribal art, as 
they continue to promote and blur 
this crossover world.

My coming talk in Sydney, on 20 
July, will focus on how you can 
understand Polynesian Art objects 
and the great cultures that made 
them, and will cut through the hype 
and manufactured myth that comes 
today in the field of collecting.  I 
will show to all collectors, that 
with time and knowledge, you can 
still acquire beautiful Polynesian 
objects for reasonable prices, not 
great sums.  

I will also touch on personal 
experiences in some of the more 
far flung islands, including my 
Explorer’s Club Flag Expedition 
#53 to deep remote Southern Lau 
in Fiji this last December. Southern 
Lau, along with Tonga, I believe, is 
the last holdout of true Polynesian 
culture in the Pacific. I will as well 
include my experiences on very 
remote and unvisited islands in the 
Hapaai group. I will also be sharing 
photos of rarely seen pieces from 
not very frequented museums 
in New Zealand. See you there,  
20 July, at the Australian Museum.

A couple of interviews are available 
on-line. One in particular is Michael 
Auliso (Tribal Mania) and Mark 
Blackburn discussing the 2010 
publication Polynesia: The Mark 
and Carolyn Blackburn Collection 
of Polynesian Art. Text by Adrienne 
Kaeppler. This is also an excellent 
opportunity to see a number of 
the superb works in the collection. 
See: http://www.tribalmania.com/ 
INTERVIEW.BLACKBURN.htm.

Understanding Polynesian Art

Marquesan stone tiki recently aquired 
from a French collection. Images 
courtesy Mark Blackburn.

Maori paddle recently aquired from a French 
collection. Image courtesy Mark Blackburn.
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Masks, carvings, weapons, 
artefacts, jewellery, 

textiles, books, prints. 
Great pieces at great prices!

Genuine ethnographic rarities, 
collectables and decorator pieces 

from PNG, the Pacific, Africa 
and South East Asia.

Art of the Marquesas Islands, Matahoata 
at the Musée du Quai Branly
By Crispin Howarth

The Matahoata: Arts and Society in the 
Marquesas Islands exhibition, held at the 
Musée du Quai Branly, Paris, opened on 
the 12th of April. The art of the Marquesas 
Islands of French Polynesia has been the 
subject of a number of exhibitions over 
the past years: at the Musée des Beaux-
Arts de Chartres in 2008; The Metropolitan 
Museum of Art in 2005, and at the Musée De 
L’Homme in 1995. For a small nation of less 
than 10,000 people today, the traditional arts 
encountered there in the late 18th Century 
to the early 20th Century have created an 
enormous impact -- one only has to look at 
the influence Marquesan culture had on the 
works of Gauguin or Melville, for example, 
for this to become apparent. Marquesan art 
styles are distinctive and the all-pervading 
tiki face can be found on so many objects, 
including as the eyes and nose of the tikified 
face of  the war clubs, u’u, that are iconic 
within oceanic art. Matahoata was curated by 
Carol Ivory (Retired Professor of Art History 
Emerita of Washington State University) 
who has dedicated her career to studying 
the art and culture of the Marquesas and this 
really shows in the depth of information to be 
found on accompanying wall texts which are 
in French and English.

It is a large exhibition with a staggering array 
of material at some three hundred objects 
relating to Marquesan society. Two notable 
features are the numerous selection of the 
Ivi po’o bone toggles in the form of tiki figures 
and a fine grouping of u’u clubs, both of which 
lend themselves to the enjoyable activity 
of comparative visual analysis. Also there 
are groups of drums, tattooing equipment, 
pounders, adornments (the ostentatious 
feather headdresses and leglets with 
bundles of curly human hair are remarkable), 
large-eyed figures that once stood in Marae 
enclosures created in wood and in stone 
are a strong feature of Matahoata including 
a colossal stone piece dominated by a face 
which, I think, would have presented the 
exhibition designers with some difficulties to 
display as well as they have. It is a very well 
designed exhibition of great size with neutral 
wall colours and one can easily spend hours 
passing from one space to the next. Some 
objects were outstanding examples of their 
type – within a series of lidded Kotue feast 
bowls which have tiki heads to one end one 
had reduced all surface features giving its 
form an overall graceful elegance perhaps 
intentionally reminiscent of a bird. Another 
strong object was the tiki head from the prow 
of a great canoe loaned from the collections 
of the Vatican. This little known piece has the 
balanced harmony evident in the greatest of 
Marquesan art.

