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The Oceanic Art Society is very 
pleased to announce the election of a 
new President, Dr. Bill Rathmell. Bill, 
and his wife, Noelle, have had a long 
association with the OAS, summarised 
in a brief introduction inside this edition 
of the OAS Journal. We also welcome 
on board Dr. Krisztina Turza as Editorial 
Assistant. These two newish faces join 
many of the old hands on the OAS 
Committee which has been deeply 
engaged in bedding down the new OAS 
website (see www.oceanicartsociety.
org.au). We can finally say this site is up 
and running and we hope will continue 
to improve as more information and 
images, articles and links are added, 
establishing it as an invaluable resource 
for those interested in learning more 
about Oceanic art.

This edition of the Journal is heavily 
weighted in covering the many events, 
exhibitions and lectures that have taken 
place in Australia covering Oceanic art in 
the last few months, with some still under 
way. This is to be applauded as for too 
long the huge collections of Australia’s 
many cultural institutions have rarely 
seen the light of day. Queensland has 
been the heart of this activity with two 
significant exhibitions, Solomon Islands: 
Re-enchantment and the Colonial 
Shadow at the University of Queensland‘s 
Anthropology Museum, and No.1 
Neighbour: Art in Papua New Guinea 

1966-2016, at the Queensland Art Gallery. 
These shows have been thoughtfully 
reviewed by, respectively, Dr. Krisztina 
Turza, Dr. Diana Young and QAG Curator 
(Pacific), Ruth McDougall. We also learn 
from Dr. Mike Gunn about the recent 
Oceanic Knowledges Conference in 
Canberra, and a review on the wonderful 
lecture given by Crispin Howarth on 
the Reverend Fellows Collection at the 
final 2016 OAS lecture and AGM held in 
Sydney on November 12.

The next edition of the Journal will 
include the final part of Barry Craig’s 
series on the early collectors for the 

  

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. Details page 2.

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

Left to right: Dr Krisztina Turza, Dr Bill Rathmell, Noelle Rathmell-Stiels. Photo by Robin Hodgson.

South Australian Museum and we 
then intend to continue this theme with 
articles on other early Pacific travelers 
and adventurers and the collections that 
they amassed.

The next OAS lecture is to be given 
by Dr. Peter McCabe at the Australian 
Museum on March 15 on the origins 
and meanings of the idiosyncratic 
beaded aprons of the Geelvink Bay 
region of West Papua. We are looking 
forward to what promises to be a 
fascinating evening and encourage 
members to attend.

Jim Elmslie



Aboriginal and Oceanic Art Auction 
including

the Robin Hodgson Collection
 

at our rooms on Sunday March 12 at 11am 
viewing at

Friday March 10  from 10.00 am to 4.00pm
Saturday March 11 from 10.00 am to 4.00 pm

Limited view Sunday pre auction
available online at www.theodorebruceauctions.com.au

Enquiries: 
Jim Elmslie, Aboriginal and Oceanic Specialist

jelmslie@ozemail.com.au     0407 913 870

Kathleen Roberts, Business Administrator
k.roberts@theodorebruce.com.au     61 2 8212 4100

Theodore Bruce Auctioneers
6 Ralph Street, Alexandria, 2015, NSW

61 2 8212 4100
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Cenderawasih Bay (better known 
to Oceanic art collectors by its old 
name of Geelvink Bay) is famous for 
its Korwar art and elaborately carved 
canoe ornaments.  The beaded aprons 
from this area, with their beautiful and 
fascinating designs, are also much 
sought after by collectors.  The aprons 
were worn only during ceremonial 
occasions.  The intricate and complex 
patterns of the aprons are unique in 
New Guinea and, unlike other aprons 
of the region, are five-sided rather than 
rectangular. This raises the question 
as to origin of the aprons and their 
patterns.  Are they a relatively recent 
innovation or are they based on long 
traditional designs?
 
The peoples of the northwest coast of 
New Guinea have interacted with the 
outside world for thousands of years.  
Trade of plumes, wood products, and 
slaves from the area is documented 
during the peak of the spice trade and 
during the Dutch dominance of SE Asia.  
In the mid-nineteenth century prau from 
Cenderawasih Bay made annual trips of 
over 1000 km  to pay tribute to the Sultan 
of Ternate.  Archaeological evidence, 
however, shows trade patterns go much 
further back. Imported textiles, from the 
Indonesian archipelago, and beads and 
ceramics, from Asia, were treasured by 
the inhabitants of the Cenderawasih 
Bay area as heirloom articles passed 
on to the next generation at marriages 
or at death.
 
