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After some years in the making, the 
Oceanic Art Society website is now up 
and running. This will change the nature 
of the organisation. While to date the 
primary mode of communication with 
members has been through the pages 
of this Journal, and previously the OAS 
Newsletter, increasingly it will be through 
the website and a whole new world of 
opportunities suddenly open up. 

The website will give members access 
to all past Journal articles and reports; 
extended versions of some articles and 
links to many other sites - from museums 
and art galleries, to international 
exhibitions, dealers and collectors. We 
will also be able to better serve the 
educational dimension of our mission 
of furthering the understanding and 
appreciation of Oceanic Art by engaging 
with a younger generation of enthusiasts. 
We aim to inspire and excite students 
and young people from both Western 
countries and the Pacific island nations, 
where a process of cultural revival is 
underway and the thirst for knowledge 
is palpable. Many new visitors will not 
initially be members but they will still be 
able to access much information to see 
just how rich the field of Oceanic art 
is. This should attract new members, 
strengthening the organisation. 

Only members will have internet access 
to the most recent issues of the OAS 
Journal.  Hopefully this arrangement will 

provide a strong incentive for existing 
members to remain financial and new 
members to join, while still allowing 
casual visitors, such as students, 
access to much that will hopefully 
whet their appetite for this fascinating 
realm of human artistic endeavour. 
The website will increasingly become 
a portal for those interested in Oceanic 
art, wherever they may be in the world, 
to engage with their broader community, 
and with specific individuals through 
online forums and special interest 
groups as well as our regular guest 
speaker events and the annual forum.

Special thanks must be given here to Andrew 
Drane, the web designer responsible, for his 
painstaking work and patience in bringing 
this long, and at times complicated, process 
to fruition. Thanks also to all the OAS 
committee members who contributed their 
time and effort to this end.

I would like here to send out a request 
to members for suggestions on how 
the website might be improved and 
what sort of content members would 
like to see in the Journal and on the 
website. As editor I am dependent on 
receiving articles and reports that can 
be published. We are always interested 
in receiving contributions -- whether 
from experienced writers or those who 
wish to try their hand for the first time. 
We also welcome member suggestions 
Continued page 3

  

Saturday 12 November 2016 – 10am OAS AGM and Lecture - Crispin Howarth will present Unpacked: The Reverend Fellows 
Collection of Trobriand Art - followed by end of year luncheon. The entire event will be at Skiffies, Mosman. Details page 2 and 
in centre lift out.

Wednesday 15 March 2017 – OAS Lecture - Prof. Peter McCabe - The Moon, the Stars and the Demon Shrimp: Deciphering 
Patterns in Beaded Aprons of Geelvink Bay, NW New Guinea - Australian Museum 6:30 for 7pm.

Wednesday 17 May 2017 – OAS Lecture - Speaker to be advised. 6pm to 8:30pm, The Centenary Auditorium, Art Gallery of NSW.

Wednesday 19 July 2017 – OAS Lecture - Mark Blackburn: STONED - Lithic Technology of the Ancient Polynesians - Australian 
Museum 6:30 for 7pm.

Saturday 22 July 2017 – Sydney Tribal Art Fair. Venue to be advised.

Wednesday 20 September 2017 – OAS Lecture - Speaker to be advised. 6pm to 8:30pm, Art Gallery of NSW.

Saturday 11 November 2017 – OAS AGM, Lecture and lunch - Australian Museum 10:00am - 12:30pm.  Lunch venue to be advised.

dates for your diary

A garra from the Hunstein Ranges at Parcours, 
Paris, 2016. More details on pages 8-9.
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next lecture

Held at the National Gallery of 
Australia is a little known, rarely 
shown but very significant collection 
of Massim Art. Amassed in the late 
19th century and for the best part 
of the 20th Century hundreds of 
objects lay hidden under a house, 
dozens of decorated clubs, piles 
of elegant lime spatulas, intriguing 
sculptures and many many objects 
of daily use. The Fellows collection 
is perhaps the most concise and 
important collection of its type 
anywhere in the world. The rich 
history of the Fellows collection is 
one of discovery and rediscovery; 
it is a collection that still today is 
revealing further discoveries. This 
paper gives a rare insight into 
collecting practices and touches 
upon some remarkable examples 
of Massim art. 

NEXT LECTURE
Please note the change of venue for the OAS 2016 End of Year Function in Sydney. This year it is being held on Saturday 12 
November 2016 at The Middle Harbour Skiffs Yacht Club, 237 Spit Road, Mosman, NSW. This will consist of the OAS Annual 
General Meeting - 10.00am Registration and AGM followed by the lecture as outlined below, by Crispin Howarth, Curator of 
Pacific Art, National Gallery of Australia. Cost for this lecture is $10.  The lecture will be followed by the lunch and end of year party 
at - Skiffies Bistro – see menu at: www.middleharbourskiffs.com.au Bookings are essential, as the club requires visitor registration, 
and we need to provide your names and addresses.  Bookings may be made by email to: secretary@oceanicartsociety.org.au  or 
by telephone: 02 9332 3984. Come and join the fun and take part in our silent auction and raffle.

Lime spatula [takakupwana] Kiriwina Island, 
Massim People. NGA 72.353.37. Image 
courtesy of the National Gallery of Australia.