Highly decorated stilt steps, tapuva’e, 
featuring tiki figures, functioned as foot 
platforms tied to six-feet poles used in 
sparring events and seem to be relatively 
common as individual objects but it was 
pleasing to see a pair complete, lashed to 
their poles. One appealing stilt step stood 
out for its figure’s aggressively defiant 
posture of exposed buttocks.

The majority of the objects naturally come from 
French institutions and also several from French 
and European private collections, including 
early watercolours, prints and photography 
that help to enhance a visitor’s understanding 
of Marquesas Islands culture during the 19th 
Century. Towards the end of the exhibition there 
is a focus on contemporary material and it is 
here that some exceptionally beautiful artworks 
can be found created by artists active today. 
Something that intrigued me was the inclusion 
of works influenced by Marquesan art, e.g. 
an entertaining piece by the German artist 

Andreas Dettloff, entitled Micky Mouse Club, 
which invites discussion on whether it is artistic 
innovation or cultural appropriation.

During my holiday break to visit Matahoata 
I went along to a reception held at Gallery 
Meyer for the accompanying conference, 
among the attendees were a large group 
of Marquesan delegates and it was a 
particularly happy and special moment for 
many concerned as objects such as an u’u 
club were freely handled and passed to one 
another without the restriction that can often 
be found in a Museum context.

This excellent exhibition could easily be 
visited several times to really absorb the 
broad range of arts shown and while 
Matahoata closes on 24 July a large 
catalogue is available and a number of 
installation shots of the exhibition can be 
found on the Matahoata webpage of the 
Branly Museum. http://www.quaibranly.fr/

Shot of installation of toggles and figures. Matahoata, Quai Branly, Paris, 2016. Image courtesy 
Crispin Howarth.
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Te Kuhane o te Tupuna / Spirit of the Ancestors
Preview showing to Oceanic Art Society, Sydney, 11 May 2016. Report by Robin Hodgson

May 11 this year saw OAS join forces 
with PFF - Pasifika Film Fest - at the 
Australian Museum for a preview 
showing of Te Kuhane o te Tupuna/ 
Spirit of the Ancestors - which, as 
one of our discerning members says, 
historically and contextually, is a 
beautifully crafted film which plays on 
the genesis of the peoples of Rapa 
Nui and its historical forces.
 
We were entertained with excellent 
music provided by Easter Island 
musician and songwriter Yoyo Tuki, 
given tastes of delicious islander 
food ahead of the film screening, 
and afterwards a Q & A session 
with Dr Grant McCall and Yoyo Tuki 
discussing the tumultuous history 
of Rapa Nui from the time of first 
European contact to where it is today.  
We learnt the name Rapa Nui means 
Greater Rapa. Grant displayed the red 
and white flag of Rapa Nui showing 
the crescent shaped emblem worn on 
the chest by the king.
 
Slave raids from Peru from 1861 to 
1862 removed 31,000 people from 
Rapa Nui as ‘recruited’ labour (they all 
signed statements to the fact that they 
were recruited) but they were sold in 
the market places as slaves. Smallpox 
and tuberculosis killed hundreds of 
them. Only about twelve of this ‘stolen 

generation’ ever made it back to Rapa 
Nui. The island, having been left with 
a total of only one 
hundred and ten 
people, was feeling 
fragile, and in 1868 
when the French 
came the remaining 
people asked 
them to establish a 
protectorate over Rapa Nui. A British 
sea captain, partial to souvenirs, 

wanted a large, very well carved 
moai. He was prevailed upon to 

take a letter written 
in French to the 
chargé d`affaires, 
in Valparaiso, Chile 
requesting the 
establishment of 
the protectorate 
in exchange for 

the moai. When the letter reached 
Valparaiso it was filed in the French 
archives and remained there until it 
was made public in 1976, never read 
and never actioned, but the British 
captain had his moai.
 
The large granite moai now in the 
British Museum, is listed in the 
book Oceanic Mythology by Roslyn 
Poignant which says: In 1868 the 
stone figure called “Breaking Waves” 
was removed from a stone house in 
the sacred village of Orongo, Easter 
Island. Today in Rapa Nui that moai 
is known as: Hoa Haka Nanaia - the 
stolen friend. Grant McCall spoke of 
another name, which translates to 
“Surf Ride” because the statue was 
pushed downhill on grass bunches 
so that it would not be scratched. The 
British Museum is not interested in 
repatriating the statue; neither is the 
Chilean government. There are 

Yoyo Tuki playing. Image courtesy Jerry Liew.

Yoyo Tuki and Dr Grant McCall holding the Rapa Nui national flag. Image courtesy R. Hodgson.