It has been suggested by several 
authors that the patterns of Geelvink 
Bay aprons are copied from imported 
textiles.  However, an understanding 
of the traditional beliefs of the coastal 
inhabitants of the bay before conversion 
to Christianity suggests that most, if 
not all of the patterns, had powerful 
meaning to the wearers.  The symbols 
have meaning in their mythology and 
reverence for ancestors. Patterns 
represent mythological creatures and 
significant astronomical features – 
symbols that are not surprising for 

the coastal area of  Cenderawasih Bay 
speak Austronesian languages and 
the area was presumably populated 
during the great Austronesian oceanic 
migrations, displacing Papuan-
speaking people inland. Patterns in the 
beaded aprons may be best explained 
as a combination of Austronesian and 
Papuan cultural symbols.

what was mainly a hunter-gatherer 
community with strong ties to the sea.  
Even the five-sided shape of the aprons 
has a special meaning related to the 
night sky.
 
The similarity with patterns in SE Asian 
textiles is presumably because of a 
shared history. Many of the peoples of 

The Moon, the Stars and the Demon Shrimp: 
Deciphering Patterns in Beaded Aprons of  
Geelvink Bay, North West New Guinea

NEXT LECTURE
Wednesday 15 March 2017 - OAS Lecture, in the Halstrom Theatre of the 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.

Peter McCabe will be presenting a lecture on:

Beaded aprons from Cenderawasih Bay.  Early 20th 
century.  From the collection of Peter McCabe.

Orator’s Stool, Kanganaman Village,  
Sepik River. Collected 1971.  

The Robin Hodgson Collection.
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Secretary’s Report on AGM 
The new OAS Executive Committee as elected at the AGM on November 12 last year:

President:  Dr Bill Rathmell
Vice President and Journal Editor: Dr James Elmslie 
Treasurer: Rita Uechtritz
Secretary:  Robin Hodgson 
Past President and Vice President: David Welch
Tribal Art Fair organiser: Geoff Carey
International Communications: Noelle Rathmell-Stiels
Advertising: Irene Ashburn
Website design, Advertising & TAF consultant: Warwick Majcher
Facebook administrator: Jerry Liew
Other on-line media (Instagram and more): Flynn Malnic
Special advisor to all matters Art Oceanic: Crispin Howarth 
Editorial Assistant: Dr Krisztina Turza
 

Bill Rathmell has had a long career in 
agricultural research and education in 
five countries, on four continents - in 
both industry and in academia. He and 
his Belgian wife Noëlle (a former art-
critic - currently a correspondent of the 
Tribal Art magazine) have always been 
fascinated by the arts and culture of the 
places they have lived in and visited. 
They came with their family to Australia 
twenty-two years ago, and have been 
members of the OAS since Harry Beran 
founded it. In fact, Bill’s photographs 
from Vanuatu and aboriginal Australia 
were used when Noëlle created 
the original oceanicartsociety.org.
au website in 1999. Bill and Noelle 
have continued to travel extensively 
in Australasia and have a modest 
collection of aboriginal and Oceanic 
artworks in their Sydney home. Though 

retired, Bill is adjunct Professor in the 
Faculty of Agriculture and Environment 
in the University of Sydney doing 
occasional contract and voluntary work 
in Europe and in Asia.

Dr Krisztina Turza is a dual citizen of 
Hungary and Australia, residing in 
Brisbane, QLD. Krisztina, a commercial 
law specialist, now works in the mining 
and oil & gas industry, and is currently 
enrolled at Deakin University Master of 
Arts and Cultural Management course. 
In 2013 Krisztina’s passion for tribal art, 
archaeology and art history led her to 
establish TurzArt Tribal Gallery with 
its strong authentic museum quality 
collection of Aboriginal, Oceanic and 
Southeast Asian tribal artworks.

Update on 
Australia’s Rock Art 
by Mike Donaldson

Mike Donaldson advised that his 
book covering Australia’s Rock Art 
is yet to be published as he awaits 
Aboriginal comments/approvals 
from a number of organisations. 
The book is ready to print and the 
approvals are hoped for early this 
year from several groups in the 
Alice Springs region, some of the 
Western Australian groups, the 
Pilbara and the Gascoyne regions, 
but again this will take time to 
discuss the images in the book 
with relevant traditional owners. His 
other proposed publication, Depuch 
Rock Art, featuring petroglyphs 
from Depuch Island off the Pilbara 
coast, is also on hold for similar 
reasons, but he has printed a 
limited number of copies, hard 
bound and with dust jackets, as 
an unpublished manuscript that 
he has made available to selected 
rock art researchers, and donated 
copies to the UWA rock art research 
centre in Perth, and also the WA 
Museum. These cost $400 each to 
produce. OAS commends Mike for 
his thoroughness and his patience 
and hopes that he will be rewarded 
with the hoped for permissions. We 
eagerly anticipate both publications.