Human figure [tokwalu], Kiriwina Island, 
Massim People. NGA 72.353.31. Image 
courtesy of the National Gallery of Australia.

Unpacked: The Reverend Fellows  
collection of Trobriands art

Public lecture by Crispin Howarth:

Todd Barlin  
Oceanic Arts 
Australia
 
 

I Buy & Sell Fine Pacific 
Islands & Aboriginal Art 
& Artefacts, Asian Art  
& the Unusual

By Appointment Only 
02 93282512
tbarlin@bigpond.net.au
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next lecture

(Above) A carved board from the Fellows collection, purpose unknown. Image courtesy of the National Gallery of Australia.

Continued from front cover

on ideas for articles; on books 
to review; or for individuals to be 
interviewed. With the launch of the new 
website, members should look at the 
OAS Journal as an interactive space 
where they can directly participate, 
adding their energy and knowledge 
and thereby strengthening the Society 
and enhancing its important role of 
celebrating Oceanic art.

This is the last edition of the OAS 
Journal for 2016 with the final end 
of year lecture by Crispin Howarth 
at the Middle Harbour Skiffs Yacht 
Club, Mosman NSW straight after the 
Annual General Meeting at 10.00am 
on Saturday, November 12. The annual 
OAS luncheon is to follow at Skiffies 
restaurant - at the same club (see page 
2 for full details).

Crispin’s lecture is on the National 
Gallery of Australia’s Reverend Fellows 
collection of Massim artefacts, which 
promises to be a treat. 
We will be privileged 
to again enjoy 
Crispin’s inimitable 
presentation style 
and are sure to see 
new and unusual 
artefacts from this 
famous collection. At 
this point I would like to thank all the 
2016 speakers who have taken the time 
and effort to prepare their talks for the 
benefit of members. These talks always 
bring a sharp focus to one aspect or 
other from the very wide range of topics 
and subjects that fall under the remit of 
the Oceanic Art Society. Jude Philp’s 
wonderfully incisive talk on some of 
the lesser known artefacts held by the 
Macleay Museum was a case in point. 

Her presentation on September 14 was 
held in the Macleay -- an artefact in 
its own right -- and allowed the history 

of the institution to 
unfold through the 
particular stories of 
some of its objects 
and how they were 
acquired. We hope 
that these talks will 
be able to be filmed 
in future and posted 

on the website so that they can be 
enjoyed by members wherever they 
may be in the world.

In closing I would like to wish all 
members the very best for 2017 and 
I hope that you engage with the new 
website and that it enhances the 
enjoyment and knowledge you derive 
from your membership of the OAS.

Jim Elmslie

A new era begins online for the OAS Journal

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

We hope that these  
talks will be able to be 

filmed in future and  
posted on the website
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documentaries

Behind the lens: Richard Aldridge and his  
Oceanic art series of short documentaries
Richard Aldridge has produced a series of short documentaries on the art and culture 
of Papua New Guinea. These can be viewed on Youtube (see below for web address). In 
this article Richard describes why he set out on this path and what he feels that he has 
achieved in his documentary, Malangan Culture and Art Form.

Years ago while at the De Young museum 
after looking at the Jolika Collection, 
my feet aching, I decided to sit down 
and watch a video of several Aboriginal 
women discussing their contemporary 
‘dot’ paintings.  Watching that video 
made me realise for the first time that 
the patterns on the canvas represented 
places of spiritual significance and 
also allowed me to see the artists and 
hear their stories. It made me realize 
the canvases were not decorative but 
were full of meaning – they were visual 
representations of Aboriginal ‘dreaming’ 
stories.  This experience ignited my 
interest in Aboriginal art.
 
Years later when field-collecting Oceanic 
art started to slow down, I thought it 
would be great to do a similar video 
documentary on a piece of Oceanic art.
 
When looking at a Malangan sculpture 
in a museum or art gallery most patrons 
do not really understand what is before 
them. The label describing the piece tells 
them it is Malangan, where it is from, who 
it was collected by and when. But this 
level of detail in the 
information age is 
horribly insufficient.
 
Although some 
excellent books 
have been written 
by Michael Gunn 
about Malangan, 
many people, 
especially of the 
younger generation, do not want to buy 
and read a book and would rather learn 
about something for free from Youtube. 
Information through visual media is 
more readily accessible and more easily 
absorbed by many people.
 
I did not want just a documentary in 
isolation though. My hope was to have 
a Malangan sculpture in a gallery 
space with a QR code or Video screen 
next to it. A QR code allows you to use 
your mobile device to link straight to a 
video of the Malangan being made and 
information about the spiritual beliefs 
surrounding the Malangan. 
 

You can see the artist at work and the 
tools he uses, you can see a Malangan 
ceremony taking place and you get to 
understand why Malangan are made 
and the spiritual beliefs behind them.
 
I had no background in film, a very tight 
budget, and was learning as I went 
along  in a remote location. I also do 
not like being in front of a camera.  The 

hardest part, though, 
was learning to edit 
and doing a voice-over 
because I don’t like 
the sound of my own 
voice.
 
