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Foreword 

The Sepik and Ramu River Basins have always had a peculi ar kind 
of fascination for those inter ested in far away places, due to the 
natur e of the terrain which runs from the Bismark and Prince 
Alexander ranges of southern New Guinea to its fertile northern 
coast , as well as to the varied but related cultures of its peoples. 
Few if any places in the whole of Oceania have developed such 
highly sophisticated artistic styles. 

Thi s exhibition of Th e Art of the Sepik River has been as
sembled by Allen Wardwell in a period of over two years of re
search , study and travel. The selection of the objects h as been his 
and his highly informative introduction enlight ens the visitor to 
the exhibiti on and the stud en t and scholar alike to the remarkable 
artistic expressions of the peoples of the Sepik River. Containing 
both relief sculpture and sculpture in the round, the exhibition 
displays decorative elem ents of boat prow s, masks, shields, neck
rests, objects used in the daily lives of these people, often painted 
in a variety of reds, yellows, whites and blacks. 

Following on the successful exhibiti ons of Yakutat South, 
Indi an Art of the Northwest Coast, The Sculpture of Polynesia, 
and T he Gold of Ancien t America, this exhibiti on like the others 
help s to enlarge the artistic horizon s of our visitors and are distin 
gui shed scholarly contributions of Mr. W ardwell. 

Our thank s are first of all du e to our genero us lend ers and 
to museums and their staffs who h ave supplied us in many in
stances with document ation and ph otograp hs for the catalogue. 
Equally, we are indebted to the National Endowment for the Arts 
in their Museum Exhibition Program for a grant to h elp supp ort 

the costs of the exhibition. To Douglas Newton, Curat or of the 
Museum of Pr imitive Art , New York, we are indebt ed for many 
favors. The Photographic Archives of his museum were mad e 
available for Mr. W ardwell's research . Havin g visited the Sepik 
River area on three different occasions, and having made the study 
of its art his specialty, Mr. Newton has given freely of hi s knowl
edge and advice in both the organization of the show and on 
attributi ons. 

We are indebted to E . Leland W ebbe r, Director , and 
James W . Van Stone, Chief Curator, Anthropology Department , 
of the Field Museum of N atural History, Chic ago, and to Froelich 
Rainey, Dir ector, and Da vid Crownover, Executi ve Secretary of 
the Univ ersity of Pennsylvan ia Museum, Phil adelphia, for send 
ing their loans well before the openin g of the exhibition so that 
they could be photographed for the catalogue and advance pub 
licity. The results produced by Howard Kraywinkel, our Photog 
rapher, are typical of the high qu ality of his work. For the design 
of the installation of the exhibiti on , we are grateful to architect s 
John Vinci and Lawrence Kenny, and Joseph Vizcarra of our staff 
who has given valuable assistance to the Curator in installing the 
exhibiti on . In the handlin g of volumin ous correspondence and in 
typing the manuscript of the catalogue, Marie Schwan has worked 
with her usual unruffi ed efficiency. Last but by no means least, we 
wish to acknowledge the import ant contributions of Lois Lebov 
and Linda Sigel who und ertook research on the use and hi story of 
the objects in the exhibition. 

C. C. CUNNINGHAM , DIR EC TOR 
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Introduction 

From the mouth of the Sepik inland for nearly two hundred 
miles are several tribes who produced some of the weirdest, yet 
probably some of the most exciting of all primitive arts ... 
The more we look at these objects, the more they impress us as 
the products of a ·world gone mad, very nearly, for art . ... awe 
inspiring natural phenomena and an awareness of their 
apparent malevolence ... have given rise to a highly charged 
religious and magical expression of man's relation to his 
environment . 

DOUGLAS FRASER 1955 and 1962 

The archipelagoes of the South Pacific that form the ethnic area 
of Melanesia consist of a group of high islands stretching over 
2500 miles in a southeasterly direction from the north coast of 
Australia. A hot, humid climate has created vast rain forests, sa
vannahs, large meandering rivers and swamps in the coastal low 
lands and river basins, while the high central portion of some is
lands supports an alpine climate. At the western end of Melanesia 
is New Guinea, the largest island of Oceania, and the one that has 
produced the greatest number and variety of art objects of the en 
tire Pacific basin. 

New Guinea has been divided into eleven major cultural 
areas, all of which share certain aspects of environment and race 
that give to its art some homogeneity, although it is not difficult to 
distinguish one regional style from another. The island was first 
settled in a series of migrations from Southeast Asia, which have 
been established by carbon 14 analysis as having occurred as early 
as the 26th millenium B.c., but culminated during the era be
tween 3500 and 2000 B.c . It was possible to walk across the land 
bridge s that then existed. These first pre-Austronesian people were 
dark skinned Papuans who only settled in Australia, Tasmania and 
New Guinea. During the Neolithic period, other migrations came 
by sea. Two have been postulated, an earlier one between 1500 
and 700 B.c., and a later one occurring at the beginning of the 
Christian era. These two migrations included dark skinned ne
groids, known as Austronesians, originating again in Southeast 
Asia, and mongoloid people from both Eastern and Northern 
Asia who gradually dominated the earlier established populations 
throughout most of Oceania. In New Guinea, local cultures 
evolved from these three populations, but the dark skinned pre 
Austronesian strain is predominant. The people developed a fairly 
rich agricultural economy, growing coconuts, bananas, taro, yam, 
sago, betel peppers and areca nuts. Recently, numerous Euro 
pean introduced vegetables have made their appearance. In addi 
tion, fishing is extensive and meat is obtained through the hunting 
of wild pigs and cassowary birds. 

The art of New Guinea can be divided into two basic 
categories. There is a somewhat conservative expression in which 
sculptural form is often sacrificed for intricate decorative surface 
ornamentation. Color is sometimes used, but sparingly, and the 
designs , though characteristically curvilinear, are tightly controlled 
and ordered. This strain of art is best shown in works from the 
Trobriand area, the Huon Gulf, and most styles of the western 
part of the island. The more predominant expression is non -natu
ralistic, dramatic and complex, in which three dimensional forms 
are conceived in full rhythms, and surface ornament, whether 
carved or painted, serves to accentuate the mass of the sculpture . 
This method of expression perhaps represents a subconscious at
tempt by the artist to include some indication of the dynamic 
properties of the environment in his work. It relates the art of New 
Guinea to such other artistic traditions as those of west Africa and 
the west coast of Canada, in that all these styles attempt to give 
sculptural substance to the intangible forces of nature and the 
spirit world . Although certain origins for the art of New Guinea 
can be traced to antecedents in Indonesia, where curvilinear pat
terns and bold three dimensional forms are common, they have 
undergone a spectacular metamorphosis here. It is in this category 
that the art of the Sepik River falls. 

About seven hundred miles in length, the Sepik originates 
in the central highlands of New Guinea and meanders in a north
easterly direction, Rowing into the Pacific at about the middle of 
the island's north coast . Numerous tributaries such as the Kara
wari, Yuat, Keram, May and Leonhard Schultze join its course, 
and themselves support populations that contribute to the wealth 
of the Sepik culture. Swampland and jungle predominate, and 
some small ranges and hilly areas are situated along the upper and 
middle courses of the river. 

The Sepik acts as a unifying element over the vast area of 
its watershed, allowing for trade and intercommunication between 
various groups. Exchange of certain utilitarian objects such as 
weapons, ornament and pottery occurred along the river, a situa
tion which caused some diffusion of artistic style as well. There 
was also exchange of ceremony, dance, song, oral tradition and 
other such cultural traits and certain objects, costumes and masks 
were copied and incorporated into the paraphernalia of groups 
which had previously been unfamiliar with them. Therefore, it is 
sometimes difficult to localize and study Sepik art from the stand 
point of regional style, although fortunately, many objects in this 
exhibition are accompanied with good collection data. A number 
of broad style areas have been identified, but there is often a tend
ency for them to run together and distinctions between them be
come blurred. In addition; numerous local expressions exist to pro
duce a confusing group of sub-styles that are only just beginning 
to be unraveled. 



207 Cult figure, Middle Sepik , 
Arambak Group, Iny ai Village 

133 Suspension hook , Middle Sepik, Iatmul Group 
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Unfortunately the culture of the Sepik region which has so 
many fine aspects, particularly as regards art and ritual, is 
everywhere in a state of decay ... The economic conditions, 
like the social and political structure of the country are 
changing at ever increasing speed. And above all, the 
traditional cults and the arts so closely connected with them . 
are vanishing with alarming finality. 

ALFRED BUHLER I 960 

The religious life of the Sepik River was dominated by 
men 's societies and the elaborate ceremonies and initiations con
nected with them. Most of the art was produced for use in these 
contexts. Dances and dramatic presentations by masked perform 
ers were given to young male initiates to explain history , mythol
ogy, ancestral exploits and important aspects of religion which 
governed the life of the group. In addition, a number of cere
monies were also held throughout the year for the education of all, 
and certain types of art were made to be seen by an entire village 
population. 

Belief in ancestor spirits was most pronounced, and it was 
thought that supernatural powers as well as attributes of family 
ancestors could be attained through the careful adherence to ritu al. 
With proper care, ceremonial objects might be made to provide a 
temporary abode for spirits of the dead . The concept of dynamism 
which und erlies the philosophy of many other primitive societies 
was also an important factor in the religious beliefs of the Sepik 
peoples. It holds that every natural phenomenon is governed by an 
inner force of its own. This force causes such things as fertility, 
rainfall, grow th, reproduction and other such essential natural 
processes to occur. It also accounts for the various physical prop
erties of thin gs in the environment, such as the hardness of mate
rials, their color, weight , etc. In effect this philosophy explains the 
manifestations of nature to primitive man , and substitutes for sci
entific and technical knowledge. Certain cults were oriented to the 
manipulation of natural phenomena throu gh the agency of a re
sponsible spirit. As a force to be feared, much ceremony was given 
to the propiti ation of n ature, although natur e deities do not often 
appea r in the art. 

In its many expressions Sepik art runs from idealized natu 
ralism to inven tive abstraction. The curving line, a form of deco
ration which is found throughout the art of much of Melanesia , is 
fully conceived here, both as surface ornament and in the treat
ment of three dimen sional form. Although many of the two di
mensional patterns may at first appea r to be symmetrical, a subtle 
assymetry can often be discern ed which lends further variety to 

the expression. In addition, many sculptures combine these bold 
forms with imaginative use of negative space so that there is addi
tional interaction between mass and void. 

The human form is the dominant motif here as it is else
where in Oceania, and it is most commonly conceived with an en
larged head, elongated torso and relatively shortened limbs. Fig
ures often stand in unbalanced poses, sometimes leaning slightly 
forward, or with the weight unevenly distributed between the feet. 
Another characteristic of Sepik art is the exaggeration of the nose, 
which in some instances is flattened and bulbous, and in others is 
elongated in imitation of a bird beak. Certain types even terminate 
in bird heads to further emphasize the relationship to the animal 
prototype. The septum of the nose is usually pierced to provide 
for ornaments of bone, boar's tusk or bamboo such as were worn 
by the people themselves. Besides the human form, the animal 
world also provided a comparatively rich source of motifs for the 
Sepik artist. Crocodiles, turtles, lizards of various kinds, boars, fish 
and such birds as hornbills, cassowaries, eagles and frigate birds 
are often encountered, both as separate sculptures, and in complex 
interrelations with each other and human figures. 