A British sea captain, 
partial to souvenirs, 
wanted a large, very 

well carved moai.
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at least six or seven other moai now 
outside Rapa Nui; one in Chile since 
1953, two heads only in Paris (the 
ships were too small to take the whole 
statues), one in Brussels, one in the 
Smithsonian since 1886, and a very 
small one in Auckland - a souvenir 
perhaps. A Finnish tourist to the island 
once chopped off an ear of a moai and 
put it in his rucksack but was caught 
when he tried to leave the island.
 
Due to the Spanish influence over 
much of South America, Chile in 
particular, Chilean Spanish is widely 
spoken on Rapa Nui, although 
government policy has decreed since 
the 1990s that total immersion classes 
entirely in Rapa Nui are being taught 
to about year 3 or 4; the radio station 
is broadcast entirely in Rapa Nui and 
the most popular songs sung generally 
and in nightclubs are all in Rapa Nui. 
Yoyo Tuki has made a large collection 
of the songs in the national language, 
finding it a powerful tool subconsciously 
advocating the language of Rapa Nui 
in what is predominantly a mixture of 
all three languages: Rapa Nui, Spanish 
and Tahitian.
 
OAS thanks the team at Pasifika 
Film Fest for providing the film, the 
great island style refreshments, 
and for enabling Yoyo Tuki to come 
along for the evening, and for making 
it such a great success.  We look 
forward to seeing the full Pasifika Film 
Fest offerings at Fox Studios 2 – 6 
November 2016. Hoa Hakananai from the British Museum. Image courtesy of the British Museum.

Exceptional collector 
seeks exceptional 

Pacific clubs in Australia

www.tribalartbrokers.net
In Praise of Tribal Art: http://www.tribalartbrokers.net/praisetribal 

My Beady Eye: http://www.tribalartbrokers.net /mybeadyeye
Join David Said on facebook for regular updates

http://www.facebook.com/david.said.165

Keen collector  seeks quality 
Polynesian, Melanesian and 
African clubs. Please email jpegs 
to dsaid@ozemail.com.au

Head of a 
rare 19th 
century 

club with an 
elaborately 

carved 
head, 

Pentecost 
Island, 

Vanuatu.
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In this issue of the OAS Journal, 
I provide a short biography and a 
sample of the collections of:

George William Mostyn 

Mostyn was born in Surrey, England, 
ca1874. He had served eight years in 
the Citizens Military Force as a Warrant 
Officer and was employed as a clerk 
in Adelaide before enlistment in the 
AN&MEF in October 1914. He was 
immediately given the rank of Colour 
Sergeant, promoted to Lieutenant a year 
later, and to Captain in April 1917. He 
was discharged in August 1919; this is 
almost exactly the same military career 
path as Hunter’s. In 1926 he was asked 
to lead a syndicate to prospect for gold 
in New Guinea but it does not appear 
that he did so. He died in 1939.
 
It is not clear where he spent his time 
prior to taking leave to Australia in 
December 1915, but it seems that when 
he returned from leave early 1916, he 
spent some time at Nauru. After being 
promoted to Captain and taking leave 
again in April 1917, he returned to New 
Guinea in June and was posted to 
Ablinghi on the south coast of West New 
Britain from November 1917 till October 

1918, when he again went on leave to 
Australia. In January 1919 he returned 
to Ablinghi as District Officer and served 
there and at Gasmata nearby until his 
discharge in August 1919.
 
95 objects were purchased from Mostyn; 
13 were registered in 1917 (from 
Bougainville and the Solomons, so it is 
possible he had been posted to Kieta) 
and the rest in August 1922 from all the 
Districts of German New Guinea. Only 
two items are from Nauru and 23 from 
New Britain. It is unlikely that he collected 
all the other items himself but may have 
obtained some from other servicemen.
 
A 1916 newspaper article[1] announces 
‘Tangible evidences of the occupation 
of the New Guinea territory lately in the 
hands of our enemies may be seen in the 
recent acquisition case at the Adelaide 
Museum. . . The most remarkable 
article [from Lieutenant G.W. Mostyn] 
‘is a bottle-like basket . . . placed on the 
head of a native boy when he attains 
his twelfth year, and is worn, walking or 
sleeping, until he marries . . .At marriage 
the hair is cut close to the head, and the 
basket and its contents are preserved’ 
(Fig. 1). Mostyn recorded the collection 
locality as Arigua, Bougainville[2] and 
the name of this head-dress as topa.
 
Several other items are mentioned in the 
newspapers: clam shell armlets (A.8734, 
-5) and nose-pegs (A.9174, -5), and two 
human bone coconut splitters (A.8736, 
-7). Two over-modelled human skulls 
are noted but these (probably middle 
Sepik and from Walter Balfour Ogilvy) 
are not in the list of items from Mostyn.