The time frame was 
much longer than I 
thought it would be. I 
am used to PNG time 

where everything takes longer than you 
expect, but Malangan time is something 
different all together. It took a year and 
a half for the Malangan to be finished 
when I was expecting 3 – 6 months. 
I was very lucky though to already 
have a close friendship with Matthew 
and Edward Salle and an extremely 
understanding wife.
 
Apart from the fishing, the best 
part for me was getting a deeper 
understanding of what Malangan and 
Malangan ceremony are spiritually. I 
went thinking Malangan were memorial 
figures and the ceremony a funeral and 

left realising Malangan are a magically 
empowered object and the ceremony 
more akin to a séance.

The documentary by itself has very 
little Australian commercial TV value. 
Commercial TV programmes today 
are often made to fit with advertisers. 
Cooking programs for supermarkets 
to advertise and promote their 
products for instance. Advertisers do 
not really want to advertise during a 
cultural documentary.
 
I am hoping that the Malangan created by 
Matthew will sell to a gallery or museum 
and they will display it alongside the 
documentary. If the gallery is happy to 
take inclusive rights the documentary can 
then be uploaded onto the web and also 
given to Papua New Guinea Film Institute 
for broadcast to a Pacific island audience.
 
I am not sure what the future will bring but 
I am sure it will be in New Guinea as the 
place still fascinates me. Unfortunately I 
don’t think it will be another art related 
cultural documentary and artwork as 
they do not sell for much more than they 
cost to make. Like everyone I have bills 
to pay and a mortgage!
 
ht tps : / /www.youtube .com/
watch?v=-lU0mG-LQDc

Richard Aldridge on location in New Ireland. Image courtesy Richard Aldridge.

 I am used to PNG time 
where everything takes 
longer than you expect, 

but Malangan time  
is something different  

all together
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lecture report

Lecture to Oceanic Art Society, Sydney, 14 September 2016. Report by Jude Philp

Jude Philp on the Macleay Museum’s Pacific collections

In 1875 Maino of Mowatta welcomed 
William John Macleay’s Chevert 
expedition party to his village, and 
introduced him to the neighbouring  
village of Tureture. The Chevert  
stayed nearly  two weeks, as the 
various men of Macleay’s party and 
those of Maino’s village collected 
animals. They also collected a fair 
amount of cultural items: finely 
woven bilum, hair ornaments of 
feathered fringes and woven collars, 
bows, arrows and skirts although 
there is scant comment in Macleay’s 
diary on these or the human 
remains that were also traded for 
here. Although early for this area 
of PNG, the collections at Mowatta, 
Hall Sound and in the Torres Strait 
are not unique. Between 1874 
and 1876 this one village received 
visits from the police magistrate 
from Somerset (Henry Chester), 
the London Missionary Society’s 
various representatives (Archibald 
Murray, Samuel McFarlane, Mare 
island teachers Josaia, Simene, 
Kerisani and Waunafa and their 
wives) and Maria Luigi D’Albertis, 
at that time stationed at Yule Island. 
Of these, d’Albertis and McFarlane 
were also collectors. D’Albertis’ 
cultural collections are today spread 
between the Anthropology Museum 
of the University of Florence and 
the National Ethnographic Museum, 
Rome; while the objects and 
animals that McFarlane acquired 
are predominantly in the British and 
Natural History museums. Together 
they show the great variety of material 
that could be traded for along the 
south-western coast of Papua. The 
extent of red calico incorporated into 
these items is telling of the kinds 
of things that these Kiwai people 
acquired in return.

Before the collections came to the 
University, Macleay acquired a 
number of other cultural items from 
across the Pacific. Like his own 
collection these seem to have come 
in with the more sought after natural 

history material. This haphazard 
group of things is indicative of the 
extent of European travels across the 
region, and of the fleeting relations 
they had with the local people they 
met. Comparing the 1865 collections 
of Macleay’s friend the conchologist 
(shell collector) John Brazier on the 
HMS Curacao with those of the more 
official collections made by Julius 
Brenchley in the British Museum and 
elsewhere, one can see indications of 
‘mass’ production of particular styles 
of objects such as lime containers, at 
this time in the Solomon Islands.

From Niue of the 1860s are different 
kinds of objects - finely woven 
hats in a European style that the 
missionary Fanny Lawes donated to 
the museum in 1897. Fanny and her 

husband William were among the 
few successful missionaries to the 
island that had been besieged by 
European ‘pacification’ and Peruvian 
slave traders. The small number of 
things including an arrowroot plait 
are not the kinds of objects often 
found on European Oceanic art 
markets, and are important for what 
they represent of this time and place.  

The second part of the talk focused 
on the change to the Macleay 
Museum, in its move to a new 
facility that will house the Macleay, 
Nicholson and Art collections of 
the University. It will be an exciting 
opportunity to show things that we’ve 
not been able to exhibit before.