Robin Hodgson, Secretary - OAS
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New Britain art in the Melanesian Gallery
By Crispin Howarth, Curator Pacific Arts, NGA

The majority of the National Gallery’s 
Pacific Arts collection comes from Papua 
New Guinea; the newly reinstalled 
Melanesian gallery reflects this with 
arts from several of PNG’s provinces, 
especially New Britain and New Ireland. 
The arts produced in this region are 
characterised by arresting and radically 
inventive sculptural forms executed 
with a wide array of media found in the 
environment including feathers, shell 
and stone. These works were created 
for traditional use, for community 
purposes better known today as kastom. 
While some kastom practices ceased 
during the 20th century with the growth 
of globalization - other indigenous 
kastom have continued to be part of the 
social and cultural fabric of Papua New 
Guinea. There are a number of works 
now on display for the very first time; two 
are particular highlights from the island 
of New Britain, the giant Tutuna ring and 
the Nausung mask.

The Tutuna money ring is the largest 
and most spectacular form of currency 
in use today. The Gallery’s Tutuna was 
created by Vaniara and his colleagues 
for a commissioned display of wealth 
at a dawn ceremony by Vin Tata Lote of 
Kokopo, East New Britain in 2010. An 
important part of this ceremony, called 
Kinavai, is the cutting of the money ring 
and distribution of Param (arm-span 
lengths of cane threaded with tiny shells) 
to other important community members. 
It is through the act of gifting the shell 
money lengths away that Vin Tata Lote 
gains more status and respect from his 
community and from all onlookers. The 
National Gallery’s Tutuna holds one 
thousand of these delicately threaded 
param length, which is approximately 
200,000 of the tiny nassa shells collected 
from sea snails.

The Tutuna represents a lifetime of 
patient saving by a Tolai person as only 
the wealthiest and most entrepreneurial 
can ever hope to create and own one. 
It is the largest money ring outside of 
Papua New Guinea and exemplifies the 
continuing importance of kastom shell 
wealth for the Tolai people.

It is a rare occurrence for Melanesian 
art in Museum and Gallery collections 
to have the name of the creating artist 
recorded yet the Nausung mask 

Philip Dark with Nake of Portne, Kilenge, pausing from carving a drum. (photo: Mavis Dark NB 74.12)  
Dark, P. Persistence, change and meaning in Pacific Art: A retrospective view with an eye towards the 
future in Pacific Art persistence, change and meaning, Herle, Stanley, Stevenson, Welsch (eds), Pacific Arts 
Association, University of Hawai’i press , 2002. p.30.

Tutuna [money ring] 2010 (2012.1783). Courtesy the National Gallery of Australia
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(on display for the first time since its 
purchase in 1971) was purchased 
directly from the artist; Nake of Portne 
village, West New Britain. Through the 
writing of anthropologists Philip Dark 
and Adrian Gerbrands it is possible to 
learn something about who Nake was. 
He held the title of ‘namos’ due to his 
talent for carving. Usually a namos was 
the son of an established carver who 
learned the skill from their father but 
Nake did not have such a privileged 
path; he was born on the island of 
Umboi to the west at Kumbalap village 
and had moved through marriage into 
the Kilenge community and gained 
recognition solely through his natural 
talent in the art of carving.

Nake was viewed as a man who was 
unsure of his position in the community 
and countered this by being overly 
talkative with a ‘patter’ matched by only 
by his vivid imagination.

During World War II Nake was believed to 
have worked and travelled in Papua New 
Guinea with US soldiers, he was known 
to be something of a smooth operator 
who would often try to exaggerate his 
position in business and community 
situations. Because of this he gained 
the nickname Awa Gauugauwa “talking 
nonsense” which unsubtly suggests 
he was not as smooth as he projected 
himself. However, it is noted that when 
engaged with carving Nake became a 
different man, solely concentrating on 
the work at hand. When receiving praise 
for his work he would shake his head 
slightly in satisfaction.

The nausung mask itself, is the face 
of a fearsome bush spirit who had the 
strength to tear down trees; the nausung 
appeared at ritual performances 
including some connected to initiation 
rites for young men. After Nake mastered 
how to make this particular mask form 
under the direction of the master carver 
Talania of Ongaia village in 1967, he 
began a small business of creating them 
in a workshop behind his home where 
he would make them on commission for 
other villages when they were preparing 
for an event and also to sell optimistically 
to the occasional visitor.

Bibliography
Dark, P. Among the Kilenge ‘Art is something 
well done’ pp. 29-44 in Art & Artists of Oceania, 
Dunmore Press, Ethnographic Arts Publications, 
Mead, S. & Kernot, B. (eds) 1983.

Gerbrands, A. ‘Talania and Nake, Master Carver 
and Apprentice: Two Woodcarvers from the Kilenge 
(Western New Britain)’ pp. 193-206. In Art and 
Society: Studies in Style, Culture and Aesthetics, 
ed. M. Greenhalgh and V. Megan, 1978.