Figure 1. Boy’s initiation hair container (topa), 
collected by G.W. Mostyn, Arigua, Bougainville c. 
1915. Pacific Cultures Gallery, South Australian 
Museum A.7434. Photo: Tony Vlavogelakis.

Figure 2. Wood bowl collected by G.W. Mostyn from Rooke Island (Umboi), pre-1919. South Australian 
Museum A.12323. Photo: B. Craig.

Tinker, Tailor, Soldier, Sailor – Part IV
By Barry Craig.  Continued from the last issue of the OAS Journal

A wood bowl from Rooke Island (Umboi) 
may have been made by a Siassi 
Islander and traded to Umboi. This bowl 
(A.12323, Fig. 2) is the typical oval 
bowl used to prepare and serve food 
during feasts and was an essential 
bride price item. Siassi bowls were 
traded widely throughout north-east 
New Guinea after the Siassi Islanders 
took over the making of bowls from the 
Tami Islanders.This bowl features the 
face of the balum or kani spirit at each 
end, with their two tri-partite oa-balan 
head-dresses meeting at the middle 
of the under-side of the bowl (Bodrogi 
1961:101 and Figs 88, 89).
 
A large wooden mortar (A.12326 – Fig. 
3), used for mashing boiled taro, is 
given the origin ‘Telanus Haven’. Careful 
scrutiny of several maps and Gazetteers 
failed to locate this Harbour. The most 
similar-sounding name is Kelanoa 
Harbour, on the north coast of the Huon 
Peninsula. The people of this area 
are closely related linguistically to the 
Austronesian speakers of Siassi, Huon 
Gulf and Tami Islands and certainly 
participants in the trade network of 
the region. A similar wooden taro 
mortar from the Yabim is illustrated by 
Neuhauss (1911:249, Fig.158b) but that 
mortar has the carved representation of 
a lizard on the side.
 
The carved motifs on the side of the 
‘Telanus Haven’ mortar could not be 
matched to motifs on published wooden 
objects found in the Huon Gulf-Siassi 
region. However, the ring-like ornament 
at the ‘nose’ of the face-like motif on both 
sides of this mortar are consistent with 
yabo (boar’s tusk) or kematen (conus 



OAS Journal Vol.21  No.3 - Page 7

museums

ring) motifs of the Huon Gulf region, and 
the zig-zag line down the middle of the 
‘nose’ could be the kalikali (centipede) 
motif; Bodrogi reports that this centipede 
emits a strong light when touched 
(1961:167, 168, 171). Eric Coote has 
suggested the design could represent 
a kind of chest ornament (Fig. 4) worn 
by men of the Madang-Rai Coast-Huon 
Gulf region (pers. comm. 19 August 
2014).[3]
 
 A large wood mask (A.12340, Fig. 5) is 
likely to be from near Bogia (cf. mask 
from Potsdamhafen near Bogia, in 
Field Museum, Chicago, Fig. 6) but is 
registered as ‘Upper Sepik, 700 miles 
from the coast’. This is 1120 kilometres, 
which is at the very source of the river 
and must be incorrect. If we assume 70 
miles was meant (112 kilometres), that 
is about where the Catholic Mission of 
Marienberg is located. If we accept that 
the style of the Mostyn mask, although 
a little different from those in Chicago, 
suggests the Potsdamhafen–Bogia 
area, it is possible that the mask was 
collected there, taken to Marienberg by 
one of the priests, and later acquired 
by someone from whom Mostyn 
subsequently obtained it.
 
Four New Britain items – two shields 
and two hand drums – may well have 

been obtained by Mostyn himself, as he 
was stationed for some time at Ablinghi 
on the south coast of west New Britain 
and undoubtedly called in at places 
along the south coast on patrols and on 
his way to and from Rabaul.
 
The shield A12350 (Fig. 7) is a Mengen 
shield (cf. Heermann 2001, Plate 84). It 
is registered from ‘Gilalum, Jacquinot’ 

but ‘Gilalum’ in the 1974 Gazetteer 
is a Baining location on the Gazelle 
Peninsula, nowhere near Jacquinot Bay 
on the south coast of east New Britain. 
It is not clear how this confusion of names 
has occurred. The front of this shield shows 
the impact of spears, with small stones 
embedded in the wood to fill the holes.
 