Continued on back cover

 Image supplied by Macleay Museum.
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collections

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

Walter Mansell Balfour 
Ogilvy and Harry Lort 
Spencer Balfour Ogilvy 

The two Ogilvy brothers from 
Renmark will be considered together 
but as Parts 5, 6. They both served 
with distinction in the Boer War (along 
with their other two brothers Grahame 
and Ingelram, half-brother Francis 
Allan Percy Wylie and their farmhand, 
Harry ‘The Breaker’ Morant). Walter 
and Harry enlisted together for 
service in the AN&MEF and embarked 
together on the SS Eastern, 28 
November 1914. Both collected 
‘native curios’ in New Guinea. Most of 
those collected by Walter went to the 
Department of Defence in Melbourne 
for a future ‘War Museum’. Most of 
those collected by Harry (c. 130 items) 
came to the South Australian Museum 
(some were retained by the family).
 
The Ogilvys were descended 
through a long line of landed gentry 
and noblemen dating back to, and 
beyond, George Balfour of Strathor, 
Sir Richard Mansel of Missenden, 
King Edward III, Thomas Holland (1st 
Earl of Kent) and Joan Plantagenet 
in the 14th century. Many were 
successful military leaders, as were 
the ancestors of the Ogilvy brothers’ 
step-father Frank Saville Wyllie, and 
this seems to have deeply influenced 
the careers of Walter and Harry.1

 
Walter Mansell Balfour Ogilvy
In the Nominal Roll for ‘D’ Company of 
the Special Tropical Forces, Walter’s 
‘Trade or Calling’ is listed as ‘Soldier’. 
Harry was listed as ‘Auctioneer’ and 
was a land valuer, and insurance, 
shipping and general commission 
agent in Renmark. Both brothers 
were highly respected citizens in the 
Renmark district.
 
At the outbreak of WW1, Walter was 
a journalist for the Murray Pioneer 
and Australian River Record and 

during his time in New Guinea, 
he wrote many articles for it. ‘In 
German New Guinea. A Trip up the 
Sepic [Sepik] River’ was published 
21 December 1917 p.7. This trip 
took place around September 1916. 
Walter sent over fifty items collected 
on the Sepik River to Rabaul, which 
were forwarded to the Department of 
Defence in Melbourne and became 
part of the War Museum Collection 
now held by Museum Victoria (see 
Craig, Vanderwal & Winter 2015).
 
After enlistment, Walter was almost 
immediately promoted to Lieutenant 
and in February 1915 was posted 
as District Officer to Madang. He 
was promoted to Captain in October 
1915. He returned to Australia on 
furlough January to April 1916 and 
took up duty at Kokopo near Rabaul 
upon returning to New Guinea. He 
terminated his service in June 1917.
 
While stationed in Madang, he 
sent to his wife ‘a parcel of spears 
and a fascinatingly hideous idol’; 
subsequently, a ‘comprehensive 
collection of savage trophies’ was on 
its way to the Renmark Institute to be 
used to raise funds ‘for the Belgian 
relief’ (Murray Pioneer 1 July 1915, 
p.5). Some of these were displayed 
at the Institute 
(Murray Pioneer 
3 February 1916, 
p.5). It is not clear 
what happened to 
those collections.
 
When Walter 
returned to Renmark 
at the termination 
of his service with 
the AN&MEF, he 
‘brought with him some interesting 
and valuable trophies, acquired 
during a trip among the cannibals on 
the great Sepic river . . . These are 
“painted heads” – skulls very skilfully 
prepared by the Kanakas after they 
have eaten the original owners 
of them, faced with very fine clay 
masks and shaped and coloured to 
represent the head of the original in 
life. Despite their cannibal practices, 

the warlike natives of the little known 
Sepic districts are declared by Capt. 
Ogilvy to be quite a decent sort of 
people’.2

 
A week later, the newspaper 
announced the collection ‘is now on 
view at Mr. Holden’s shop, where it 
may be viewed at the cost of a few 
pence’, the proceeds to be used for 
the Renmark Soldiers’ Memorial 
(27.4.1917, p.4). Twelve over-
modelled Sepik River skulls were 
purchased by the museum from 
‘Major Ogilvy’ at a later date (A.9744–
9755), seven of which are currently 
on display in the Pacific Cultures 
Gallery. It is possible that either 
Harry’s rank as Major was attributed 
to Walter or Harry sold them to the 
Museum on Walter’s or the Renmark 
Institute’s behalf.
 
In an article titled ‘Trade With 
Natives’,3 Walter alluded to the means 
by which he acquired these ‘trophies’:
Most of the New Guinea natives are 
keen to trade and will barter almost 
any of their worldly possessions for 
our iron goods. Stone axes, knives, 
clubs, bows, arrows, spears, drums, 
skulls of their relatives may be had 
in exchange for knives, axes and 
tomahawks. Canoes even, beautifully 

carved, have been 
exchanged for a few 
knives.
 
It is now known that 
there were two kinds 
of over-modelled 
skulls (nambu) 
among the Iatmul 
of the middle Sepik: 
those prepared from 
the skulls of slain 

enemies (Bateson 1932:262) and 
those prepared from the skulls of a 
dead relative as part of the funerary 
rituals (Wassmann 1991:73-80). 
The process of preparing the skull at 
Kandingai, a western Iatmul village, 
was told to Wassmann in the early 
1970s:
If a man of importance dies, he is 
placed on a bier in his dwelling house. 
Throughout the night the 

While stationed in Madang, 
he sent to his wife ‘a 

parcel of spears and a 
fascinatingly hideous 
idol’; subsequently, a 

‘comprehensive collection 
of savage trophies’

Tinker, Tailor, Soldier, Sailor – Part V
By Barry Craig.  Continued from OAS Journal Vol.21 No.3.
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collections

women hold a wake; they weep and 
sing mourning songs (nglasa kundi). 
The men assemble in the men’s 
ceremonial house. The following 
morning the corpse is interred. One 
month later the grave is opened and 
the head severed from the body. It 
is cleaned and washed and a rattan 
cord is passed through the ear holes 
and tied tightly under the lower jaw 
so that it does not fall open; the skull 
is then placed on a bamboo . . . and 
exposed to dry in the sun for five or 
six days.
 