There is also a parallel decorative strain in Sepik art which 
is particularly evident in the embellishment of utilitarian objects. 
The elegant pyro-engraved lime gourds and bamboo containers, 
incised bone daggers, relief ornamented cooking pots and their 
supports and the geometric designs that decorate some of the 
wooden bowls, hand drums, bark paintings and dance shields, be
long to this category. It is possible that most of the designs are 
abstractions of forms with symbolic meaning, but it is difficult to 
decipher them. The curved line again is the basic element in this 
decorative style, and spirals, interlocking scrolls, concentric circles 
and arcs, ellipses and oval forms appear in endless combinations. 
The zig zag is employed and is sometimes repeated to form a her
ring bone pattern. Other geometric devices such as squares, rec
tangles and triangles also appear, though more infrequently than 
those based on the curved line. 

Types of sculpture from the Sepik are a wide variety of 
figures, masks, dance shields, charms and musical instruments, 
particularly drums and flutes. All were decorated with relief, 
polychromy or carved in the round, and many combine the three 
techniques. Much decoration was also applied to architectural or
nament, for the walls, beams, houseposts and gables of men's club
houses, to utilitarian pieces such as neckrests, stools, eating imple
ments, pottery cooking bowls and their supports, hooks from which 
baskets of food were hung as a protection from rats, weapons in 
the form of clubs, spears and daggers, and canoe equipment. The 
decoration of such mundane objects caused constant awareness of 
the presence of the supernatural and its potential involvement in 
everyday life as well as during formal religious observations. 
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168 Eating bowl (detail), Middle Sepik, 
latmul Group 

Although the majority of objects from any region of the 
Sepik River are made of wood, other materials were used as well. 
Modeling of clay for cooking pots and their supports is significant 
for its inventive treatment of human and animal forms. Roof or
naments in the form of human heads or figures were also made of 
clay, and free standing clay human figures and heads are known 
from the middle portion of the river. The art of basketry was also 
well developed. Dance masks and monumental house masks were 
made of this material which was intricately woven to form sculp 
tures often as fine as many of the wood carvings. In addition, cos
tumes and smaller ornaments were made of basketry, and many 
wood pieces were given woven embellishment. 

The environment supplied a great variety of materials that 
were combined to decorate completed works. Bird feathers, vege
table matter such as leaves, seeds, reed, bark and fibers, certain 
kinds of shell, particularly cowry and nassa, snail opercula, human 
hair, animal fur, reptile skin, bone, teeth and tusks as well as ani
mal and human skulls were employed in various combinations in 
the art to produce masterpieces of collage. Unfortunately, as many 
of these materials are ephemeral, what remains today gives only 
some idea of the original appearance of the objects at the time they 
were made and used. This skill at utilizing different materials 
enabled artists to incorporate into their works various trade goods 
which began to appear during the twentieth century, and such 
exotic additions as buttons, colored glass beads and metal can some
times be found among the more common products of the Sepik 
environment. Pigments were also widely available. Black and grey 
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were obtained from mixing charcoal with water or nut oil, white 
was formed of quicklime from shell, and yellows and reds are from 
natural earths. Vegetable.dyes were also used to decorate mats and 
bark cloths . Evidence of contact is again noted with the introduc
tion of commercial oil paints, including blue and green, which 
were not available prior to the coming of the European traders and 
missionaries. 

Wood carving was done exclusively by men. All of the pre
liminary work was done with an adze having a blade of hard fine
grained volcanic stone or heavy tridacna shell. Details and incisions 
were then carved with various smaller tools having points of teeth 
from marsupials, rats and sharks. Boar's tusks and awls of bird 
bone were similarly employed . After carving, the wood was often 
smoothed with sand or sharkskin, and sometimes polished with 
stone or further rubbed by hand with nut oil. Recently, of course, 
metal tools have appeared, and are universally used, producing 
harsher details and giving rise to a form of mass production of the 
art. 

The history of the collection and subsequent appreciation 
of Sepik art is recent. All of the important museum collections in 
Europe and America have been formed within the last seventy-five 
years. Some of the earliest documented objects came to the Berlin 
Museum for Volkerkunde as early as 1888, but the majority of 
their extensive collections was gathered by expedition in 191 2-1 3. 
Another important German collection was formed by the Museum 
for Volkerkunde at Hamburg from their Sudsee Expedition of 
1908 - 10. At the same time, in America, the Joseph Field Expedi
tion scoured the lower portion of the river to form the great col
lections for Chicago's Field Museum of Natural History, and 
sometime prior to 191 4, an anonymous German (perhaps Captain 
Haug) collected objects from the middle river, and ultimately sold 
them to the University Museum in Pennsylvania. Other visits to 
the Sepik occurred between the wars, beginning with those of 
Paul Wirz in 1923 and Felix Speiser in 1930, both of whose col
lections went to the Museum for Volkerkunde at Basel. Geoffrey 
Bateson concentrated on the middle river between 1930-35 gath
ering objects for the University Museum of Archaeology and Eth 
nology in Cambridge, England. Margaret Mead was in the Yuat 
River region and at Lake Chambri in 1933-4 collecting for the 
American Museum of Natural History, and the Korrigane Expe 
dition of 1934-6 brought back objects from the lower and middle 
areas, some of which were later acquired by the Musee de l'Homme 
and others dispersed at auction. Also in 1936, Lord Moyne col
lected material for the British Museum. 

Since the second World War, numerous dealers have gone 
to the Sepik and formed collections of predominately late material 
much of which has appeared on the world art market. Museum 
expeditions have also continued to gather some specimens although 



it is increasingly difficult to find old examples. F. Girard led a New 
Guinea expedition into the Sepik in 1954-5 for the Musee de 
!'Homm e. The Museum for Volkerkunde in Frankfort successfully 
collect ed over 4,000 pieces from all over the river in 1961-3 and 
B. A. L. Cranstone of the British Museum brought back a numb er 
of shields from the Tel efolmin District along the Upp er Sepik in 
, 962. Although certain specific areas such as the Upper Karawari 
and the Hunstein Mountains have recently yielded some fine old 
sculptures, it seems that very little artistically significant materi al 
remains to be found. 

Public appreciation for Sepik art lagged consid erably be
hind its early history of acquisition in museums . All of the institu
tions mentioned above initially regarded the material only in terms 
of anthropology and ethnography. The entire latmul collection at 
the Univ ersity Museum in Pennsylvani a of over seven hundred 
objects was purchased in 1929 for $2,500, an indication of the low 
artistic esteem in which it was held at the time. Gradually, how 
ever, there occurred a recognition of the extraordinary artistic 
qualiti es of Oceanic Art which parall eled the general awakening 
of interest in all the primitive arts. Attention was first generated 
among certain European artists of the 192o's who became fasci
nated with the way the bold forms and patterns of Melanesian 
sculpture depict ed something of the world of the unconscious to 
them. Surrealist and Expressionist painters were inspired to use 
some of the concepts and patterns of this newly discovered art in 
their works. They immediately becam e transformed into recog
nizabl e elements in the paintin gs in much the same way that Afri
can sculpture h ad been metamorphos ed into the Cubist system 
some fifteen years earlier. Th e relationship between Melanesian 
art and European painting of the period should be regarded as 
catalytic to Surr ealist and Expressionistic themes, rath er than be
ing a direct influence on them. 

Because of this well known relationship, ther e were nu -

1 50 Stool, Middle Sepik , Iatmul Group, Timbunke Village 

merous exhibitions of Oceanic art in European museums and gal
leries from the period of the mid-thirties. Sepik sculptures were 
predominant among the works displayed, if for no other reason 
than because of the large numbers that were made and had subse
quently survived. Catalogues and handbooks were published in 
Germany and France during this time , and some serious ethno
graphic studies had also appeared prior to and during the period. 
During the following decade, because much of the fighting in the 
Pacific occurred near or on New Guinea, additional interest in the 
art was stimulated. New and lavish art books have appeared regu
larly over the past few years, as have numerous more detailed 
studies, bibliographies and catalogues. 

Such increased exposure has brought us to the point that 
the art of Melanesia is generally known and recognized by the 
museum -going public , and there is now a tendency to mount ex
hibtions that deal in depth with specific cultures of the area. From 
1959 to 1969, for example, the Museum of Primitive Art in New 
York organized five displays of art from New Guinea: The Art of 
Lake Sentani, Art Styles of the Papuan Gulf, The Art of the 
Asmat, The Art of the Massim Area, and the Religiou s Art of the 
Upper Sepik River. In 1 960, Scripps College showed a Sepik ex
hibition which was drawn from one California private collection 
and in 1967, an exhibition of Sepik, Maprik and New Guinea 
highlands art was organized by the Ethnic Art Galleries at the 
University of California, Los Angeles . Europ ean museums have 
followed suit with shows of Lake Chambri ar t (a Middle Sepik 
style) at the Musee de !'Homme in 1964 , the Asmat at the Tropen 
Museum in Amsterdam in 1962, two of the Sepik River at the 
Museum for Volkerkunde in Basel in 1954 and 1960, another at 
the Museum for Volkerkunde in Frankfort, 1964 and the Art of 
the Sepik Headwaters at the British Museum in 1966. 

It is within this context that our exhibition has been orga
nized . As the majority of objects come from collections in the 
United States, it complements work that has been done in Europe, 
and a number of hith erto unpublished pieces are shown here for 
the first time. In as many cases as possible we have chosen older 
works carved with indigenous tools used prior to the availability 
of metal and those painted with native rather than trade pigments. 
With the coming of these new materials, the art has quickly de
generated to a commercial level , lacking the craftsmanship, design 
and religious or cultural motivation that produced the earlier 
works. The market is now unfortunately glutted with these late 
objects which only give the barest hint of the true quality of the 
Sepik style. From study of the material shown here, the art is re
vealed to be inventive , striking and dynamic. It well deserves both 
its prominence in many of the world's museums and private col
lections , and its reput ation as one of the great styles of primitive 
art . 
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Organization 

of the 

Catalogue 

In the catalogue notes that follow, the river is divided into three 
portions: Coastal, Lower and Middle. Where possible, the name 
of the linguistic group and village of origin is included . Some gen
eral, though admittedly oversimplified comments are made regard
ing the art styles from each section . Except for the material shown 
from the Hunstein Mountains, there is no representation of Upper 
River art in this exhibition. Although it had originally been our 
intenticn to include a section dealing with this vast and presently 
little known area, examp les of the art were found to be extremely 
scarce and difficult to borrow. Hopefully, studies following that 
just completed by Douglas Newton ( 1971 ) will continue to add 
to our knowledge of this region of the Sepik. Insofar as possible, 
the history of collection and public ation is included in each entry 
along with specific information on the use of the object. To avoid 
repetition, the uses and ceremonial significance of several broad 
categories of objects are described below. Th ese notes are written 
and compiled by Linda Sigel. 

MASKS 

Masks enjoyed a prominent place in ceremonial life. They existed 
in a wide range of styles and sizes, and were decorously painted in 
combinations of red, white, yellow, black and grey. The earliest 
masks were made of leaves. Surviving are ones made from wood, 
bark , reed and a very few of clay. All masks were dressed with 
cowrie shells, beads, fiber, feathers or other indigen ous or im
ported materi als. Throughout the Sepik they were bought and 
traded along with their special songs and dances. Certain masks 
could be seen by the entire community, while others were only for 
the initiated . A variety were owned by each family line and some
times by individuals, as among the Biwat and Chambri, where or
nat e masks were presti gious possessions. When not in use, they 
were stored in the Tamberan House , the men's ceremonial house . 
Harv est, fertility, birth, name -giving, puberty, marria ge and death 
were occasions for their display. 