Nausung [mask] 1967-71 (71.256). Courtesy the National Gallery of Australia.
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Since I missed the opening of the 
University of Queensland Anthropology 
Museum’s recent exhibition on the 
Solomon Islands as I was travelling in 
Europe, I was eager to pay a visit on my 
return in September. It is not a common 
occurrence that an exhibition is solely 
dedicated to the arts of the Solomon 
Islands. As Diana Young, Director of the 
UQ Anthropology Museum, mentions in 
her exhibition summary, this is ‘only the 
second exhibition in Australia devoted 
to Solomon Islands in recent years, 
although Honiara, the modern capital of 
Solomon Islands is closer to Brisbane 
than Auckland’. 

The exhibition was opened on 22 
August 2016 and will be on until June 
2017, displaying antique as well as 
contemporary works from its Solomon 
Islands collection of some 28,000 items, 
with the aim to ‘return the Solomon 
collection to an enchanted state, one 
that is alive with new possibilities for 
shaping the present and the future’.

The exhibition’s cornerstones are 
the head-hunting canoes (and some 
contemporary sculptures by George 
Borgus; Aldio Pita; Leuten Watts-Hila; 
Milton Moloka; Gaspar Terrence and 
Ralph Ako, and stories from Leuten 
Watts-Hila and Eutucus Ngonga, all 
of whom are from villages in Marovo 
Lagoon in the New Georgia Islands 
group), shells, pearls and beads, batons 
(hauanoreereo in Are’are’ language 
and fou`atoleeleo in 
Kwaio language) and 
clubs (large Alofolos). 
The show also 
features photographs 
assembled by the 
Queensland labour 
trader, Douglas Rannie, with hand written 
captions from his manuscript in the UQ 
collection. It was due to the Queensland 
Labour Trade, between 1870 and 1911, 
that there are so many Solomon Islands 
artefacts in Brisbane. Almost 25,000 
Solomon Islands labourers came to 
work on sugar plantations in Northern 
Queensland, a significant number in 
comparison to the islands’ population of 
150,000 at that time.

Items that caught my eyes were the 
pair of beautifully carved statutes (used 

as food containers), the statute with 
Reckitt blue bead eyes (which you 
would not automatically pick up on, but 
luckily a helpful gallery staff pointed 
at them with a torch), the marvellous 
gnuzugnuzu heads also known as totu 
isu canoe prow ornaments (toto isu in 
Marovo language literally means ‘big 
nose’). The gnuzugnuzu illustrated was 
collected between 1893 and 1900 and is 
unusual in the sense that it has a head 
of woollen hari. The wide staring eyes of 
the gnuzugnuzu were to keep watch and 
ward off the malevolent sea spirits like 
kesoko, whilst the nose is based on that 
of a dog. 

There are great model canoes and 
bowls on display, depicting bonito fish, 
frigate birds with mother of pearl shell 
inlays, steel axes (kilakila), batons and 
clubs, as a reminder of the turbulent 
past. The collection’s fish hooks with 
turtle shell barb bounds were beautifully 
arranged with glimpses of the miniature 
gnuzugnuzu faces carved on them.

Visitors could admire a number of 
kapkaps (clam shell discs with turtle 
shell openwork held together at centre 
with plant fibre string) and a gorgeous 
barava (believed to be ritually broken 
atop burial sites and cut from solid giant 
clam shell) as well as a nicely preserved 
feather money (pride price). There are 
six Malaita Island combs on display, the 
teeth of which are made from the tree 
fern called ona (Cyathea lunulata). Shell 

and woven glass 
beads ornaments with 
flying fox, dolphin, 
dog and human teeth 
are also exhibited.

The shell rings and 
armlets on display are good examples 
of the western islands arm ornaments 
that were worn as pendants, indicating 
a higher social status. Different types of 
shell rings were used for trade ranging 
from peace agreements to standard 
market purchases all the way to being 
used as offerings to ancestors and 
spirits. Then there was the selection 
of dance sticks (matanimao) reflecting 
the daily activities of the people.  The 
men’s dance clubs on display were also 
very old, collected between 1893 and 
1900. As I learned from the exhibition 

materials, these bwa or ba (meaning 
stick in Natugu language or pwiwu in 
Natugu language which refer to the 
coconut inflorescence) were used 
during the napa dances, which were 
directly connected to the deities or spirits 
(dukna). Important to the performance is 
the sound as it is said to be a reminder 
of the sound when two fighting cocks hit 
each other.