Meanwhile an oil obtained from a 
type of tree known as ngwat is mixed 
with red clay (nguapma) and the 
pulp of a few gourds (kwayavu) and 
kneaded into a firm paste. Once the 
skull is dry, a portrait is modelled on 
it with this paste, first the nose, then 
the mouth, eyebrows, eyes, ears and 

chin. This work was formerly done by 
the women; today it is the task of the 
men of the deceased’s clan.
 
The portrait skull was then placed 
on the peg-neck of a mannequin 
and decorated with ornaments and 
personal possessions of the dead 
man, and became the abode of 
the ghost of the dead man. The 
mannequin then became the focus of 
the mortuary rituals.
 
In this western Iatmul village, the 
portrait skull was kept only for a few 
months and then destroyed to prevent 
the ghost of the dead man returning 
to the village to cause mischief. 
In other Iatmul villages, it appears 
that the portrait skulls of particular 
individuals were kept for many years, 
even generations (see the story of 
Mwaim, Bateson 1932: 406).
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Six over-modelled middle Sepik skulls, purchased from ‘Major Ogilvy’ (Left to right: A9745, -46, -48, 51, -52, -53; not including top right A9271). Pacific Cultures Gallery, 
South Australian Museum. Photo: Tony Vlavogelakis.
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parcours des mondes

Parcours subjective
By Krisztina Turza, TurzaArt Tribal Gallery

A short and subjective review of this 
year’s Parcours des Mondes. Short, 
because it will only focus on the art items 
via the many photographs enclosed, 
as opposed to going through the usual 
‘Paris stuff’ and the general socio-
economics (yes, generally tourists were 
better off this year on the Aussie dollars 
due to the slightly declining tourist 
hordes after the Paris attacks resulting 
in relatively cheaper prices, and yes, 
there were riot police present at most of 
the tourist sites, as a constant reminder 
on the tragic events of last year). It will 
be subjective, as the items selected for 
this review reflect on my own current 
state of mind and interest.
 
Well, there was so much beauty, class 
and style. As usual, I focused on those 
galleries that displayed Oceanic art 
(not quite sure how one can absorb 
almost 80 galleries worth of displays 
at any given time). I also had to cut 
my Paris stay short and travel back to 
Switzerland on the second day to catch 
my flight back to sunny Brisbane. For 
me, this year’s ‘love affair’ came in the 
form of Hopi kachina dolls, with their 
simple yet slightly elaborate styles. 
Donald Ellis Gallery, Michael Evans 
and Galerie Flak were amongst the 
exhibitors whose kachina dolls caught 
my eyes. Hopi means ‘a person who 
behaves in a polite or peaceful way’ 
and there are about 9000 Hopi living 
in reservations in Arizona and New 
Mexico. The word ‘kachina’ has long 
been used by outsiders to refer to any of 
the hundreds of spiritual beings central 
to Hopi religious life as well as to the 
dolls that depict these spiritual beings.
 
The first year during which kachina 
dolls were recorded to be traded was 
1857, then sporadically until about the 
end of the 19th century. Little is known 
about these dolls except that they were 
basically simple in style, with slightly 
detailed masks and simplified bodies. 
They were initially carved from one 
piece but nowadays arms, legs and 
headpiece, or the head, may be carved 
separately only to be joined together 
at the end of the process. The masks 
are the most important part of the doll 
as it is the feature that truly identifies 
the kachina persona. Although kachina 
dolls are often given to Hopi children, 
they are not considered toys as the 

real spirit of tihu is said to be found 
within, and therefore kachina dolls are 
representations of benevolent spirit 
beings, which live among the Hopi for 
the period of six months each year. 
They are spiritual rain messengers that 
bring special blessings.
 
To my delight, there were two galleries, 
Galerie Meyer and Galerie Franck 
Marcelin in particular, that displayed 
superb Massim art on a massive scale. 
These two galleries showcased rare 
and precious Massim 
artefacts such as 
lime spatulas, canoe 
prows, shields and 
other ornaments. 
Part of the collection 
displayed by Galerie 
Marcelin’s was field 
collected by Harry Beran between 1969 
and 1983, then became part of Marcia 
and John Friede’s Jolika collection, 
and includes great splashboards 
(lagim), wave splitters (tibkusikus), 
canoe paddles, fishing net floats, and 
canoe sail hoisters (kuk) as part of the 
kula canoe theme, as well as various 
shell ornaments, drums (katunenia), 
sorcerer’s staffs, walking sticks, dance 
paddles (kaidebu) used in the annual 

harvest festival entitled milamala, 
and a beautiful carved figure from the 
Normanby Island. And then of course 
there were the shell-disk holders: so 
many of them and so attractive, some 
of them from whale bone and some 
from turtle shell.
 