Most masks represent mythical or recently deceased an
cestors . The artist attempted to pr esent an accurate portrait . They 
served as guardians on the gables and doorways of the Tamberan 
Hous e ( 11 2, 11 3, 181 ), on shields and the sago-palm prows of 
war canoes. ( 4 7, 108, 1 1 o, 1 1 1 , 1 1 5) As prot ective and aggressive 
devices, they were worn with enormous versatility; in the hair, on 
headbands and armbands, and attached to clothing. Miniature 
masks ( 19, 46 ) were amulets. They were attached to provision 
bags and to the net bags carried by men on hunting , fishing and 
raiding expeditions. They also protected such sacred objects as 
Rutes from the hands and eyes of the uninitiat ed. (94) 

FIGURES 

Sculptures of the hum an form may represent legendary or recently 
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deceased ancestors, or water and wood demons. Once removed from 
their place in ceremonial life, however, it is impossible to interpret 
them accurately. Figures, both male and female, sometimes made 
in pairs, vary in size, shape and posture. Most were kept in the 
Tamberan House , but many protected ancestral burial grounds. As 
the successful human was considered strength-giving after death, 
these figures were held responsible for the success or failure of 
huntin g, fishing and raiding expeditions, good and bad crops, ill
ness and well-being, and fecundity. 

The Tamberan House contained a wealth of figure sculp
ture, which was placed in dimly lit surroundings to intrigue and 
frighten the initi ates. During funeral ceremonies some were deco
rated with the skulls of relatives and enemies. Seated or standing 
figures were affixed to offering and debating stools, which were not 
seats but cult objects. Monumental ancestor figures were lashed to 
the housep osts and on the central gable a portrait of the founder 
of the lineage stood, surmounted by a fish-eagle, symbolizing the 
fighting spirit of the clan. Figurines were carried or worn and per 
formed a similar function as mini ature masks . 

DRUMS 

Elaborately carved drums were played during secret and public 
ceremonies. There were three types: the dance drum, the water
drum, and the slit gong. Dance drums (77, 78; 144-146 ) stood 
to the side of the area where colorful pageants were performed, or 
were carri ed by hand by the dancers, or slung with a cord over 
their shoulders. The handles are intricately carved with geometric 
and animal motifs and the tympanum of the hourglass shaped in
strument is made of reptile skin. The waterdrum ( 191) was kept 
hidden in swamp areas and enclosures beside the rivers. The Sepik 
peoples were fiercely afraid of the turbulent waters and the dan
gers to their children. Water spirits needed to be placated and the 
waterdrum performed this function. Among the Biwat it was 
known as the mother of the crocodile spirit. During initiation 
ceremonies the drum was pounded in and out of the water to im
personate a crocodile call. 

Slit gongs ( 76) were used to send messages, call meetings 
and impersonate spirit voices for the uninitiated. They were often 
stored in the second floor of the Tamberan House , or outside on 
sacred planks . A Biwat man owned his own drum and kept it in a 
special house where he stored his tobacco and received visitors. H e 
could sound the drum at will to express anger or gather people to
gether for a discussion or an initi ation celebration. Her e the drum 
calls were part of the descent system, while among the Chambri 
each Tamberan House had its own calls. The Iatmul made their 
enormous slit gongs in pairs. They mad e two types known as mi 
and wagan: the former had lugs at either end , while the latter 

were ornamented at one end with a loop-shaped face . The drum 
was a mysterious voice in the background of sacred ritu als. It was 
played with a decorated beater ( 79, 14 7) which was inserted in 
the slot and moved back and forth. 

FL UTES 

Flute music accompanied the ritu als, sacred and profan e, of Sepik 
life. The instruments impersonated the voices of wood, earth and 
water spirits, as well as those of min or supernatvrals. Chambri 
flutes were pit ched to sound like birds and animals. Of special in
terest are the sacred flutes of the Iatmul and Biwat, highly deco
rated instruments which were not played, but kept as prestigious 
objects. Thes e flutes are encrusted with snail opercul a, clay and 
cowries and the surmounting figures are dressed with shells, tusks, 
bone, beads, fur, fiber, hair, seeds and cassowary feathers. A num
ber of sculptures in the exhibition at one time ornamented these 
elaborate objects. (71, 94, 98-100; 102, 156-161, 179) Men com
peted to have the finest sacred flute. Among the Biwat it was made 
and decorated during initiation ceremonies, when it was nam ed 
the child of the crocodile spirit, and born out of the waterdrum's 
enclosur e. Th e flute was then wrapped and hidden at the rear of 
the owner's hou se until the day when it was given as dowry or 
paid as bride-price. 

In some areas men were respected for their musical gifts. 
The Biwat owned sets of flutes which belonged to each family 
line. These were made by men born with the umbilical cord 
around their neck. One set repre sented wood spirits and the other, 
water spirits. Among the Iatmul flutes were played in pairs, the 
youn ger pitched one tone above the elder. The se flutes represente d 
mythical broth ers and were played antiphonally. On the coast 
flutes were imported or commissioned to become the children of 
the previous pair. Margaret Mead reports that among the Moun
tain Arapesh sacred flutes were played in pairs from a hole in the 
side, and secular ones in trios from the ends. Like slit gongs, flutes 
were the voices of spirits to the uniniti ated, to hold them in awe, 
and brin g them along the path to manhood . 

SUSPENSION HOOKS 

Suspension hooks were common furnishings in the men's and 
women's hous es.( 116-12 1; 129-137; 179-185) Th ey were sur
mounted by small male or female figures, and decorated with bird, 
reptile and animal motifs, and incised designs accentu ated with 
red, white and black pigments . Net bags and baskets containing 
provisions and personal possessions were hun g from the prongs of 
these hooks, which were suspended from the raf ters out of the 
reach of thieves and rats . 
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Sepik River art derives its unique character from its remarkable 
ability to make plastic forms the carrier of strong emotions. It 
lacks to a great extent the traditional formal restraints that give 
uniformity to other regional styles. Based on human and 
animal shapes that are often distorted or combined to produce 
grotesque and fantastic effects, this intense, sensual, magic 
art depends for its plastic impact almost entirely on the bold 
integration of its design elements. Imagination ordered but not 
restricted by feeling for form makes the art of the Sepik River 
an ideal instrument for its main purpose-the release of magic 
power . ... The variety of Sepik River art is one of its chief 
characteristics. Since the elaborate religious and social 
ceremonies required a great display of carved and painted 
objects, there was an ever present need for new paraphernalia 
and this gave rise to a technical pro~ciency and creative 
interpretation of traditional forms unsurpassed in any other 
area of Oceania . 

RALPH LINTON AND PAUL WINGERT 1946 

141 Shield, Middle Sepik, latmul Group, Yentschemangua Village 





Coastal Zone, Murik and Adjoria Groups 

The COASTAL ZONE, inhabited by the Murik, and the Adjoria 
is concentrated in a group of villages directly to the north of the 
river an;d in the delta area itself. The art that was created here is 
of a somewhat more simplified and restrained nature than that 
made in the middle and lower Sepik zones. Human figures are 
comparatively heavy in proportion, and often are squat in appear
ance, with flexed legs and arms, and stout necks supporting large 
oval heads. Surface ornament is minimized, and color, mostly red 
and white, was usually applied monochromatically rather than in 
patterns. Masks display similar features with thick forms, bulbous 
noses and heavy eyebrows with the eyes often placed in slanting 
positions. In some cases, the nose is extremely elongated and 
pointed, perhaps indicating the influence of lower river styles. The 
inclusion of animal forms with or as part of some compositions is 
not as prevalent here as will be noted elsewhere. 

MURIK 

AD JO RIA 

The Sepik River district and adjacent territory is characterized 
by a richness of sculpture in the round or in high relief, 
especially human and bird -figures of exaggerated form with 
long curving proboscis, sometimes crudely hewn, but with a 
dynamic vigor which compels admiration. House posts and 
-finials, canoe prows, slit gongs, spears and spear thrower 
ornaments, pots, stools, flute and lime-holder stoppers are 
ornamented with a richness of imagination which frequently 
inclines to the grotesque. 

RAYMOND FIRTH 1936 

Mask 
Wood 34Ys in. high Field Museum of Natural History 
140947 Collected by AB. Lewis 1909-13 on the Joseph N. 
Field Expedition 
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2 Mask, Murik , Mushu Island 
Wood, fiber, red pigment 11 ~ in. high Field Museum of 
Natur al History 141 060 Collected by A. B. Lewis 1909-13 
on the Joseph N. Field Expedition 

3 Mask 
Wood, traces of red pigment 13 in . high Sir Robert and Lady 
Sainsbury, London 

4 Mask, Murik , Mabuk Village 
Wood, red and yellow pigment 8~ in. high Field Museum 
of Natural History 140851 Collected by A. B. Lewis 1909-13 
on the Joseph N. Field Expedition 

Coastal Zone 

5 Mask, Murik, Karau Village 
Wood, cane 32Y, in. high Field Museum of Natural History 
140680 Collected by A. B. Lewis 1909-13 on the Joseph N. 
Field Expedition 

6 Mask 
Wood, red pigment , cane 14Y, in. high Field Museum of 
Natural History 140970 Collected by A. B. Lewis 1909-13 
on the Joseph N. Field Expedition 

7 Mask 
Wood, fiber, red pigment 14Y, in. high Mr. and Mrs. Aaron 
Furman, New York 



Coastal Zone 

8 Mask 
Wood, pigment 15 in. high Rijksmuseum voor Volkenkunde, 
Leiden 3225 -1 This mask is listed as from the Sawos area, but 
stylistically it relates to types from north of the Murik, around 
Aitepe Ref. : Kooijman, S., 1966, p. 55, ill. 

9 Mask, Murik, Karau Village 
Wood, seeds, red and white pigment 12 :};,i in . high Field Mu
seum of Natural History Gift of Joseph N. Field 144572 
Collected by H. Voogdt 1910-12 

10 Mask 
Wood, red berries , fiber, shells, red and white pigment 15 :};,i 
in. high Mr. and Mrs. Marshall Frankel, Chicago Ex coll. 
R. Wielgus 

1 1 Mask, Murik , Mabuk Village 
Wood, red pigment 15 :};,i in. high Field Museum of Natural 
History 14087 4 Collected by A. B. Lewis 1909-1 3 on the 
Joseph N. Field Expedition 

12 Mask 
Wood, black, red and white pigment, fiber, human hair 11 in. 
high Mr. and Mrs. William Struve , Chicago Ex coll. S. Bri
gnoni, R. Wielgus Collected by Capt . Haug about 1909 at 
Wewak 

13 Mask 

20 

Wood, traces of red and black pigment 1473 in. high Etno
grafisch Museum, Antwerp 54.19 Ref. : Antwerp, 1956, no. 
393 

13 IO 

12 8 
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14 Mask, Murik , Karau Island 
Wood 19;!,( in. high The Museum of Primitive Art 58.109 

15 Mask 
Wood, cane, red pigment 13 in. high 
Mr. and Mrs. Harry Frank lin , Beverly Hills 

16 Mask 
Wood, red pigment, cowry shells 20Ys in. high 
Mr. and Mrs. Harry Franklin, Beverly Hills 

17 Mask 
Wood, red pigment 30 ;!,( in. high Mr. and Mrs. John Klej
man, New York Ex coll. de Tolna 

18 Mask 
Wood, red pigment 25 m. high Mr. and Mrs. William 
Wixom, Cleveland 

1 9 Miniature mask 
Wood, red pigment 6 ;!,( in. high Peabody Museum Harvard 
University 47-73-70/2850 Collected by William L. Moss 
1929 

20 Standing male figure 
Wood, fiber, shell 15;!,( in. high Field Museum of Natural 
History 140896 Collected by A. B. Lewis 1909-13 on the 
Joseph N. Field Expeditio n 
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2 1 Standing female figure 
Wood, red and white pigment, cane 1 8 _)I,( in. high Field Mu
seum of Natural History Gift of Joseph N. Field 1913, 
145064 Collected 1910-11 by H. Voogdt 