An interesting aspect of this region, as 
quoted from David Akin on one of the 
exhibition labels, is that in the late 19th 
century, European labour recruiters, 
colonial officers and missionaries were 
eager to collect Solomon Islands items 
as ‘curiosities’ and the Islanders were 
also keen to barter them. Clubs, in 
particular, were popular trade items as 
they perfectly conveyed the stereotype 
attitudes held by white Australians of the 
‘savages’. However, by the 1910’s the 
Solomon art market had declined and 
only reawakened during WWII, when 
thousands of soldiers sought souvenirs, 
especially clubs, that could fit in their 
suitcases (early ‘airport art’) and little 
resemble those that were originally 
used by the Islanders. Today, Honiara’s 
tourist shops offer clubs, many of inferior 
woods with shell inlay, whilst old style 
clubs are still currently being made in 
rural communities on Malalita as some 
young men prefer to carry these clubs 
so as to ‘look good’.

Solomon Islands – Re-enchantment and the 
Colonial Shadow Exhibition
At the University of Queensland Anthropology Museum. Review by Krisztina Turza.

Images this page courtesy Krisztina Turza.

...some young men 
prefer to carry these 

clubs so as to ‘look good’
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The first one is mysterious; a sculpture 
of an adolescent girl carrying a bowl or 
a basket.

 

She was discovered in the collection 
early on in this research project when 
we were searching for Solomon items 
that might not have been accessioned 
as such. The Museum catalogue held 
little information about her, the only clue 
being the all too frequent heart sinker, 
‘Melanesia unspecified’.
 
She is carved from one log with a long 
patterned support to her braced pose. 
Red bands are indented below her 
knees and on her wrists suggesting 
festival wear. The pearl shell inlaid 
around the rim of the container and 
her hair style at the back of her head 
contrasts against the blackened soft 
wood. But what makes her so arresting 
are her eyes, which are made of bright 
blue beads overlaid with an inset of thin 
glass giving her an uncanny stare. Her 
distinctive frigate bird tattooing is similar 
to the segesege or unpigmented facial 
tattooing unique to Santa Ana and Santa 
Catalina, which suggest an eastern 
Solomons style[i].
 

To keep her company in the gallery 
Queensland Museum kindly loaned 
two pieces of blue tapa said to be 
dyed with wild indigo, that were the 
speciality of Santa Isabel women. 
When it materialized in glass beads and 
cloth, blue seems to have become an 
important colour in Solomons.

The UQ collection has only two animal 
sculptures from Solomon Islands, both 
collected in the late 19th century by the 
Labour Trade government agent, Sydney 
Mercer Smith. This one in the exhibition 
may represents a collared kingfisher 
(Todiramphus chloris) or a male frigate 
bird. His resting wings are defined by a 
single row of nautilus shell, cut into an 
X shape that may be a stylised frigate 
bird design. Old collection photographs 
and the small holes on its belly tell us 
that the bird once had legs. Was it a 
canoe post ornament (see the photo of 
blue ‘kio-kio’ kingfisher prow ornament 
in Richards 2012; 117) sitting atop the 
stern post to indicate wind direction, 
though he seems in too good a condition 
to have been used for that for long. Or 
perhaps it was made to be traded or was 
even commissioned by Mercer Smith as 
animal carvings are today in Marovo.
 
This prow head, with its fierce, pointed 
teeth, almost certainly came from a 
head hunting canoe with the small 
human head held beneath its face. 
Although it has lost the outer part of its 

 
ears miraculously it still has a piece of 
red trade cloth in its nostrils. Its hair is 
made from what seems to be a piece 
of coral. Its whole face is indented with 
tattoo patterns; the lime that provides 
contrast has gone from the upper 
portions. Amongst these designs are the 
‘M’ shapes of flying frigate birds.
 
Hviding notes that large eyes, ears and 
noses, which are based on that of a dog, 
are central elements of nguzunguzu, 
providing heightened sensory capability 
to detect sea spirits[ii]. As a crucial element 
of the Western Solomons war canoe their 
constant outward gaze ensured safe 
passage from malevolent sea spirits like 
keseko[iii] and there is a contemporary 
carving of kesoko in the show by Milton 
Molocka of Maravo lagoon.
 
In Re-enchantment and the colonial 
shadow this work is part of the ‘heads and 
tales’ narrative showing contemporary 
nguzunguzu, a term now commonly 
applied throughout Solomon Islands. 
Designed as detachable prow heads 
they were kept in the canoe house and 

A Focus on Some of the Exhibition’s Gems
Dr. Diana Young, Director, University of Queensland Anthropology Museum, assembled the 
following notes on some of the more fascinating objects that are in the exhibition. All 
come from the museum founder, Dr L. P. Winterbotham’s collection, made mainly during 
the 1940s and 1950s. The details below rely heavily on the knowledge of the collaborative 
working group for the exhibition and research by UQAM staff both in other collections and 
in published literature.

Maker(s) unrecorded. Carving of a young 
girl carrying a food bowl. Wood, shell, putty 
nut (Parinarium sp.), plant pigment, glass. 
Attributed to eastern Solomon Islands. 
Provenance unrecorded. 