There were many galleries including 
but not limited to Galerie Flak, Martin 
Doustar, Wayne Heathcote, Michael 
Hamson, Kevin Conru, Chris Boylan, 
Hunt Fine Arts, and of course, Serge 

Schoffel, which 
displayed superb 
pieces from the Sepik 
region. Out of these, 
I admired Serge 
Schoffel’s clever 
exhibition on the 
rare Urama, Era and 

Ramu river Gope boards, as it had the 
look & feel of a truly high quality museum 
exhibition. I very much enjoyed the 
beautifully colourful highlands shields 
that Chris Boylan had on offer. Also, 
visiting Martin Doustar’s exhibitions 
always gives me a thrill as something 
great can always always anticipated 
coming from this young gallerist, and 
this year was no exception. I loved the 
carefully selected Indonesian pieces (a 

Malangan piece from Galerie Entwistle - Photo TurzArt @ Parcours, Paris 2016.

...not quite sure how one 
can absorb almost 80 

galleries worth of displays 
at any given time



OAS Journal Vol.21  No.5 - Page 9

parcours des mondes

rare korwar for instance) mingling with 
the Mesoamerican section. Talking of 
Indonesian, what a joy it was to inspect 
Thomas Murray’s gorgeous Batak chief 
staffs including a rare Malehat one 
(out of 3, the 2 Panaluan staffs were 
already sold on day one). His reliable 
and unique selection is always a must 
for me.  
  
Thank God for the Malangan pieces 
that many galleries displayed, notably 
Entwistle (with a rare pig head – wow, 
I haven’t seen anything like it), Galerie 
Flak, Galerie Schoffel de Fabry, 
Kevin Conru and many others. There 
were strong Marquesas pieces by 
Conru, Galerie Flak, Serge Schoffel 
and Voyageurs & Curieux as well as 
impressive Maori pieces by, among 
others, Wayne Heathcote and Conru.
 
This year’s Parcours will also be 
memorable for a personal reason, as 
I took my Mother to Paris with me to 
show her the greatest of the great when 
it comes to tribal art and enjoyed some 
time together in the ‘city of light’.

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

A superb 
early Tolai 

trade axe war 
club with kill 

notches under 
the blade, 

New Britain, 
collected 
by Leo 

Fleischman.

Malangan piece, Galerie Flak  
- Photo TurzArt @ Parcours, Paris 2016.

Massim traditional decorations - Galerie Franck Marcelin - Photo TurzArt @ Parcours, Paris 2016.

Kachina Dolls - Galerie Michael Evans - Photo TurzArt @ Parcours, Paris 2016.

Marupai collection, Galerie Meyer  
- Photo TurzArt @ parcours, Paris 2016
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book review

‘War trophies or curios?’
by Barry Craig, Ron Vanderwal and Christine Winter, Museum Victoria, Melbourne, 281 pp.
Review by Peter McCabe

“Me been talk with you now, now you give 
three good feller cheers belongina new 
feller master. NO MORE ‘UM KAISER 
– GOD SAVE ‘UM KING”.  And with that 
the locals of Rabaul found out they were 
under Australian rule in September 
1914.  The Germans had claimed the 
northeastern part of the island of New 
Guinea (Kaiser Wilhelmsland) and the 
islands of New Britain (Neu Pommern) 
and New Ireland  (Neu Mecklenburg) 
since 1884 but with the outbreak of 
the WWI the British Empire saw their 
presence in New Guinea as a regional 
threat to Australia and the South Pacific.  
Australia’s military soon occupied the 
former German colony.  This book 
illustrates and documents the items 
that were collected by the Australian 
soldiers and government officials as 
they began to establish control of the 
native population in the years between 
1915 and 1920. These items that now 
form the War Museum Collection in the 
Museum Victoria.
 
As Barry Crag writes in the book , 
“Things held in museum collections are 
not dead…Things have a life as long as 
they exist…In other words, things have 
a biography”.  A major aim of the book is 
to tell those biographies – a job that has 
taken a large amount of research given 
that many items were mislabelled or had 
no accompanying documentation at all.  
Barry Craig’s encyclopaedic knowledge 
of the cultures of the region reveals the 
origin and context of the items as well 
as their history of collection.
 

The first two chapters of the book give 
a very interesting and comprehensive 
history of the War Museum Collection 
and the occupation of German New 
Guinea.  Some of that story is quite 
unsettling.  For example, according to 
one expedition report, on approaching 
Jambon, in the Upper Sepik River, 
they opened fire with a machine gun 
“to cover the advancing party”, only 
to find :”The village was deserted as 
by magic”. After stripping the men’s 
house of “weird objects” and “rude 
gods” they torched the village and left 
with their booty “brought aboard and 
safely stowed away to be sent to the 
War Museum”.
 