22 Standing female figure 
Wood, cane, red pigment 120 in. high Field Museum of 
Natural History 275691 Ex coll. A. W. Fuller, acquired 1958 

23 Standing male figure, Adjoria, Wangan Village 
Wood, red pigment 24 in. high The Ethnic Art Galleries, 
Uni\'ersity of California, Los Angeles X64-708 Collected by 
George Kennedy, 1962 It has recently been suggested that 
this might be Biwat in origin 

24 Standing male figure 
Wood, white, red pigment 1 2 7 / 1 6 in. high 
Denver Art Museum 145-QM 

25 Standing female figure 
Wood, fiber, shells, beads, teeth, hair, cord 1 3 in. high 
The Museum of Primitive Art 65. 17 

26 Spear 
Wood 33_);,( in. high Mr. and Mrs. James B. Reswick, Los 
Angeles 

27 Pestle 
Wood 1 9 in. high Anonymous collection Ex coll. R. Wiel 
gus Such pestles were used for pounding taro 

28 Pestle 
Wood, bark 13_);,( in. high Field Museum of Natural History 
140925 Collected by A. B. Lewis 1909-13 on the Joseph N. 
Field Expedition See note for 2 7 
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29 Pestle 
Wood, cane 12Ys in. high Field Museum of Natural History 
140920 Collected by A. B. Lewis 1909-13 on the Joseph N. 
Field Expedition See note for 27 

30 Mortar 
Wood, cane, red pigment 6,Y:; in. high Field Museum of Nat
ural History 14091 5 Collected by A. B. Lewis 1909-13 on 
the Joseph N. Field Expedition Such mortars were used to 
grind areca nuts 

31 Mortar 
Wood, red pigment 6% in. high Mr. and Mrs. Stanley Mar
cus, Dallas See note for 30 

32 Mortar, Adjoria, Watam Village 
Wood, red pigment 4,Y:; in. high Field Museum of Natural 
History 140586 Collected by A. B. Lewis 1909-13 on the 
Joseph N. Field Expedition See note for 30 

33 Flying fox chann, Murik, Karau Village 
Wood, traces of red pigment 6% in. high Field Museum of 
Natural History 140712 Collected by A. B. Lewis 1909-13 
on the Joseph N. Field Expedition According to field notes by 
A. B. Lewis these items were worn suspended upside down 
from the neck and used as love charms 

34 Flying fox charm 
Wood 10 in. high Baltimore Museum of Art Gift of Mr. and 
Mrs. Alan Wurtzburger 55.251.41 See note for 33 Ref.: 
Baltimore, 1956, no. 41 

35 Hair ornament, Murik, Kaup Village 
Wood, shell, red pigment, fiber 9% in. long American Mu
seum of Natural History S 900 Collected by Otto Finsch, 
acquired 1898 

36 Spear thrower rest, Murik, Kaup Village 
Wood 6,Y:; in. long American Museum of Natural History 
So. 1-2078 Collected by Margaret Mead, 1933-4 This was 
the part of a spear thrower against which the end of the spear 
was lodged before it was thrown 
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The Lower Sepik Area 

Th e area of the LOWER SEPIK begins at the delt a and runs to Kan 
du anum , some miles above the conRuence of the Yuat River. It is 
inh abit ed by the Anggoram, Kamb ot and Biwat peoples. The Ang
goram live on the river in an area bounded by Kanduanum and 
Singarin, and the Kambot live along the Keram tribut ary. These 
two groups have produced an art considerably more complex and 
intri cate than that of the coastal region . Openwork designs appear 
promin ently among the sculptures, and color is often used in pat 
tern s to accentu ate the sculptural form of an object. The figure 
and mask forms are more attenuated, and a great var iety of extra
neous materials such as vegetable fibers and shells are u sed to deco
rate cer tain pieces . Animal forms, particularly lizards and birds, are 
sometimes found in sculptural combin ation with hum an figures , 
and also appear as element s in the composition of masks. 

The Biwat, formerly referr ed to as the Mundu gumor, live 
along the middle stretch of the Yuat River. Their ar t stands in a 
class by itself, and is the most strikin g of all the Sepik sub-styles. 
Such phrases as "explosive shapes," "vigorous pla stic creations," 
and "spectacular devia tions of form" hav e been employed to sug
gest some of the qu alities of this expression , but none do it full 
justice. Human figures, of which the Rute figures are the most 
spectacul ar, are portrayed in unbalanced, brooding poses with high 
foreheads, thick noses and heavy overh anging brows . Surface or
namen t is sometim es subordinated to the full devel opm ent of thre e 
dimension al form , but in other examples, relief carving and the 
appli cation of color accentuate the sculptural qu ality and aggres
sive nature of the work. Often , combinations of animal and human 
forms result in a fu sion of the two. Masks are similarly bold, with 
salient features and a massive, brutal approach to the hum an face. 
Many examples lack the elongation so characteristi c of other Sepik 
styles, and are rounder and more sph erical in construction. The 
drama and intensity of Biwat work is not encountered elsewhere 
along the river. 

No part of New Guin ea is as famous for the richness and 
variety of its art as the area formed by the drainage basin of the 
Sepik River .. . If comparison is made, within this enormous 
area, of similar objects . . . the differenc es are so great that they 
can hardly be taken as variants of a given basic pattern. 
Within the Sepik style area, a number of sub areas can be 
distingui shed w hose character is so indi vidua l that it is difficult 
to recognize in them the features common to the entire sty le 
area. 

SIMON KOOIJ MAN I 966 

3 7 Mask, Kam bot, Keram River 
Wood , clay, cowry shell, pearl shell, boar tusk, hum an hair , 
fiber, white pigment 210 in. high Mr. and Mrs. Raymond 
Wiel gus, Tucson 61-225 Ref.: M alines , fig. 200, ill.; Chi
cago, Arts Club of Chicago, 1966 , no. 26, ill . 
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38 Mask 
Wood, pigment 29 ]/g in. high Royal Ontario Museum, To
ronto 93 0. 32.1 Ref.: Toronto, Royal Ontario Museum, cata
logue no. C 2, ill . 

39 Mask (mei) 
Wood, red and white pigment, seeds, fiber 18y,( in. high The 
Museum of Primitive Art 56.65 Ex coll. M. Rousseau The 
bird on the forehead represents a £sh eagle and is emblematic 
of the fighting power of a clan. Kelm illustrates a similar ex
ample from Singarin ( vol. III, no. 188) Ref.: Rousseau, M., 
fig. 124; Newton, D., 1967, no. 33, ill.; Chauvet, S., no. 385, 
ill. 

40 Mask 
Wood, red pigment 14Ys in. high Field Museum of Natural 
History Gift of Joseph Field 1909 146575 Collected by 
H. Voogdt 1908 "60 miles up the river" 

41 Mask 
Wood, £her, cane, beads, shell, red and white pigment 11 Y, 
in. high Field Museum of Natural History Gift of Joseph 
Field 1909 146533 Collected by H. Voogdt 1908 

42 Mask 
Wood, white, yellow and red pigment , £her 1 5 in. high Field 
Museum of Natural History 141100 Collected by A. B. 
Lewis 1909-1 3 on the Joseph N. Field Expedition 

43 Mask 

39 

Boar skull, £hers , red pigment, shell, tusks, cassowary feath
ers 1 1 in. high Anonymous collection Ref . : Dallas Museum 
of Fine Arts, no. 5 5 
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44 Mask, Anggoram, Mansep Village 
Wood, traces of red pigment 11 Y, in. high The Ethnic Art 
Galleries, University of California, Los Angeles, X63-665 
Collected by George Kennedy 1962 According to information 
supplied by Kennedy, the mask represents an ancestor who 
aided in warfare and pig hunting. Ref.: Los Angeles, Ethnic 
Art Galleries 1967, no. 61, ill.; 1968, no . 168, ill. 

45 Dance rattle, Anggoram, Singarin Village 
Wood, nut shells, fiber, caning, red pigment 7 in. high 
(mask) Field Museum of Natural History Gift of Joseph 
Field 1909, 147752 Collected by H. Voogdt 1908-9 

46 Miniature mask 
Wood, red pigment 7?i in. high Field Museum of Natural 
History 141118 Collected by A. B. Lewis 1909-1 3 on the 
Joseph N. Field Expedition 

47 Canoe prow ornament 
Wood, bamboo, feathers, fiber, shell, teeth, red, white, yel
low pigment 25 Y, in. high Field Museum of Natural History 
Gift of Joseph Field 1 909, 14 7946 Collected by H. Voogdt 
1 908-9 Such ornaments were mounted on the crocodile form 
prows behind the animal head to decorate raiding or war ca
noes. The mask represents the ancestor for whom the canoe 
was made. 
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Lower Sepik, Anggoram and Kamhot Groups 

4°8 Standing male ancestor figure, Anggoram, Singarin Village 
Wood, fiber, red, white and black pigment 80 in . high Mr. 
and Mrs. Raymond Wielgus, Tucson 59-162 Collected by 
A. B. Lewis at Singarin Village 1909-1 3 Ex coll. Field Mu
seum of Natural History A commemorative ancestor figure 
is represented. They were often generic portraits, but here 
the skull form of the head is unusual. Ref .: New York, Mu 
seum of Primitive Art 1960b, pl. 26, ill.; Chicago, Arts Club 
of Chicago, 1 966, no. 28 

49 Standing male ancestor figure, Anggoram, Singarin Village 
Wood, bark cloth, fiber, red pigment 73~ in. high Field 
Museum of Natural History Gift of Joseph Field 1909, 
147767 Collected by H. Voogdt 1908-9 

50 Standing male figure 
Wood, pigment 1 7 in. high Baltimore Museum of Art Gift 
of Mr. and Mrs. Alan Wurtzburger , 1955, 55.251.49 Ref. : 
Baltimore, 1956, no. 49, ill. p. 25 

5 1 Standing male figure 
Wood, cane, traces of red and white pigment 24 in. high 
Field Museum of Natural History Gift of Joseph Field 1909, 
146571 Collected by H. Voogdt 1908 "60 miles up the river" 
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52 Standing male figure 
Wood 23?'! in. high Royal Scottish Museum, Edinburgh 
1906.433 

5 3 Standing male figure 
Wood, bark cloth, fiber, red and white pigment 21 Ys in. high 
Peabody Museum Harvard University Gift of Dr. L. C. 
Jones 1907, 07 -1 3-70/72763 Ex coll. W. 0. Oldman Ref.: 
Boston, Museum of Fine Arts no . 79 

5 4 Standing male figure 
Wood, seed, fiber, traces of red pigment 10Ys in . high Pea
body Museum Harvard University 47-73 -70/2833 Col
lected by William L. Moss 1929 at Tambunum. Although 
said to have been collected at Tambunum, the figure style is 
Lower Sepik 

5 5 Standing male figure 
Wood, red pigment, fiber 11 Y, in . high Field Museum of 
Natural History 97262 Collected by J. F. Umlauff, 1905 on 
the Field Columbian Expedition 

56 Standing male figure 
Wood 13;/, in. high The Ethnic Art Galleries, University of 
California, Los Angeles X65-8024 Ex coll. H. Wellcome 

57 Standing male figure, Anggoram, Magen Village 
Wood, traces of red and white pigment, cane 14 m. high 
Field Museum of Natural History 149574 Collected by 
George A. Dorsey 1 908 

58 Figure 
Wood 7Ys in. high Cleveland Museum of Art, Harold T. 
Clark Education Extension Fund 56.549 

57 
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59 Standing male figure 
Wo od 536 in. high Field Museum of Natural History Gift 
of Joseph Field 1913, 145937 Collected by H. Voogdt 
1910-12 

60 Seated male figure 
Wo od, traces of white pigment 20 in . high Mr. and Mrs. 
William Struve, Chicago Ex coll. R. Wielgus Collected by 
J. Kirschb aum Ref. : New York, Museum of Primitive Art , 
1960, fig. 2; Chicago, Arts Club, no . 31 

61 Figure 
Wood, hum an hair, pigment, fiber 1 6 in. high The Museum 
of Primiti ve Art 60 . 5 4 

62 Standing ancestor figure, Anggoram, Singarin Village 
W ood, white, red and black pigment 77 36 in. high Mr. and 
Mrs. Raymond Wielgus , Tucs on 57-95 Th ese objects were 
set up in men 's houses and consulted prior to war or huntin g 
expeditions Ref . : New York, Th e Museum of Primitive Art 
1960 b, no . 33; Chicago, Arts Club of Chicago, 1966, no. 27, 
ill. covers 

6 3 Ancestor figure, Anggoram, Singarin Village 
Wood, red and yellow pigment 40J,B in . high Field Museum 
of Na tural History Gift of Joseph Field 1909, 147718 Col 
lected by H. Voogdt 1908-9 

64 Standing ancestor figure 
W ood, fiber, white and red pigment , feathers 5836 in. high 
Mr. and Mrs. John J . Klejm an , New York See note for 62 
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65 Figure 
Wood, pigment 300 in. high The Museum of Primitive Art 
58.79 Ex coll. S. Chauvet According to Chauvet such figures 
decorated spirit houses, but Newton suggests their use as 
dance staffs Ref.: Chauvet, S., pl. 393; Eichorn, A., p. 75, 
fig. 50; Portier, A. and Poncetton, F., fig. 25; Newton, D., 
1967, p. 43, ill.; New York, Metropolitan Museum of Art, 
no. 1 50, ill. 