Maker(s) unrecorded. Carved bird c.1895. 
Wood, shell, feather, putty nut (Parinarium 
sp.), plant pigments. Solomon Islands. 
Collected by Captain Sydney Mercer-Smith 
1893-1903. Donated by Sydney Mercer-
Smith 1951.

Maker(s) unrecorded. Totu isu (Marovo) / 
Canoe prow ornament c.1895. Attributed to 
New Georgia Islands by Annie Ross. Ebony, 
shell, lime, trade cloth, coral. Collected by 
Captain Sydney Mercer-Smith 1893-1903. 
Donated by Sydney Mercer-Smith 1951.
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Continued from page 7

lashed to the canoe for raids. The holes 
at the back of this nguzunguzu and the 
wear indicates that it was used.
 
The next two things are displayed in 
a narrative based on the Queensland 
Labour trade and Malaita

Human tooth necklaces are 
uncommonly found in museum 
collections. This one, according 
to David Akin[iv] is likely to be from 
Kwaio, and is made up of human teeth 
collected from killings. According to 
the missionary and ethnographer, W. 
G. Ivens, necklaces of human teeth 
from dead relatives were worn by 
the people of Pwaloto of Little Mala, 
South Malaita[v]

Almost a quarter of the UQ Solomon 
Island collection is body wear. A third 
are recorded as from Malaita which also 
provided the highest volume of labourers 
in the Queensland Labour Trade, as 
Clive Moore notes. In this exhibition 
Malaitan men’s body wear is displayed 
among Malaitan clubs, objects that were 
also charged with spiritual significance.
 

This men’s cane belt called ueariarai 
in Kwaio was another collection store 
‘discovery’ during research. David Akin 
provided the knowledgeable details 
about it[vi].  Made of long strips of cane 
decorated with red and yellow fibre work 
designs, the strips of smaller cane are  

patterned using a resist-dye technique 
where pieces of leaf are tied onto the 
strips before boiling in dye. The lozenge-
shaped design is called lodo`efuu in 
Kwaio[vii]. Worn around the waist they 
were supposed to kill hunger pangs 
while men were hunting a bounty 
victim and forbidden to eat due to their 
ancestrally charged state.
 
This belt was collected by Sir Samuel 
Griffith. Although it is likely he never went 
visited the Islands he was a man likely 
to receive high quality gifts in his jobs as 
Queensland Premier from 1883-88 and 
1890-93, Chief Justice of Queensland 
(1893-1902) and Australia (1903-19). He 
took a close interest in the Queensland 
labour trade and legislated to close it in 
1885, then was forced to back down in 
1892 due to an economic crisis[viii].
 
 
 

 
The wall hung with axes has been 
popular with visitors to the show. Some 
axes have inlaid pearl shell handles but 
this unusual bell shaped trade axe has 
been spliced into a black palm wood 
dance paddle.
 
 
The exhibition is open until the 
end of June 2017. See http://www.
anthropologymuseum.uq.edu.au/index.
html?page=235013&pid=185401 for 
more details.
 

 
Thanks to Camilla Hardjo who was curatorial 
assistant for this exhibition research project.
[i] Guppy 1887:132, Ivens 1927:24 and Mead 
1973:30-31.
[ii] E. Hviding 2014b; 124.
[iii] E. Hviding 2014a;111.
[iv] David Akin Pers comm., 2013, see UQAM on 
line catalogue notes for this item.
[v] Ivens 1927; 213.
[vi] D Akin 2016, pers. comm., 1 April; Burt et al 
2009, p. 144.
[vii] D Akin 2016, pers. comm., 1 April
[viii] Clive Moore pers comm., and forthcoming in 
the exhibition catalogue
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with whale ivory inlays
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Keen collector  seeks quality 
Polynesian, Melanesian and 
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to dsaid@ozemail.com.au

The ANU Humanities Research Centre, in 
partnership with the Centre of Collective 
Biography of Archaeology in the Pacific 
and the ANU Pacific Institute held a 
conference on knowledge and culture in 
Oceania on 27-28 January. Organised 
by Peter Brown, Matthew Spriggs, and 
Kylie Moloney, the conference brought 
together a wide range of speakers and 
topics and brought a much appreciated 
focus to current thinking and approaches 
to the field.
 
Setting the course for the conference 
was master navigator Larry Raigetal, 
director of the Waa’gey Organisation 
(http://www.waagey.org), Yap, 
Federated States of Micronesia. 
Originally from Lamotrek, an atoll 
situated 920km (500 nautical miles) 
ESE of Yap, Larry was taught navigation 
by his father and was recently fully 
initiated as a navigator.  He showed 
us very graphically what it is like to 
sail such vast distances in a traditional 
single-outrigger sailing canoe, much 
smaller than the Hokule’a and other 
Polynesian sailing vessels - which are 
“like Cadillacs in comparison”. His talk 
and video clips made us contemplate 
the hardships of sailing for five days on 
a very precarious craft, with no sleep, 
bailing all the time, continuously wet, 
suffering storms and squalls. His bravery 
and strength was completely apparent 
to us all. During his talk he mentioned 
the navigator’s maxim of looking back 
at the island he has just left, so he can 
know where he is going. We all became 
introspective at that point.
 