Most of the book, however, consists 
of chapters by Barry Craig on the 
collections from the Sepik region, 
Morobe, the Bismark Archipelago and 
Bougainville.  These chapters make for 
fascinating reading as the provenance, 
meaning and use of items are discussed 
in detail.  It is a treasure trove of 
information for anyone interested in 
New Guinea art and culture.  Although 
many of the items could rightly be 
exhibited in any international art gallery, 
other items are of a more mundane 
nature but are of ethnographic 
interest.  All get equal treatment.  I was 
particularly impressed with some of the 
magnificent New Ireland malangan and 
Sepik figures.  Many of the items, such 
as the wonderful Markham Valley tapa 
hats, are ones not commonly illustrated 
in previous publications.
 

The book has over 340 illustrations that 
are mostly in colour.  The photographs 
of items in the War Museum collection 
are augmented by field photos: some 
from the first half of the 20th century 
and others from Barry Craig’s early 
career in New Guinea.  There are also 
copies of some of the correspondence 
related to the collection: they make for 
interesting reading.
 
Australia’s museums house some of the 
most important New Guinea collections 
in the world but, as Jim Specht notes 
in his Foreword to the book, outside 
of the OAS, the National Gallery of 
Australia and the Art Gallery of NSW, 
there have been few publications and 
“State museums have failed to publish 
anything noteworthy- until now”.  Let’s 
hope that this book sets a new trend 
– we need to let the rest of the world 
know how great our collections are. 
 
“War Trophies or Curios? is an 
invaluable reference for anyone 
interested in New Guinea art, culture or 
history – make sure you have a copy on 
your bookshelf or coffee table.

Suspension hook, Iatmul, Middle Sepik.

Tapa cloth cap from the lower Markham Valley.
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interview

Andrew Moutu, Director, National Museum and  
Art Gallery of Papua New Guinea - Part II
Interview with Jim Elmslie, at the NGA Myth + Magic Exhibition, Canberra, August 7 2015

JE         How did you get to Cambridge?

AM      I had some good mentors. When I 
was at UPNG I was told by two ex-Cambridge 
people, Colin Filer and John Mucki that I 
should go to Cambridge. One is British and 
one is Papua New Guinean. Colin Filer is 
now at the ANU. I was more drawn towards 
philosophy. Philosophy took up a lot of my 
passion, and I spent a lot of time in philosophy 
and at the end of my Honours I found that 
I needed a job, and I didn’t know where to 
go and the only place where I thought could 
combine both philosophy and anthropology 
was the National Museum (of PNG). Alright 
anthropology was not sophisticated at UPNG 
and neither was philosophy.  The closest way 
for me to find some peace with myself was to 
work at the Museum so that was the choice I 
made to go and work for the Museum.

JE         When was that?

AM      This was late 1996. So I started 
working for the museum. My mentor, Colin, 
told me that Chevron New Guinea was 
offering a scholarship. They were looking for 
some scholars to work up in the Southern 
Highlands as the oil project was gaining 
momentum and they wanted some Papua 
New Guinean young people to go up and 
study and I said, “Can they allow me to go 
to Sepik or go to Rabaul to do my research?” 
and they said, “No, you have to go up to the 
Southern Highlands”.  And I said, “Oh no, I 
think I will pass” and I refused the opportunity 
and I stayed back. I found two more 
opportunities that came my way but I couldn’t 
secure scholarships. One of them was to 
study philosophy at the University of Warwick 
in Wales and the other was to study political 
philosophy at the University of Sussex in 
England. Both of them fell through because I 
needed to secure a scholarship. Then I saw a 
Museum studies option for Masters leading to 
a Ph.D. in Cambridge, and I applied for that.

JE        So you were working at the 
Museum?

AM      I was the assistant curator for 
anthropology between late 1996 and 1998. 
Then a conference was held in Moresby in 
1997 which brought as key note speaker, 
Marilyn Strathern, who was then Chair of 
Anthropology at Cambridge. She came and 
had me in one of those discussions and I 
made some reflections on our discussions 
and I captured them and presented it. So she 
said ‘I want this young man to study with me 
in Cambridge.’

JE         So you had some group 
discussions and you summarized them and 
she was impressed by your scholarship?

AM      Yes. Then she found out that I was 
working for the museum and said, “Oh, put in 

an application for the Museum 
Studies option”, and that’s 
how I got to Cambridge, with 
her support. The scholarship 
came from the Cambridge 
Commonwealth Trust. Students 
from around the Commonwealth 
apply for this.

JE         And you spent how 
long in Cambridge?

AM       I began my Masters 
in October 1998 and finished it 
in September 1999. I went home 
in 1999 and found that I was 
accepted into the Ph.D. So I started my Ph.D. 
in November 1999. I then came back to the 
village, came back to PNG in March 2000and 
did field work on the Sepik River from March 
2000 until November 2001. I undertook 
my field work in Kanganaman village in the 
Middle Sepik. Then I went back to the UK 
round November 2001 and struggled with my 
Ph.D. from December 2001 and finished in 
March 2003.

JE         What did you do once you had 
finished your doctorate?

AM      I finished my Ph.D. in 2003. I came 
back and I joined the National Museum again 
in my job as principal assistant curator, and 
I got promoted to Curator subsequently. 
Unfortunately I had to leave this job and 
return to Cambridge because I won a British 
Academy Post-doctoral Fellowship. This 
is a very prestigious award in the British 
academic establishment and I was privileged 
to be one of those who received this award 
in 2004. That led me back to Cambridge to 
stay for three years. I was just out of Ph.D. 
filled with all kinds of ideas and I thought I 
could write three books in three years. I was 
stupid! I struggled and only wrote only one 
book successfully that came out two years 
ago from Oxford University Press.