66 Ceremonial object 
Wood, fiber, shell, red and white pigment 28 in. high The 
Ethnic Art Galleries, University of California, Los Angeles 
X67-1115 Ex coll. H. Wellcome Ref.: Los Angeles, Ethnic 
Art Galleries, 1967, no. So, ill. See note for 68 

67 Seated figure 
Wood 370 in. high Sir Robert and Lady Sainsbury, London 
Ex coll. P. Loeb Ref.: New York, The Museum of Primitive 
Art, 1963, cat. 36, pl. 32; Rousseau, M., fig. 107 

68 Ceremonial object 
Wood, traces of white and red pigment 1 1 0 in. high Field 
Museum of Natural History 141112 Collected by A. B. 
Lewis 1909- 13 on the Joseph N. Field Expedition The use 
of these objects is uncertain. They may have been carried as 
dance staffs 

69 Ceremonial object 
Wood, traces of red pigment 200 in. high Field Museum of 
Natural History Gift of Joseph Field 1909, 147778 Col
lected by H. Voogdt 1 908-9 See note for 68 

70 Ceremonial object 
Wood, red and white pigment 12}4 in. high Mr. and Mrs. 
Raymond Wielgus, Tucson 55-12 Ref.: Chicago, Arts Club 
of Chicago, 1966, no. 29; New York, The Museum of Primi
tive Art, 1 960 b, no. 3 7 See note for 68 

71 Flute ornament 
Wood, traces of red and white pigment 160 in. high Mr. 
and Mrs. Raymond Wielgus, Tucson 57-94 Ref.: New York, 
The Museum of Primitive Art, 1960b, pl. 16, ill.; Chicago, 
Arts Club of Chicago, 1 966, no. 30 

41 



Lower Sepik, Anggoram and Kambot Groups 

The Sepik district is acknowledged to he the most important 
cultural center in New Guinea and even in the whole of 
Oceania. It is frequently referred to as a province with a 
uniform style hut this is not correct. There are at least six 
groups of styles here and each of them has distinct local 
varieties, many of which could also he considered independent 
style provinces. 

ALFRED BUHLER 1962 

72 Palm spathe painting 
Palm spathe, black, white, red and yellow pigment 46~ in. 
high Museum fiir Viilkerkunde, Berlin VI 49 413 Collected 
in 1912-13 Ref.: Kelm, H. vol. III, no. 328, ill. 

73 Shield , Anggoram, Kanduonum Village 
Wood, fiber, cassowary feathers, red, white, black pigment 
65% in. high University Museum, University of Pennsyl
vania 29-50 -495 Collected by Capt. H . about 1914, pur 
chased from Max Bohmig, 1924 

74 Shield 
Wood, red, black and white pigment 620 in. high The Eth
nic Art Galleries, University of California, Los Angeles X65-
4326 Ex coll. H. Wellcome Ref . : Los Angeles, Ethnic Art 
Galleries, 1967, no. 105. This shield h~s recently been at
tributed to the Middle Sepik area 

75 Shield, Kambot, Keram River 
Wood, red and white pigment 37Ys in. high Museum fur 
Viilkerkunde, Berlin VI 49 355 Collected in 1912-1 3 Ref.: 
Kelm, H., vol. III, no . 416, ill. 

74 73 
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76 Slitgong 
W ood, red and white pigment 83 in. long Field Museum of 
Natural Hist ory Gift of Joseph Fie!d 1913 , 1459 06 Col
lected by H . Voogdt 1910-12 

77 Danc e drum 
W ood, fiber, snake skin, white pigm ent 19 in. high Mr. and 
Mr s. Harry Franklin, Beverly Hills 

78 Danc e drum 
Wood, cane , snake skin 22 in. high Field Mu seum of Natu 
ral Hi story 1411 04 Collected by A. B. Lewis, 1909-13 on 
the Joseph N. Field Expedition 

79 Slit gong beater , Anggoram, Singarin Village 
W ood, cane, red, white and yellow pigm ent 27 ~ in. long 
Field Mus eum of Natural History Gift of Joseph Field 1909, 
147749 Collected by H. Voogdt 1908-9 

So Neck rest 

44 

Wood, red and white pigm ent 6Ys in. high Anonymous col
lection Ex coll. R. Wielgus 

81 Neck rest 
Wo od, fiber, shell, traces of pigm ent 1 6% in. long The Art 
Institute of Chicago 57.623 Ref.: Chicago, Art Institute 
1965,pl.75 

82 Skull holder 
Wo od, fiber, white, red, yellow and black pigment , feathers 
26 :}i in. high Museum for Volkerkunde, Berlin VI 19 353 
Collected at Ramu Station by the N euguinea Co. in 1899 
A skull was displayed on the spike at the top. Ref.: Kelm, H . 
Vol. III , no. 238, ill. 

83 Arm ornament, Anggor am, Kanduonum Village 
Wo od, red and white pigment 1 1 Ys in. long University Mu
seum, University of Pennsylv ania 29-50-199 Collected by 
Capt. H . about 1914, purch ased from Max Bohmig, 1924 
According to catalogue note s, this object was worn in an arm 
rin g as part of a dance costume. Kelm illustrates a similar 
piece from Kaulagu ( vol. 1, no . 6 3) 
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84 Arm ornament, Anggoram, Magen Village 
Wood, traces of red and white pigment 11 J4 in . high Uni
versity Museum , University of Pennsylvania 29-50-203 Col
lected by Capt. H. about 191 4, purchased from Max Bohmig, 
1 924 See note for 8 3 

85 Lime tube stopper 
Cassowary bone, wood, fiber, shell, feathers, red pigment 
17},i' in. high Field Museum of Natural History 140657 
Collected at Watam by A. B. Lewis, 1909-13 on the Jo
seph N. Field Expedition Although collected at Watam, the 
figure style is Anggoram 

86 Two headdress ornaments, Anggoram, Kanduonum Village 
(a) Wood, fiber, 'shell, red and white pigment 9% in. long 
University Museum, University of Pennsylvania 29-50-109 
Collected by Capt. H. about 1914, purchased from Max 
Bohmig, 1 924 
(b) Wood, fiber, red and white pigment 8 ;i in. long Anon
ymous collection Kelm illustrates two similar objects ( vol. 1, 
nos. 127-9) 

87 Palette 
Wood, fiber 6:Ys in. long Field Museum of Natural History 
Gift of Joseph Field, 1913, 145026 Collected by H. Voogdt 

'} 1910-12 

88 Pestle 
Wood 24};i in. high Field Museum of Natural History Gift 
of Joseph Field 1913, 144931 Collected by H. Voogdt 
19rn-12 Seenotefor27 

89 Man's breast ornament, Anggoram, Kanduonum Village 
Fiber, shells, feathers 14Ys in. high University Museum, 
University of Pennsylvania 29-50-41 Collected by Capt. H. 
about 1914, purchased from Max Bohmig, 1924 
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90 Mask 
Wood, fiber, white , red, yellow and black pigment 16 ;12 in . 
high Museum for Volkerkunde Berlin VI 42 361 Collected 
by Merk-lkier, 1928 Ref .: Kelm, H. Vol III, no. 209, ill. 

91 Mask 
Wood, red and white pigment 12;)!,( in. high Mr. and Mrs. 
John J. K.lejman, New York 

92 Mask 
Wood, black, red and white pigment, fiber, shell 10:)!,i in. 
high Mr. and Mrs . John J. Klejman, New York Ref.: Rous
seau, M . p. 68, fig. 106 

93 Mask 
Wood, black , pink and grey pigment 18 ;)!,( in. high American 
Museum of Natural History 80 .0-8287 Collected by Marga 
ret Mead 1933-4 

94 Flute ornament 
Wood, fiber, human hair, cassowary feathers, teeth, shell, red 
pigment 9 in. high (mask only) American Museum of Natu
ral History 80.0-8290 Collected by Margaret Mead 1933-4 
According to Newton, 1967, (te xt for 44), such objects are 
also found among the Kambot and are thought to have been 
made by peoples living between the Keram and the Yuat Riv
ers. The mask is an image of a spirit of the bush 
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The (Biwat style) is filled with double images, 
positive-negative relationships, and uneasy juxtapositions. 
Its formal structure is difficult to grasp; its total effect is 
completely disturbing . .. . In its high degree of 
assertiveness, in its ability to refurbish otherwise 
traditional forms and in its overpowering emphasis on 
aggressive qualities, the (Biwat) speaks for itself. 

DOUGLAS FRASER 1955 

95 Shield 
Wood, fiber, red, white and black pigment 64 in. high Amer
ican Museum of Natural History 80 .0-8400 Collected by 
Margaret Mead 1933- 4 Ref.: Me ad, M . fig. 6 

96 Pair of standing housepost figures 
Wood 106,Y:; and 105,Y:; in. high Mr. and Mrs . Henri Kamer, 
New York 

97 Roof ornament 
Wood, fiber 44yg in. high Museum fiir Vi:ilkerkunde Berlin 
VI 42 260 Collected by Merk-Ikier, r 925 There is a similar 
example in the British Museum See Cranstone , B. pl. r 2d 
Ref . : Kelm, H . Vol III no. 20, ill. 
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98 Flute ornament 
Wood, human hair, boar tusk, shell, fiber, cassowary feathers, 
white and red pigment 1 3y,( in. high (figure only) Mr. and 
Mrs . Raymond Wielgus, Tucson 59-171 Ex coll. R. Tuai, 
P. Chadourne Ref.: Portier, A. and Poncetton, F., pl. 18; 
Chicago , Arts Club of Chicago, 1966, no. 25, ill. 