Some commentators regard the top 
and bottom designs on the front of 
these shields as ‘face-like’ but there 
is no information available as to what 
any of the designs – on front or back – 
represent or mean. Parkinson admitted 
defeat on this issue. He confessed 
(1999:272):
I have often wasted time on deciphering 
designs. However . . . I have become 
very cautious, and have let a great 
part of my apparently quite sound 
explanations find their way back into 
the waste paper basket.
 
The shields constructed from three 
vertical planks bound together (Fig.8) 
are characteristic of the Arawe Islands, 
Kandrian and areas to the north, east 
and west (cf. Heermann 2001:154, Fig.2 

Figure 3. Wood mortar, obtained by G.W. 
Mostyn, ‘Telanus Haven’ (Kelanoa Harbour?), 
pre-1919. South Australian Museum A.12326. 
Photo: B. Craig.

Figure 5. Mask, ‘Upper Sepik, 700 miles from 
coast’ but probably from near Bogia, east of the 
Ramu River. Obtained by G.W. Mostyn, pre-
1919. Pacific Cultures Gallery, South Australian 
Museum A.12340. Photo: Tony Vlavogelakis.

 Figure 4. Men’s chest ornament, Efu village, 
Gogol River, Madang Province (after Christensen 
1975:101, left).

 Figure 6.  Mask from Potsdamhafen, Madang 
Province. Field Museum, Chicago  #146532. 
Photo: B. Craig.
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Tinker, Tailor, Soldier, Sailor – Part IV
Continued from page 7

Figure 8.  Shield collected by G.W. Mostyn 
from ‘Ariwa’ (Arawe Islands), south-west New 
Britain, c.1917-1919. Pacific Cultures Gallery, 
South Australian Museum A.12351. Photo: Tony 
Vlavogelakis.

Figure 9. Left: Hand drum collected by G.W. 
Mostyn from ‘Bining’ but probably south-east 
New Britain, c.1917-1919. Pacific Cultures 
Gallery, South Australian Museum A.12328. 
Photo: Tony Vlavogelakis.  Right and detail: pre-
1919; right (and detail): Hand drum collected by 
G.W. Mostyn from ‘Blanche Bay’ (Kokopo?) but 
probably from the western end of New Britain, 
Siassi or Madang c.1917-1919. Pacific Cultures 
Gallery, South Australian Museum A.12329. 
Photo: Tony Vlavogelakis.

Plate 97). These shields were also used 
in mock battles and dances. Gosden and 
Knowles (2001:182) provide evidence 
that they were made by peoples inland 
from Kandrian, speaking Kaulong and 
Sengseng, and were traded to coastal 
peoples and from there elsewhere.
 
The rear of these shields also were 
painted, usually in intricate curvilinear, 
tendril-like designs that, they say, were 
‘similar to the decorations found on 
men’s bark cloth belts. Each man had 
his own decoration on both belt and 
shield, and this was an important part of 
his persona, related to war and to male 
ceremony in which shields were used’ 
(Gosden & Knowles 2001:174).
 
Two New Britain hand drums from Mostyn 
are documented to be from ‘Bining’ (Fig. 
9, left) and ‘Blanche Bay’ (Fig. 9, right, 
and detail). However, these locations 
seem improbable. The drum on the left 
(A.12328) looks like the shape of drums 
in Fischer 1986, Plate IX, Nrs 137-139 
from Cape Beechey, Jacquinot Bay and 
Amio. The other drum, supposedly from 
Blanche Bay, looks most like drums of 

Kilenge, Siassi and Madang (see Dark 
1974, Plates 99-105, 110 from Kilenge 
and Siassi; Bodrogi 1961, Figs 42, 
43 from Finschhafen; but especially 
Christensen 1975:115, D from Rivo, 
near Madang). A strong maritime trade 
network linked many peoples from West 
New Britain and Siassi Islands with the 
Rai Coast and Madang (Harding 1967). 
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Neuhaus, R. 1911. Deutsch-Neu-Guinea.  Band 
1. Berlin: Dietrich Reimer.
 

[1] Published on 18 January 1916 in both The 
Register (Adelaide, SA), p.6 and The Daily 
Herald (Adelaide, SA), p.6.
[2] Arigua Plantation is located at 5°57’30” x 
155°21’ – on the central north-east coast of 
Bougainville.
[3] See Neuhauss 1911,1:156, Fig.67 (Bukaua, 
Huon Gulf).