Following Larry the next 19 speakers 
also opened our eyes, our minds, 
and our hearts. They originated from 
Vanuatu, New Caledonia, Tahiti, Fiji, 
Papua New Guinea, Aotearoa New 
Zealand, Tonga, Chuuk, and Australia.  
Topics ranged from rising sea levels 
through politics to the liveliness of 
Pacific objects in museums, but were 
linked by the key themes of active 
communication. As an audience we 
learnt more about Pacific ways of 
understanding culture, about politics, 
and cultural perspectives. We learnt 
about “respecting a tree” before altering 
its destiny. Respecting a tree requires 
one to communicate with it.

archivist working in Fiji, to those facing 
the political front line in Papua New 
Guinea and in Vanuatu. We eventually 
drifted off, back to our respective 
homelands, refocused and reminded of 
the purpose in our work, why we exist, 
why these meetings are so important  
to us all.

Some of the speakers were so eloquent, 
we almost wept for joy upon hearing 
them express their unique approaches 
to knowledge and its transmission, and 
how this is at the heart of Pacific cultures 
and provides a link between them. We 
were brought into the different realities 
that exist in the Pacific–from that of an 

Oceanic Knowledges Conference
Australian National University, 27-28 January 2017. Review by Michael Gunn

Larry Raigetal showing one of his videos which illustrates how small and vulnerable are the long-distance 
sailing canoes from Lamotrek atoll in Micronesia. Image courtesy Michael Gunn.
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No.1 Neighbour: Art in Papua New Guinea 1966–2016
by Ruth McDougall, Curator, Pacific Art, Queensland Art Gallery | Gallery of Modern Art

Geographically, the mainland of Papua 
New Guinea lies just 3.7 kilometres 
from the island of Saibai in the 
Torres Strait, at the far-northern tip of 
Queensland. Historically, Australia and 
Papua New Guinea share colonial and 
modern histories. Yet PNG still holds 
a sense of mystery and mysticism in 
the Australian imagination: the drama 
and beauty of its landscapes and the 
rituals and customs of its people have 
inspired us for centuries. The recent 
Queensland Art Gallery l Gallery of 
Modern Art exhibition ‘No.1 Neighbour’ 
engaged with what it means to live in 
this vibrant nation today.

Presented in the Queensland Art 
Gallery from 14 October 2016 – 29 
January 2017, ‘No 1 Neighbour’ 
highlighted the diversity of the different 
cultures found in this dynamic young 
nation bringing together works from 
9 of its 22 provinces. The breadth 
of creative expression was evident, 
ranging from bilas (ornamentation) 
and the masking traditions involved 
in sing-sing (gatherings of the tribes 
to share cultural traditions) through to 
bold explorations in printmaking and 
painting technologies, as well as the 
dynamism of music and dance.

The first work visitors encountered 
in the exhibition — the spectacular 
Koromb (spirit house) 2012 ceiling 
by Kwoma artists from the East 
Sepik region — was commissioned 
by the Gallery for APT7 in 2012–
13. It highlighted the importance of 
buildings such as these as places of 
local decision-making. The work also 
referenced the Kwoma-inspired ceiling 
in Parliament House in Port Moresby 
and the more formal shared history 
between our countries. Another key 
work was painter Simon Gende’s No.1 
Kiap long Australia Jim Taylor / Brukim 
Bush Gone Long Highlands Papua 
Nuigini 1991 — known for his playful 
exploration of significant events and 
histories, Gende in this painting tells 
the story of Jim Taylor, a major figure 
in the colonial history of Papua New 
Guinea. As a kiap (patrol officer), Taylor 
led a series of expeditions into the 
Highlands during the 1930s, which saw 
this previously unexplored area opened 
up for pacification and change. Also 
included was a group of Tolai Tokatokoi 

(headdresses) 2011 with the traditional 
ancestor figure replaced with images of 
the Virgin Mary and a Sepik sculpture 
titled Adam and Eve 2011. Such works 
illustrated the enduring influence of 
the church and the cultural impact of 
Christianity. In some cases, audiences 
could see the inventive ways in which 
artists and communities responded to 

and integrated this new faith into their 
lives and culture; in others, there was a 
sense of enormous cultural loss.