99 Flute ornament 
Wood, shell, fiber, traces of pigment 35 in . high American 
Museum of Natural History 80 .0-8254 Collected by Marga
ret Mead 1933-4 

1 oo Flute ornament 
Wood, pigment, fiber 19;/,( in. high Sir Robert and Lady 
Sainsbury , London Ex coll. P. Loeb Ref.: New York, The 
Museum of Primitive Art 1963, cat. 34, pl. 23; Rousseau, M., 
fig.29 

1 o I Dance ornament 
Wood, red pigment, shell 9 in. high Mr. and Mrs. Stanley 
Marcus, Dallas This carving was used as a dance ornament 
and worn attached to the belt or arm ornament of a dancer 

99 JOI 100 
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102 Hair ornament from a flute figure (manyan) 
Wood, red and white pigment, shell, fiber 1 5Ys in. high The 
Museum of Primitive Art 57 .6 Ref.: New York, The Mu
seum of Primitive Art, 1960a, pl. 5; Newton, D., 1967, no. 
48, ill. 

103 Head 
Clay, black, white and red pigment 5 in. long American Mu
seum of Natural History 80.0-8422 Collected by Margaret 
Mead 1933-4 

104 Neck rest 

<;4 

Wood, shell, fiber, red, white and yellow pigment 13Y, in. 
long American Museum of Natural History 80.1-201 Col
lected by Margaret Mead 1933-4 Ref.: Guiart, J., fig. 182 

Probably the most conspicuous common feature ( of Sepik 
River art) is the expression of spirit content in its forms. 
Although there is always an obvious basis in reality, the 
shapes are often combined in a weird or fantastic way 
to create arresting and dynamic effects. All of these Sepik 
forms have an outstanding originality of composition and 
expressive vigor. 

PAUL WINGERT 1962 
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The Middle Sepik 

The MIDDLE SEPIK lies between Tambunum and Sepandai and 
the art of this area is somewhat more elegant and of greater linear
ity than that of the coastal and lower zones. Free standing human 
figures appear less frequently, but the human form is incorporated 
into the composition of such sculptures as suspension hooks, drums, 
flute ornaments and ceremonial boards. Figures become even more 
elongated here, and openwork patterns, when employed, attain 
their greatest sophistication. Numerous monumental objects were 
made to decorate the huge ceremonial houses that were highly de
veloped in this area. Four major groups live along or near the mid
dle Sepik: the Iatmul, the Chambri, the Sawos, and the Arambak. 

The Iatmul inhabit a large section of the river, bounded by 
Tabunum on the east and Sepandai on the west. The villages 
around Lake Chambri and somewhat to the south comprise Cham
bri territory. The Sawos occupy a slightly smaller area in the 
grasslands north of the river, roughly parallel to the river villages 

of Sapanaut and Tambunum. The three styles are closely related, 
and the largest proportion of objects in this exhibition come from 
these prolific groups. Their sculpture relies on linear surface orna
ment, in the form of concentric circles, ovals and arcs, applied in 
relief, color, or both. Figures and masks are greatly elongated with 
enlarged eyes and mouths having protruding tongues. Some of the 
most notable creations of Iatmul sculptors are the monumental ca
noe prows in crocodile form, the huge gable masks from the cere
monial houses, suspension hooks of a wide variety of shapes, the 
bird form lime tube stoppers, and the modeled ancestor skulls. The 
Chambri are known for their finely painted masks and suspension 
hooks. The Sawos carved a series of ceremonial boards which are 
among the most beautifully conceived works from the entire river. 
Their intricate openwork designs incorporate human faces, birds, 
insects, fish, and sometimes animals in their delicate tracery. 

Arambak peoples live along the middle stretches of the 
Karawari River and in the swamp area between the Krosmeri and 
Karawari Rivers. Their art has only recently become known, hav
ing first been collected in 1959. Although some works from this 
area are closely related to those of the latmul, there is also an ele
gant and sophisticated type of sculpture based on the abstraction 
of the human figure. It employs the repetition of a series of oppos
ing hooks that are occasionally elaborated with spikes and other 
designs in the form of animals or fish. Color, if used at all, is con
fined to small single areas of decoration, and surface carving is 
equally restrained. It is thought that they are representative of an 
earlier style that existed prior to the coming of influences of the 
Iatmul. Other small groups, including the Kabriman and the 
Kaninggara live closer to the Sepik along the Krosmeri, Black
water and Karawari Rivers and produce works that are difficult to 
distinguish from those of the Iatmul. 

Because there is some stylistic relationship between Aram
bak art and that of the Bahinemo, who live in the Hunstein Moun
tains to the west, some examples of Bahinemo sculpture have been 
included even though they are from the upper section of the river. 
Hook figures and concave mask forms with hook ornaments are 
shown here. They are simpler variations on the hook figures of the 
Arambak and perhaps represent a holdover of the above mentioned 
earlier style. 

105 Mask 
Wood, fiber, red and white pigment 14,V, in. high 
Mr. and Mrs. John J. Klejman, New York 
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106 Dance costume and mask 
Wood, pigment, shell, beads, basketry, fiber 58 in. high The 
Museum of Primitive Art 67.70 A female ancestor is repre
sented Ref .: New York, Metropolitan Museum of Art, no. 
l 70, ill. 

107 Dance costume and mask, Kararau Village 
Wood , red and white pigment, fiber, shell, bark cloth, feath
ers, human hair 35;}'8 in. high (mask only) University Mu
seum, University of Pennsylvania 29-50-65 1 Collected by 
Capt. H. about 1914, purchased from Max Bohmig, 1924 
Ref .: Philadelphia, University Museum Bulletin, ill.; Chris
tensen, E., fig. 279 

108 Canoe prow ornament (ibundo), Kanganaman Village 
Wood, red and white pigment 1 5y,i in. high Sir Robert and 
Lady Sainsbury, London 

1 09 Mask (mei) 
Wood, cowry shells, red, white and yellow pigment 25 in. 
high Mr. and Mrs. Raymond Wielgus, Tucson 56-28 Ex 
coll. P . Loeb Worn in ceremonies in which young men im
personated pairs of ancestral brothers and sisters. The mask 
was shaken to cause invulnerability of the enemy, and at ini
tiation the killing of a prisoner was caused when the mei 
struck the first blow. The examples with long noses represent 
men . Ref .: Rousseau, M. fig. 52 ill.; New York, The Mu
seum of Primitive Art 1960b no . 28; Chicago, Arts Club 1966 
no. 23 

1 1 o Canoe prow mask 
Wood, traces of red pigment 11 in. high Anonymous collec
tion Ref.: Chicago, Art Institute of Chicago, 1960, no. 86, 
ill. 

The area around the Sepik River is the most prolific of all 
New Guinea . Along the courses of the river and its 
tributaries, and along a stretch of the coast as well, there 
are many styles, ranging from abstraction to a high degree 
of naturalism . 

DOUGLAS NEWTON 1969 
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111 Mask 
Wood, traces of white and red pigment 1 1 :J4 in. high Field 
Museum of Natural History 141309 Collected by A. B. 
Lewis 1909-13 on the Joseph N. Field Expedition This mask 
may have ornamented a canoe prow 

1 1 2 Gable mask, Kararau Village 
Wood, red, white and black pigment 51 ;i in. high Univer
sity Museum, University of Pennsylvania 29-50-615 Col
lected by Capt. H. about 1914, purchased from Max Bohmig, 
1924 Ref.: Christensen, E., fig. 280; Wingert, P. 1953, no. 
76, pl. 29 

1 1 3 Gable mask 
Wood, shell, fiber, red, black and white pigment 1 6 in. high 
The Art Institute of Chicago 58. 119 Ref.: Chicago, Art In
stitute of Chicago, 1965, pl. 76; Stuttgart, no. 134, pl. 1 

1 1 4 Head ornament 
Basketry, red and white pigment, cassowary feathers 1 2Ys in. 
wide University Museum, University of Pennsylvania 29-50-
103 Collected by Capt. H. about 1914 at Kanduonum, pur
chased from Max Bohmig, 1 924 Although the provenance is 
given as Kanduonum, the mask is probably Middle Sepik. 
H. Kelm illustrates a similar piece from Kararau ( vol. I, no. 
104) 

1 1 5 Canoe prow ornament, Pagwi Village 
Wood, bark, shell, cassowary feathers, red, white and black 
pigment 3 5 0 in. high Dr. and Mrs. Robert Browne, Hono
lulu Collected at Pagwi by H. Lissauer, 1962 Ref.: Hono
lulu Academy of Arts, no. 1 78 See note for 4 7 
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1 16 Suspension hook, Kararau Village 
Wood, red and white pigment 42 in. high University Mu
seum, University of Pennsylvania 29-50-340 Collected by 
Capt. H. about 1914, purchased from Max Bohmig, 1924 
Ref . : Wingert, P. 1946, pl. 4; Davidson, D. S., fig. 1 3 

1 1 7 Double figure suspension hook, Kararau Village 
Wood, red and white pigment 35Y8 in. high University Mu
seum, University of Pennsylvania 29-50-341 Collected by 
Capt . H. about 1914, purchased from Max Bohmig, 1924 

1 18 Suspension hook, Sapanaut Village 
Wood, red and white pigment 49% in. high University Mu
seum, University of Pennsylvania 29-50-343 Collected by 
Capt. H. about 1914, purchased from Max Bohmig, 1924 
Ref. : Dallas Museum of Fine Arts, no. 51 

1 1 9 Suspension hook 
Wood, red and white pigment 44· in. high Mrs. Ernest B. 
Zeisler, Chicago· Ref. : Chicago, Art Institute of Chicago, 
1 960, no. 80 ill. 

1 20 Suspension hook 
Wood, traces of red pigment, fiber 30:};i' in. high Peabody 
Museum Harvard University 47-73-70/2838 Collected by 
William L. Moss 1 929 

1 2 1 Suspension hook 
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Wood, fiber, red, white pigment 11:};i' in . high Anonymous 
collection Ref.: Chicago, Art Institute of Chicago, 1960, no. 
8 3, ill. 
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122 Lime tube and stopper 
Wood, bamboo, paint, fiber 22~ in. high The Museum of 
Primitive Art 57.5 A cockatoo is represented perched on the 
head of a crocodile . Such carvings were made for presentation 
to an initiate by his mother's brother. Lime, which was car
ried in the bamboo container was eaten with betel nuts. Ref.: 
Newton, D., 1967, no . 64, ill.; Guiart, J ., pl. 171 

123 Lime spatula 
Wood, red and white pigment 28Ys in. long The Museum of 
Primitive Art 63. 17 Ex coll. H. Kaye. Lime spatulas were re
garded as symbols of masculinity . Upon initiation they were 
given by boys to their uncles 

1 24 Lime tube stopper 
Cassowary bone, shell, cane 1 5y,i in . high Field Museum of 
Natural History Gift of Joseph Field 1909, 146633-1 Col
lected by H . Voogdt, 1 908 "1 oo miles up the river." Although 
collected along the Lower Sepik, such carvings are more com
mon to the Middle Sepik area. Unusual additions are the 
basketry wings 

125 Lime tube stopper, Kanduonum Village 
Cassowary bone 15;J!,i in. high Anonymous collection 
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126 Lime tube stopper 
Wood, red pigment, shell, fiber 163/i in. long Honolulu 
Academy of Arts 4196 Gift of Mrs . Philip E. Spalding, 1936 
Ref.: Christensen, E. fig. 260; Honolulu Academy of Arts no . 
163, ill. frontispiece; Guiart, J. pl. 170; Wingert, P. 1953 
no. 107 pl. 40 

127 Lime tube and stopper, Yamanum Village 
Bamboo, fiber, red , white and black pigment 28Ys in. to
tal length University Museum, University of Pennsylvania 
29-50-553 Collected by Capt. H. about 1914, purchased 
from Max Bohmig, 1924 See note for 122 

1 28 Lime tube and spatula 

66 

Bamboo, wood 1 1 U in. high ( tube only) University Mu 
seum, University of Pennsylvania 29-50-547 Collected by 
Capt. H. about 1 914, at Malu, purchased from Max Bohmig, 
1924 Although collected at Malu it is probable that this piece 
is from the Iatmul area 

The Sepik inhabitants' unbelievable love for art may be 
seen from the fact that scarcely any implement in 
corn.man use is left undecorated. Lime calabashes, bamboo 
spatulas, bone daggers, cocoanut spoons-everything is 
covered with purely ornamental or anthropomorphic 
patterns having the most graceful curved treatment. 