JE        What was that called?

AM      Names Are Thicker Than Blood.

JE         Right. So your thesis, can you 
explain what it is about in one or two sentences?

AM      The thesis has the same title as 
the book, because the Sepik River people are 
completely preoccupied with the ownership 
of names, and if you steal peoples’ names 
they are going to come and fight with you 
and they are going to force you into a debate 
and they hope you will relinquish your claim 
over the name because the ownership of 
the name is so important, like ownership of 
waterways and land tracks and special kinds 
of knowledge, the names of spirits and all 
kinds of things.

JE         And is the Mai ceremony 
a major way to transmit 
ownership of the names?

AM      Mai is a kind of founding 
ancestor and different clans 
will have different faces and 
they will be given personal 
names and their special names 
will distinguish them. Say for 
instance, for my mother’s 
brother’s people, their Mai will 
be ‘Walamgambi’ and I can sit 
here and visualize the mask, 
‘Walamgambi’. I think my clan’s 
name for the mask will be 

‘Waskumbooban’ and it is the same clan 
that owns this mask for several villages. So 
the learning of the names works through 
relationships. There are two kinds of names. 
One comes from your mother’s side and one 
comes from your father’s side. If you are able 
to get names from both sides you can become 
very, very powerful because these names are 
able to invoke and bring down the power of 
the spirits behind these names. People of 
erudition or very high power memories are 
able to record and capture these names. And 
these names are actually stories, if you begin 
to enquire behind these names.

JE         So you received a prestigious 
scholarship and went to Cambridge came 
back and did you then work at the Museum 
again?

AM         No. From Cambridge I couldn’t get 
the job here in Moresby. Actually I did get a job 
I should say, it was at the National Research 
Institute and I was supposed to be in charge 
of the Social Sciences division at the National 
Research Institute, but at the same time I 
got another prestigious fellowship, this time 
in anthropology. The Royal Anthropological 
Institute gave me a post-doc – a second 
post-doc. So I thought, “Man, that is a must”. 
I negotiated with the NRI to allow me leave, 
but they said, ‘No, if you don’t come back and 
get it, refuse this offer’. So I refused this offer 
from the National Research Institute and went 
to Ireland for a year and from Ireland I picked 
up a job in Adelaide. So I went to Adelaide 
and it was a three year contract from 2009 
to 2011. I stayed there until I started getting 
these strong words from the Museum’s Board 
of Trustees. They found out that the Museum 
was going down and down and down and 
right down into the gutter and they thought 
they had to look for people who knew that 
institution and who would have the spirit to try 
to help them repair it.

Dr. Andrew Moutu was subsequently 
appointed Director of the National Museum 
and Art Gallery of Papua New Guinea and 
remains in that position today.
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other events

Auckland, New Zealand:
Auckland Art Gallery - Toi O Tamaki
The Maori Portraits: 
Gottfried Lindaeur’s New Zealand 
22 October 2016 - 19 February 2017

Brisbane, Australia:
Queensland Art Gallery
No.1 Neighbour: Art in Papua New 
Guinea 1966-2016
15 October 2016 - 29 January 2017

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

Perth and Sydney, Australia:
University of Western Australia
The Annual Kimberley Foundation 
public lecture: Explorations in Time 
- scientific dating methods and  
their application
Perth: 15 November 2016
Sydney: 18 March 2017 at the Art 
Gallery of NSW.

Sydney, Australia:
Theodore Bruce Auctions
Tribal Art Auction - Ethnographics
6 Ralph St, Alexandria 2015
4 December 2016
www.theordorebruceauctions.com.au

Los Angeles, USA:
Bonham’s Tribal Art Auction 
6 December 2016  

San Francisco, USA:
The San Francisco Tribal and 
Textile Art Show 
9 - 12 February 2017
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Cloths, mats, paddles and large 
shields have predominantly been 
shown as single items and we’re 
looking forward to the new spaces 
of the Chau Chak Wing Museum. 
The talk finished with a brief outline 
of one of the proposed exhibitions 
‘Sydney Pacific’ (working title) that 
will tell the stories of individuals who 
visited Sydney throughout the 19th 
century. From Tupaia’s voyage on 
the Endeavor, to Maori diplomats 

such as Hongi Hika, passing 
through on their way to see Queen 
Victoria, and the beginnings of the 
‘blackbirding’ slavery era with Ben 
Boyd’s 1847 shipment of workers 
from Loyalty and Vanuatu islands. 
There were also holiday makers, 
like Joseph John (aka Tongatapu 
Joe) who came to Sydney from 
work in the pearlshell industry of 
the Torres Strait. Joseph John has a 
special place in the Macleay family 
story too – originating in Tonga, this 
able seaman fought in the Crimean 
war, led the London Missionary 
Society people to Mowatta and was 
pilot for the Chevert’s expedition on 
its journey to Mowatta.
  

Jude Philp, Senior Curator
Macleay Museum, 
Sydney University

 Image supplied by Macleay Museum.
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