Figure 7.  Shield collected by G.W. Mostyn from 
Jacquinot Bay, Mengen people, south-east New 
Britain, c.1917-1919. Pacific Cultures Gallery, 
South Australian Museum A.12350. Photo: Tony 
Vlavogelakis.
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book review

The book illustrates 221 of the approximately 100,000 
distinct picture postcards produced during what the 
authors call the ‘postcard boom’ between the 1890s and 
1930 (p. 38). The examples illustrated are drawn from Max 
Shekleton’s collection of approximately 60,000 picture 
postcards with Oceanic subjects. Although the collection 
includes many duplicates, mailed at different times by 
different people, it consists of a significant proportion of 
those issued.
 
After two introductory chapters the cards illustrated 
and discussed are divided according to six themes: The 
picturesque; Portraits: nymphs, types, and stereotypes; 
Grass huts, cases, bure and village life, including a case 
study — Hanuabada; Kastom: culture and traditions; Living 
in town; and The colonial presence, including another case 
study — The French in New Caledonia.
 
As the cover notes on the back of the book mention, it 
is ‘about the colonial era, but also about how audiences 
defined the Pacific amidst the postcard deluge of belles, 
bananas, post towns, pirogues, and plantations’. The 
authors note that captions on the postcards cannot 
always be trusted. For example, the card of the famous 
Ha’amonga of Tonga, illustrated here and shown on p. 96 
in the book, is captioned ‘Gateway to a holy city’ although 
its function ‘remains a mystery’ (cf. Keith St Cartmail’s 
The Art of Tonga, 1997: 35-6). Postcards also provided 
a distorted picture of Pacific cultures. Very few illustrate 
games, suggesting that ‘natives’ had little time for leisure 
or interest in entertainment (p. 106).
 
However, early postcards of Oceania can also be valuable 
and rare records of information not otherwise available. 
For example, a postcard reproduced in this society’s book 
Shields of Melanesia, edited by Harry Beran and Barry Craig 
(2005: 189), illustrates a war shield of Central Province, 
PNG, apparently unknown in collections. And a postcard 
in my collection shows Numakala, the ‘Paramount Chief’ of 
Kiriwina, Trobriand Islands, PNG, who died in 1899. Only 
one other image of him is known to me.
 
The book is a significant addition to the published early 
photographic record of the Pacific, which includes a few 
books on picture postcards cited by the authors (p, 49) and 
the following books of photographs: Frank Hurley in Papua: 
Photographs of the 1920-1923 Expedition by Jim Specht 
and J. Fields (1984), Malinowski’s Kiriwina: Fieldwork 
Photography 1915-1918 by Michael Young (1998), An 
Anthropologist in Papua: The Photography of F.E. Williams 
1922-39 by Michael Young and Julia Clark (2001), and 
Bernatzik: South Pacific by Kevin Conru (2002).
 
Postcards from Oceania is available from the University 
of the South Pacific Book Centre, email maharaj_v@usp.
ac.fj, website www.uspbookcentre.com, for approximately 
55 Australian dollars plus postage.

Postcards from Oceania: Port towns, Portraits 
and the Picturesque During the Colonial Era
By Max Quanchi and Max Shekleton. Suva: University of the South Pacific Press. 2015. 
Reviewed by Harry Beran

13th Century trilithon called Ha’amonga ‘a Maui in Tonga shown on a postcard 
without publication date (p. 96).

Torres Strait drummer shown on a postcard without publication date (p. 22).

Scene probably on Ambrym Island, Vanuatu, shown on a postcard published c. 
1906 and mistakenly captioned ‘Nouvelle Calédonie’ (p.123).
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exhibitions

Frontier Shores: Collection, Entanglement and  
the Manufacture of  Identity in Oceania
April 22–September 18 2016, Bard Graduate Center Gallery, 18 West 86th Street, New York. 
Review by Miriam Grundy

With the lean budgets and ‘efficiency 
dividends’ that are crippling cultural 
institutions across the country, this is the 
kind of exhibition that would probably 
never see the light of day in Australia 
– niche, sensitive and decidedly un-
mercantile, it would struggle to make 
it past the curatorial concept board. 
Thankfully the Bard Graduate Centre 
in the Upper West Side of Manhattan 
possess no such concerns and has the 
foresight to support a contemporary 
consideration of such historical material 
through a six month long exhibition.
 
Curated by Australian academic Shawn 
C. Rowlands, the Bard Graduate 
Center–American Museum of Natural 
History Postdoctoral Fellow in Museum 
Anthropology, the exhibition is one 
of their numerous Focus Projects, 
which are small-scale, academically 
rigorous, exhibitions and publications 
that are developed and executed 
by Bard Graduate Center faculty 
and postdoctoral fellows, with the 
assistance of students.
 