FELIX SPEISER I 94 I 
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1 29 Suspension hook, Yamanum Village 
Wood , red, white and black pigment 24;1,1 in. high Univer
sity Museum, University of Pennsylvania 29-5 0-337 Col
lected by Capt. H. about 191 4, purchased from Max Bohmig, 

1924 

1 30 Suspension hook, Eibom Village 
Wood 40Ys in. high The Museum of Primitive Art 61.278 
Collected on the Korrigane Expedition 1934-6 Ref.: Rous
seau, M., no . 60, ill. ; Paris , Hotel Drouot, 1961 , no . 158 ; 
Newton, D. 1967, no . 61, ill.; New York, Metrop olitan Mu 
seum of Art , no. 166 , ill.; Gui art, J., pl. 1 56 

1 3 1 Suspensi on hook 
Wood, shell, clay, human hair 21;li in. high The Museum 
of Primitive Art 61.279 Collected in 1934-6 on the Korri
gane Expedition Ref . : Paris , Hotel Drouot , 1961 , no. 1 59, 
pl. VIII; Rousseau , M., no . 38, ill. 

132 Suspension hook, Yentschem angua Village 
Wood, red and white pigment , human hair , shell, bark 31 in. 
high University Museum, University of Pennsylvania 29-50 -
33 9 Collected by Capt. H . about 1914, purchased from Max 
Bohmig, 1924 Ref .: Guiart , J., pl. 65 ; Dallas Museum of 
Fine Arts, no. 49 

1 33 Suspen sion hook 
Wood , red and white pigment 50 m . high Mr. and Mrs. 
Henri Kamer, New York 

1 34 Suspension hook 
Wood 32:y,( in. high Mr. and Mrs. Harry Franklin, Beverly 
Hill s Ref.: Scripps College, no. 4512 , ill . 

1 3 5 Suspension hook 
W ood, traces of red pigment 1 5% in . high Peabody Museum 
Harv ard University 47-73-70/2804 Collected by William L. 
Moss 1929 Catalo gue notes state that this was collected on 
the upp er portion of the river, but it is latmul in style 

1 36 Suspension hook 

68 

Wood , red, blue and yellow pigment 34 in . high Mr. and 
Mrs. George Kennedy , Los Angeles Ref. : Santa Barbara Mu
seum of Art, p. 24, ill . 
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137 Suspension hook fragment, Timbunke Village 
Wood, red, white and black pigment 7Ys in. high University 
Museum, University of Pennsylvania 29-50-524 Collected 
by Capt. H. about 1914, purchased from Max Bohmig, 1924 
The top portion of this hook was broken away, but the re
maining piece was repainted and continued to be used 

138 Canoe prow 
Wood, cowry shells 71 Y, in. long The Museum of Primitive 
Art 5 5. 1 This prow belonged to a canoe used for raiding. The 
crocodile represents the totem of a clan group Ref.: New 
York, The Museum of Primitive Art, 1957a, pls. 16a, b; 
1962, pl. 9; 1965, pls. 40a, b; Houston, 1959, ill.; New York, 
Metropolitan Museum of Art, no. 174, ill.; Guiart, J., pl. 155; 
Newton, D., 1967, nos. 71, 72, 73, ill. 

139 Canoe prow, Angerman Village 
Wood, shell 60% in. long University Museum, University of 
Pennsylvania 29-50 -625 Collected by Capt. H. about 1914, 
purchased from Max Bohmig, 1924 Ref.: Linton, R. and 
Wingert, P., p. 11 2, ill. bottom; Davidson, D. S., fig. 8 See 
note for 138 

1 40 Canoe prow, Timbunke Village 
Wood 78:Ji in. long Peabody Museum Harvard University 
47.72.70/2708 Collected by Cornelius Crane, 1930 Ref.: 
Dallas Museum of Fine Arts no. 52 See note for 138 

141 Shield, Yentschemangua Village 
Wood, red, white pigment 54:}i in. high Mr. and Mrs. Ed
win Bergman, Chicago Ex coll. R. Wielgus Ref.: Schmidt, 
E. W. 1 929, T 2, abb. 5, no. 2; Chicago, Art Institute of Chi
cago 1963, pl. 8 

142 Shield 
Wood, red and white pigment, fiber 54 in. high The Mu
seum of Primitive Art 5 6. 3 22 Ref . : Guiart, J ., pl. , 5 1; New
ton, D., 1967, pl. 58; Houston, , 959, ill. 

, 43 Ceremonial board 
Wood, cane, red and white pigment 46 in. high Mr. and 
Mrs. Harry Franklin, Beverly Hills 
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144 Dance drum, Kararau Village 
Wood, snake skin, white and red pigment 24% in. high 
University Museum, University of Pennsylvania 29-50 -675 
Collected by Capt. H. about 1914, purchased from Max 
Bohmig, 1 924 

145 Dance drum 
Wood, black and white pigment, fiber, shells 25 y,( in . high 
Peabody Museum Harvard University 47-71-70/2693 Col
lected by Cornelius Crane, 1930 

1 46 Dance drum 
Wood, snake skin, red pigment 24% in. high Mr. and Mrs. 
John J . Klejman, New York Collected on the Korrigane Ex
pedition 1934-6 Ref . : Leenhardt , M., p. 45, fig. 23 

14 7 Pair of slit gong beaters, Komindimbit Village 
Wood 37 in. long The Museum of Primitive Art 68.58 

148 Debating stool ( teket ) , Yentschemangua Village 

144 

Wood, shell, red, white and black pigment 32y,( in. high 
University Museum, University of Pennsylvania 29-50-322 
Collected by Capt. H. about 1914, purchased from Max 
Bohmig, 1924 Each men's house was equipped with a stool 
carved with a figure representing a totemic ancestor. An ora
tor stood beside the stool telling various details of clan history 
and mythology and emphasized points of oratory by beating 
it with coconut leaves Ref. : Christensen , E., fig. 278 ; Lin 
ton, R. and Wingert, P ., p. 121, ill. 
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1 49 Bench, Kararau Village 
Wood, red, white and black pigment 64 :J;,i in. long Univer 
sity Museum, University of Pennsylv ania 29-50-318 Col
lected by Capt. H. about 1914 , purch ased from Max Bohmig, 
1924 

1 50 Stool, Timbunke Village 
Wo od, red and white pigment 24 Ys in. long University Mu
seum, University of Pennsylv ania 29-50-3 1 3 Collected by 
Capt. H. about 1914 , purcha sed from Max Bohmig, 1924 

151 Neckrest, Palimbei Village 
Wood , bamboo, fiber, white pigment 27Ys in. long Univer
sity Museum , University of Pennsylv ania 29-50-3 00 Col
lected by Capt. H . about 191 4, purchased from Max Bohmig , 
1924 The figures at each end are a horn bill and a crocodile 

1 52 Neckrest 
Wo od, shell, human hair , fiber 24 % in . long The Museum 
of Primitive Art 61.275 Collected on the Korrigane Expedi
tion 1934 - 6 Ref. : Paris , Hotel Drouot, 1961, no. 91, pl. V; 
Newton, D., 1967, no. 69, ill.; Leenhardt, M., p. 7, pl. 1 

153 Neckrest, Timbunke Village 
W ood, bamboo , fiber, traces of red pigment 23 :J;,i in. long 
Uni versity Museum , University of Pennsylvania 29-5 0-304 
Collected by Capt. H. about 1914, purchased from Max 
Bohmi g, 1924 The dish form at one end possibly served as a 
palette . Kelm illustrates a similar piece ( vol. 1, no. 487 ) 

1 54 Palette, Tambunum Village 
Wood , fiber, white pigment 17 in . long University Museum, 
University of Pennsylvani a 29-50-589 Collected by Capt . H. 
about 1914, purchased from Ma x Bohmig, 1924 Used as a 
container for pigments 

155 Palette 
Wood 10Ys in. long Anonymous collection See note for 154 

1 56 Flute ornament 
Wood, fiber, red pigment, shell 12Y, in. high Sir Robert and 
Lady Sainsbury, London Ex coll. M . Rousseau, S. Chauvet 
Ref.: Eichorn, A., p. 74, ill.; Rousseau, M ., fig. 49 ; Basler, A., 
P· 168, fig. b 

157 Flute ornament 
Wood, fiber, shell 16Y, in . long Mr. and Mrs. Leo Fortess, 
Kaneohe 
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1 58 Flute ornament 
Wood, cowry shells, red, black pigment 7 in. high Mr. and 
Mrs. William Struve, Chicago Ex coll. R. Wielgus Ref . : 
New York, The Museum of Primitive Art, 1960, no. 31 

1 59 Flute ornament, Timbunke Village 
Wood 1 2:)1,( in . high Uni versity Museum, University of 
Pennsylvani a 29-50-627 Collected by Capt. H. about 1914, 
purchased from Max Bohmig, 1 924 Ref .: Linton, R. and 
Wingert, P., p. 119, ill.; Davidson, S. D., fig. 11; Christen
sen, E. no. 284, ill.; Fraser, D., 1955, pl. B (c) 

160 Pair of flute ornaments 
Wood, fiber 8, 7:)1,( in . high Mr. and Mrs. Harry Franklin, 
Beverly Hills Ref.: Los Angeles, Ethnic Art Galleries, 1967, 
no. 1 6 1 , ill. 

161 Flute ornament 
Wood, shell, red pigment 16 in. high Sir Robert and Lady 
Sainsbury , London 

162 Arm band ornament 
Wood, red and white pigment, fiber, shell 123/i in . high Sir 
Robert and Lady Sainsbury, London Kelm illustrates a simi
lar example from Yamanum ( vol. 1, no. 61 ) 

163 H airornament 
Wood, shell, traces of red pigment 93-i in. high Anonymous 
collection A similar piece from Kararau is illustrated by Kelm 
(vol. I, no. 58) Ref.: Chicago, Art Institute of Chicago, 
1960, no. 85, ill. 