Commissioned especially for ‘No.1 
Neighbour’, and led by Australia David 
Bridie of Wantok Musik Foundation, 
was the immersive installation a Bit na 
Ta (Source of the sea). This work, 

Kwoma Arts - Koromb (spirit house)  (detail) 2012. Purchased 2012. Queensland Art Gallery. 
Collection: Queensland Art Gallery. Photograph: Mark Sherwood, QAGOMA. Image Courtesy: 
Queensland Art Gallery l Gallery of Modern Art.

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
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developed through historical analysis 
of the period between 1875 and 1975 
by Tolai historian Gideon Kakabin, 
presented the history of the politically 
active Tolai people of East New Britain 
from their own perspective. Delivered 
through songs written collaboratively 
by celebrated Tolai musician George 
Telek, Gideon Kakabin and David 
Bridie, with inpugumowt from Anslom 
Nakikus, the Matupit choir, elders 
Bung Marum and Revie Kinkin and the 
Gilnata, Moab and Amidel tribe string 
bands, among others, the installation 
exposed audiences to the events 
that shaped this century for the Tolai, 
including occupation by three colonial 
powers (including Australia), two world 
wars and three volcanic eruptions. 
Music threads through all facets of Tolai 
life and it was important that this be 
the primary medium for the installation, 
through which a Bit na Ta  immersed 
Gallery audiences with its evocation of 
a Tolai cultural space and history.

Another major component of the 
exhibition examined the period 
immediately leading up to and after 
Independence in 1975. This period 

was characterised by much 
creative experimentation and 
vibrancy. Artists such as Akis, 
Mathias Kauage, Jakupa Ako, 
David Lasisi and Simon Nowep 
are often 
h e r a l d e d 
as initiating 
new more 
‘ m o d e r n ’ 
forms of 
expression, 
transferring 
traditional body painting, 
architectural and mark making 
traditions to canvas and paper. 
These were men whose fathers 
could remember the arrival 
of white men in their lands 
and were some of the first 
to become Christians: these 
works record the meeting of 
the two worlds, drawing on 
customary forms of expression 
to record and make sense 
of the demands, temptations 
and experiences of alienation 
within the processes of national 
modernisation.

‘No.1 Neighbour’ also 
highlighted the creativity of key 
Papua New Guinean women 
artists with the inclusion of 
works by Wendi Choulai, Mary 
Gole, Angelina Gumowe, 
the Ömie people, Florence 
Jaukae-Kamel, Lisa Hilli, Julia 
Mage’au Gray and Taloi Havini. 
The assertion of gender parity 
and the acknowledgment 
of women’s importance in 

promoting a healthy and creative 
society was one of the strong 
threads uniting the artists’ 
practices.

A group of 
shields from 
the Waghi 
valley, a pair 
of woven 
p u k p u k 
crocodiles by 
Iatmul artists 

(recognised for their initiatory 
skin-cutting practices), and the 
work of Australian-born Chimbu 
artist Eric Bridgeman, explored 
the contemporary expression of 
masculinity. Central to all was 
the maintenance of customary 
processes of collaboration that 
enable young men to interact 
with their peers, establishing 
important relationships and 
alliances.

For those who missed the 
exhibitions bold colour, 
hauntingly beautiful singing, 
towering spectacular sculptural 
forms, lyrical lines, sensual 
textures, humour and sparklingly 
sophisticated expressions 
of our shared history watch 
the QAGOMA blog for the 
opportunity, coming soon, to 
undertake a virtual tour of the 
show.

Edited excerpt from article 
published in QAGOMA Artlines 
3-2016.

Installation view Kwoma Arts 
Koromb (spirit house) 2012. 
Purchased 2012. Queensland Art 
Gallery. Collection: Queensland 
Art Gallery. Photograph: Natasha 
Harth, QAGOMA. Image Courtesy: 
Queensland Art Gallery l Gallery 
of Modern Art.

...these works record the 
meeting of the two worlds
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Found in Lae, PNG, in the mid 1980’s. 
Possibly a river stone or a meteorite 
that has been carved and may be a 
fertility symbol.
 
The stone is 25cm round and 8cm 
diameter at its largest.
 
If anyone knows what this stone is or what 
it represents please contact the Editor.

Mystery Object
By Jim Elmslie

other events
Melbourne and Sydney:
Explorations in Time - Rock 
Art Dating. Prof Andy Gleadow, 
Kimberley Rock Art Dating, world 
authority on scientific dating methods 
and their application, research 
progress and discovery lecture.
Melbourne on 15 March 2017 - 
Clemenger BBDO Auditorium 
Sydney on 18 March 2017 at 2pm -
NSW Art Gallery Society.
Kimberley Foundation Australia

Sydney, Australia:
Theodore Bruce Auctions
Auction No: AS0343
Ethnographics including Private 
collection of PNG artefacts collected 
over 30 + years.
6 Ralph St, Alexandria 2015
12 March 2017, 11:00am
www.theordorebruceauctions.com.au