Rowlands, who most recently wrote 
the chapter on exchange patterns and 
incised pearl shells for the Harvard Art 
Museums much-publicised exhibition, 
Everywhen: The Eternal Present in 
Indigenous art from Australia, has shown 
his depth of insight and sensitivity of 
thought when it comes to examining the 
traditional, colonial and material history 
of greater Oceania, as seen through the 
lens of institutional collections.
 
The premise of the exhibition centers 
around the concept of how upper case 
‘C’ collections and collectors influence 
or manufacture historical narratives 
that, by default, become a proxy for 
historical truth within the ecosystem of 
institutions and their many offshoots.  
 
Intimate in its staging, the exhibition 
is divided into three categories 
of ‘entangled’, ‘unentangled’ and 
‘ambiguous’. It consists of 39 objects, 
collected from the 1830s to the mid 
20th century, many of which have been 
sourced from the nearby Museum of 
Natural History, New York.
 

From these three principals Rowlands 
has curated a compelling exhibition that 
offers viewers the chance to reconsider 
the works beyond the ethnographic 
and anthropological binary of authentic 
vs inauthentic. Made up of numerous 
types of objects and mediums ranging 
from the utilitarian to specimen, Frontier 
Shores approaches the complicated 
nature of subjects in a way that is rich with 
understanding and feeling, but free of cant.
 
Borrowed from the American Museum 
of Natural History is a captivating early 
20th Century Cutlass-shaped club, 
Trobriand Islands, Massim, Papua 
New Guinea. One of two on display, it 
is carved out of a single piece of wood 
and incised with designs on its ‘blade’ 
and handle. Shaped to mimic the metal 
swords carried by European sailors, its 
awkward and entangled state is evident.
 
A more nuanced interaction can be 
discovered with Woman’s bonnet, late 
19th Century, Vanuatu. Collected by 
Scottish Missionary, James H. Lawrie 
(1850-1921), while living in the Vanuatu 
region for 17 years, the bonnet is as 
layered in its construction as it is in 
its meaning. Made of pandanus leaf, 
cotton, silk, ribbon and newspaper, 
the bonnet is a typical design that 

was favored by missionaries on Efate 
and the nearby islands. This style of 
dress was adopted by the Ni-Vanuatu 
and subtly indigenized. The sartorial 
semiotics were, in this case, literally 
woven in to produce a superficially 
regular accessory to some, and a 
classificatory, information-rich item 
to others. As missionaries sought to 
assimilate Ni-Vanuatu tribal hierarchies 
and community systems, homogenised 
European clothing became a crucial 
element to integrate tribes, cloak 
sexuality and devalue decoration and 
ornamentation. By fashioning 

Cutlass-shaped club. Trobriand Islands, 
Massim, Papua New Guinea. Early 20th 
century. Wood, pigment, 28 1/4 × 3 1/2 × 1 in. 
(72 × 9 × 2.5 cm). Division of Anthropology, 
American Museum of Natural History, 
80.0/9903.
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exhibitions

Chris Boylan
Oceanic Art

I am interested to buy single pieces or 
collections of pre-1960 Oceanic Art.

I have not had a gallery for many years, 
but my warehouse is accessible for 

visits when I am in Sydney. Please call me.

cboylan @tpg.com.au    TEL +61 0405 093 577

commercial and indigenous materials 
into a mainstream accessory, the 
maker was able to make use of both 
new and old reference systems that 
told of status, identity and degree of 
conversion to European ways.
 
Poignantly, the inner crown of the 
bonnet is constructed with sewn-in 
newspaper, (apparently only discovered 
in preparation for this exhibition) with one 
section offering an update on the then 
thriving blackbirding  (labour ‘recruiting’)
trade in Vanuatu. It reads “even from 
this island, so difficult to access, and 
with a small population, one hundred 
and nine natives were taken away in 
three years by labor vessels from Fiji 
and Queensland. Of these, fourteen 
died, and twelve were killed during their 
absence from the island.”
 
Frontier Shores is an eloquent reminder 
that tradition is an abstract, fluid and 
ever-evolving concept that should not 
become a pseudonym for authentic. In 
the accompanying catalogue chapter 
‘proper ones would be much better’, 
Rowlands expands:
 
Cultural entanglement is not an 
expression of the inauthentic. 
Inauthenticity is itself a construct 
of collection, colonialism, and 
the benevolent romanticism that 
beguiled European observers. Every 
artifact discussed in these pages is 
fundamentally an inauthentic object 
that individuals manufactured, using 
materials and representations that were 
relevant and active parts of their lives. 
Although the materials and tools may 
have changed over time, the changes 
were dictated by convenience, utility 
and access to resources, and a desire 
for or curiosity about new methods. 
The adoption of glass in Aboriginal 
spearheads did not make these people 
false or hybrids anymore than drinking 
tea made the English Chinese.
 
If a trip to New York to see this 
exhibition is unfeasible, then a copy 
of the catalogue is the next best thing 
(USD $25). Rowland’s research is 
exhaustive and his writing on the topic 
is poised and considered. At a time 
when ethnographic material, artifacts 
and antiquities are at risk of being 
left out of the mainstream curatorial 
conversation, it is timely to have 
this exhibition taking place at one of 
America’s most prestigious educational 
institutions dedicated to the study of 
culture, history and the material world.  
 
 

Link to Gallery: 
http://www.bgc.bard.edu/
Link to exhibition: 
ht tp: / /www.bgc.bard.edu/gal lery/
gallery-at-bgc/frontier-shores.html

Link to catalogue: 
http://store.bgc.bard.edu/frontier-
shores-collection-entanglement-and-
the-manufacture-of-identity-in-oceania-
by-shawn-c-rowlands/

Woman’s bonnet. Ni-Vanuatu culture, 
Aneityum, Vanuatu. Late 19th century. 
Pandanus leaf, cotton, silk ribbon, 
newspaper, 21 1/4 × 9 3/8 × 3/4 in. (54 × 24 
× 2 cm). Division of Anthropology, American 
Museum of Natural History, ST/3267.
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other events

Paris, France:
Musée du Quai Branly
Exhibition: Matahoata - Arts & 
Society of the Marqueses Islands.
Now until 24 July 2016.  
See page 3 in this journal

Wollongong, NSW, Australia:
University of Wollongong
Exhibition: 24 Boxes: Un-packing 
the Cochrane PNG Collection
Library Panizzi Room
Now until 18 September 2016.
Digital archive online: 
go.uow.edu.au/24boxes 

Melbourne, Australia:
National Gallery of Victoria
Focus on Pacific Art and Culture 
Three simultaneous contemporary 
exhibitions including an extensive 
collection display, items donated by 
several leading OAS members.
Now until 11 September 2016

London, UK:
Mall Galleries
Tribal Art London Show
The Mall. London SW1
31 August - 4 September 2016
http://tribalartlondon.com/

Paris, France:
Parcours Des Mondes
The world’s most important fair for 
non-Western art  
Quartier Saint-Germain des Près
75006 Paris, France
6 - 11 September 2016
www.parcours-paris.eu

Sydney, Australia:
Shapiro Gallery
Maketi Ples - Art and Artisan 
exhibition. Shapiro Gallery, Queen 
Street, Woollahra
28 September - 9 October 2016
Email: paula@pacifictradeinvest.com 

Sydney, Australia:
Fox Studios 
Pasifika Film Fest 2016 
2 - 6 November 2016  
Facebook.com/pasifikafest 
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Continued from front cover:

This edition of the Journal also 
covers diverse exhibitions in New 
York and Paris, two shows that 
tackle cultural material from very 
different perspectives. Crispin 
Howarth’s review of Matahoata- the 
Art Of the Marquesas Islands, at 
the Quai Branly, concentrates on 
pre-contact pieces that come from 
a period where outside influence 
was negligible 
(although he 
does look at 
c o n t e m p o r a r y 
variants), while 
Miriam Grundy’s 
review of Frontier 
Shores at the 
Bard Graduate 
Centre Gallery in 
Manhattan shows 
how cultures 
changed with European contact. 
Objects that may seem mundane, 
like a Victorian woman’s bonnet, 
become extraordinary when the 
many elements they contain are 
unpacked. In this vein is Harry 
Beran’s review of Postcards From 
Oceania, which again documents, 
at least inadvertently, the clash of 
cultures as Europeans turned up 
throughout the Pacific and took 
control through the colonial period.

We would like to remind members 
that the annual OAS Tribal Art Fair 
will be held on July 23 at the St. 
Mathias Church Hall, on Oxford 
Street, Paddington. Once again this 
provides both buyers and sellers 
an opportunity to trade, as well 
as a chance to view a wide range 
of objects in a convivial setting. 
Finally we must thank in advance 

Mark Blackburn 
for agreeing to 
give the next 
OAS lecture on 
Wednesday, July 
20 at the Australian 
Museum. Mark is 
one of the world’s 
most dedicated 
collectors of this 
genre and his talk 
on Understanding 

Polynesia Art will be from both the 
heart and the head; not to be missed 
by those who can make it.

Jim Elmslie

 Objects that may seem 
mundane, like a Victorian 
woman’s bonnet, become 

extraordinary when the 
many elements they 

contain are unpacked.