164 Dagger 
Cassowary bone, red pigment, shell 11Ys m. high Anony
mous collection 

165 Dagger 
Cassowary bone 93/i in. high Mr. and Mrs. Raymond Wiel
gus, Tucson 57-66 Ref.: Chicago, Arts Club, no. 24; New 
York, The Museum of Primitive Art, 1960b, no. 32 

166 Mallet 
Wood , traces of red pigment 14Ys in. long Peabody Museum, 
Harvard University 47-72-70/2726 Collected by Cornelius 
Crane, 1930 Such implements were used for wood carving 
Ref. : Wingert, P. , 1953, no. 102, pl. 36 
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167 Female figure, Sapanaut Village 
Wood, fiber, red , white and black pigment, 160 in. high 
University Museum , University of Pennsylvania 29-50-632 
Collected by Capt . H. about 1914, purchased from Max 
Bohmig, 1924 Catalogue notes indicate the figure was hung 
in the interior of a ceremonial house as an ornament 

168 Bowl, Tambunum Village 
Clay, red and white pigment 11 Ys in. dia. University Mu
seum , University of Pennsylvania 29 -50-352 Collected by 
Capt . H. about 1914, purchased from Max Bohmig, 1924 

169 Bowl, Timbunke Village 
Clay, red and white pigment 6% in . dia. University Museum, 
University of Pennsylvania 29 -50-350 Collected by Capt. H. 
about 1914 , purchased from Max Bohmig, 1924 

170 Bowl, Timbunke Village 
Clay, traces of red pigment 11.Vs in. dia. University Museum, 
University of Pennsylvania 29-50-355 Collected by Capt. H. 
about 1914, purchased from Max Bohmig, 1924 

1 71 Dish, Kararau Village 
Clay, white, red and yellow pigment 17 :Y<( in. dia . University 
Museum, University of Pennsylvania 29-50-359 Collected 
by Capt. H. about 1914, purchased from Max Bohmig, 1924 
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174 
I 73 I 72 

172 Modeled skull (mbwatnggowi) 
Human skull, shell, pigment, human hair 8 X' in. high Brook
lyn Museum 62.18.1 Decorated skulls were used by the 
Iatmul in funerary ceremonies where they were set on top of 
a figure, and in fertility ceremonies where they were displayed 
on top of poles and manipulated as marionettes. The skull of 
a dead ancestor, or one who was thought to be beautiful, was 
modeled over in clay and decorated with pigments imitating 
the facial painting of the deceased . Skulls of headhunting 
victims were similarly decorated and kept as trophies 

1 73 Modeled skull (mbwatnggowi) 
Human skull, human hair, cowry shells, red, white pigment, 
clay 5Y, in. high Field Museum of Natural History 275702 
Ex coll. A. W. F. Fuller, acquired 1958 See note for 172 

174 Modeled child's skull (mbwatnggowi) 
Human skull, red and white pigment, clay, human hair, shell 
8 Y, in. high Anonymous collection See note for 1 72 

175 Modeled child's skull (mbwatnggowi), Timbunke Village 
Human skull, human hair, shell, fiber, clay, red, white and 
black pigment 5:)4 in. high University Museum, University 
of Pennsylvania 29-50-740 Collected by Capt. H. about 
1914, purchased from Max Bohmig, 1924 See note for 172 

1 76 Head, Palimbei Village 
Clay, human hair, shells, red, white and black pigment 5 in. 
high University Museum, University of Pennsylvania 29-50-
756 Collected by Capt. H. about 1914, purchased from Max 
Bohmig, 1924 Possibly a substitute for a modeled skull which 
had been lost. Some were also made of wood. This example 
is very close in style to the child's skull (no. 175), but their 
different provenance is puzzling 
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177 Ceremonial board (malu) 
Wood, traces of pigment 66 in. high The Detroit Institute 
of Arts 26. 3 70 Openwork boards of this type represent an
cestors. A number of iconographic elements appear in the 
composition, including ancestor skulls, bird figures, and 
masks. For an analysis of the form and its meaning see New
ton, D., 1963 Ref.: Wingert, P., 1953, no. 94, pl. 34 

1 78 Ceremonial board (malu), Gaikarobi Village 
Wood, fiber, traces of red pigment 66,Yi in. high Peabody 
Museum Harvard University Gift of Samuel Rubin 60.56. 
70/3928 Ex coll. W. 0. Oldman See note for 177 

179 Flute ornament, Kwoiwut Village 
Wood, bamboo, shells 62~ in. high The Museum of Primi
tive Art 61.266 According to Newton, this unusually large 
example represents "an enemy held in the grasp of an eagle 
which symbolizes the fighting strength of a village" Ref.: 
New York, The Museum of Primitive Art, 1962, pl. 7; 1965, 
no. 38, ill.; New York, Metropolitan Museum of Art, no. 
169, ill.; Newton, D., 1967, no. 53, ill. 
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1 80 Lime tube and stopper 
Wood, bamboo, basketry, red, black and white pigment 25y,i 
in. high Rijksmuseum voor Volkenkunde, Leiden 3018-1 3 
Ref.: Kooijman, S., 1 966, p. 64, ill . See note for 1 22 

181 Gable mask 
Woven fiber, red, white pigment 31 in . high Mrs. Ernest B. 
Zeisler, Chicago Ref.: Chicago, Art Institute, 1960, no. 81 , 
ill.; Wingert, P., 195 3, no. 77, pl. 28 

181 180 

Middle Sepik, Sawos Group 

Sepik is one of the great names in the art of Oceania. So many 
pieces in museums, outstanding for their boldness and great 
variety of forms, are labelled Sepik, that one is tempted to read 
into them a unity underlying this heterogeneity . ... But it has 
now become clear that the art of the Sepik is multiform and 
cannot be reduced to a single category. 

JEANGUIART 1963 
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182 Mask 
Wood, red and white pigment, fibers 163,::i' in. high American 
Museum of Natural History 80.1-2085 Collected by Marga
ret Mead 1933-4 

183 Mask(mei) 
Wood, shell, white pigment, fiber 143':4 in. high American 
Museum of Natural History 80 .1-2086 Collected by Marga
ret Mead 1933 - 4 See note for 109 

1 8 5 Suspension hook 
Wood, red and white pigment 18 in. high Sir Robert and 
Lady Sainsbury, London 

1 86 Suspension hook 
Wood, white pigment, fiber 25,Yi in. high American Museum 
of Natural History 80.0-7390 Collected by Margaret Mead, 
1933-4 

187 Suspension hook 
Wood, white pigment, fiber 17,l/i in. high American Museum 
of Natural History 80.0-7399 Collected by Margaret Mead 
1933-4 

1 88 Suspension hook 
Wood, fiber, red and white pigment 14;,ii in. high American 
Museum of Natural History 80.0-7439 Collected by Marga
ret Mead 1933-4 

1 89 Suspension hook 
Wood 18 in. high American Museum of Natural History 
80.0-7464 Collected by Margaret Mead, 1933-4 Ref.: Win
gert, P., 1953, no . 94, pl. 35 

1 90 Suspension hook 
Wood, traces of red pigment, fiber, shell 1 8 ,Yi in. high Anon
ymous collection 
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191 Waterdrum 
Wood, fiber, traces of red pigment 25 in. high American Mu
seum of Natural History 80.0-8109 Collected by Margaret 
Mead 1933-4 

192 Palette 
Wood, white pigment 8;i in. long American Museum of 
Natural History 80.0-7796 Collected by Margaret Mead 
1933-4 

193 Shield 
Wood, red, white and black pigment 70;,4 in. high American 
Museum of Natural History 80 .0-8137 Collected by Marga
ret Mead 1933-4 Ref.: Wingert, P., 1953, no. 95, pl. 30; 
Mead, M., 1936, fig. 7 

1 94 Shield, Mentchuat Village 
Wood, red, white, black, yellow pigment 66 in. high Ameri
can Museum of Natural History 80.0-81 36 Collected by 
Margaret Mead 1933-4 

The outstanding facet of Chambri art is its sensitive use of 
line ... Chambri line is always clear and discreet and 
bears a precise scale relationship to the form as a whole. 

DOUGLAS FRASER I 9 5 5 
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195 Figure, Karawari River 
Wood, traces of red pigment 690 in. high Mrs. Ernest B. 
Zeisler, Chicago Such figures were placed at the ends of 
men's houses and were the property of individual senior clan 
members. They were consulted prior to warfare expeditions 
and were also thought to bring success in hunting and cause 
fertility in crops. Ref.: Chicago, Art Institute, 1963, p. 4 I, 
pl. 30 

1 96 Figure, Karawari River 
Wood, red and white pigment, cowry shells 820 in. high 
Cleveland Museum of Art Gift of Edgar A. Hahn 63.553 
See note for 195 

1 97 Figure, Karawari River 
Wood 73 in. high Mr. and Mrs. George Kennedy, Los An
geles Ref.: Dallas Museum of Fine Arts, no. 63, ill.; Los An
geles, Ethnic Art Galleries, 1967, no. 1 22, ill. See note for 195 

1 98 Cult carving 
Wood, traces of white pigment 23 in. high Mr. and Mrs. 
George Kennedy, Los Angeles Collected by George Kennedy, 
1965 Ref.: Los Angeles, Ethnic Art Galleries, r 967, no. r 42, 
ill. 

199 Figure 
Wood 103 in. high Mr. and Mrs. George Kennedy, Los An
geles Collected by George Kennedy, 1965 

195 197 
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200 Figure 
Wood 39 in. high Mr. and Mrs. George Kennedy, Los An
geles Collected by George Kennedy, r 965 Ref.: Los Angeles, 
Ethnic Art Galleries, 1 967, no. 133, ill. 

201 Figure 
Wood, white, orange pigment 60 in. high Mr. and Mrs. 
George Kennedy, Los Angeles Collected by George Kennedy, 
1965 Ref.: Los Angeles, Ethnic Art Galleries, r 967, no. 1 30, 
ill. 

202 Carving in form of human head 
Wood I i?1i in. high Mr. and Mrs. George Kennedy, Los An
geles Collected by George Kennedy, r 965 

20 3 Carving in form of human head 
Wood, red and white pigment 24y,( in. high Mr. and Mrs. 
George Kennedy, Los Angeles Collected by George Kennedy, 
1965 

204 Figure 
Wood, traces of red and white pigment 460 in. high Mr. 
and Mrs. George Kennedy, Los Angeles Collected by George 
Kennedy, 1965 

205 Figure (yipwon), Karawari River 
Wood 86 in. high The Museum of Primitive Art 65.37 Ac
cording to Newton, "These figures, kept in ceremonial houses 
were considered spirits, or rather the media for spirits, which 
gave fortune in war and hunting and whose intentions were 
interpreted by shamans" Ref.: New York, The Museum of 
Primitive Art, 1965, pl. 42; Newton, D., 1967, pl. 88 

206 Female figure, Karawari River 
Wood, fiber 39,Ys in. high Mr. and Mrs. George Kennedy, 
Los Angeles Ref.: Dallas Museum of Fine Arts, no. 61, ill.; 
Los Angeles, Ethnic Art Galleries, 1 967, no. 134, ill. 

200 201 206 
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207 Cult figure, Upper Karawari River, lnyai Village 
Wood, pigment 42 in. high Mr. and Mrs . William Struve , 
Chicago Ex coll. R. Wielgus 

208 Crocodile cult figure, Karawari River , Ambanoli Village 
Wood, red and white pigment 25 ft. long The Museum of 
Primitive Art 65. 16 Such large cult figures were thought to 
provide a temporary abode for spirits and were consulted by 
shamans prior to war and hunting expeditions. Ref .: New
ton, D., 1967, nos. 94, 95, ill. 

209 Hunting charm (yipwon), Upper Karawari River 
Wood 120 in. high National Museum of Natural History 
Gift of Mrs. C. A. Kleinoscheg 1936 , 377.599 These were 
items of personal property and passed on from father to son. 
They were carried in net bags to bring good hunting. If the 
hunt was successful , the charm was rubbed with the blood 
of the kill, if unsuccessful, it was discarded 

210 Hunting charm (yipwon), Karawari River 
Wood 15 in . high Mr. and Mrs. George Kennedy, Los An
geles Ref.: Dallas Museum of Fine Arts, no. 65; Los An
geles, Ethnic Art Galleries, 1967, no. 139, ill. See note for 209 
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2 1 1 Cult hook 
Wood, red and white pigment 450 in. high Anonymous col
lection Such hook forms were carried in dances in ceremonies 
to increase the fertility of wild pigs. The hook forms repre
sent hornbill heads 

21 2 Cult hook 
Wood, traces of white pigment 35:Ys in. high Anonymous 
collection Similar to an example thought to be from Nigiru 
(see Newton, D., 1971, no. 24) See note for 211 

213 Cult hook 
Wood, red and white pigment 18~ in. high Anonymous col
lection See note for 21 1 

2 1 4 Ceremonial house decoration 
Wood, white and orange pigment 21 Ys in. high American 
Museum of Natural History So.r.5181 Collected at head
waters of Krosmeri River 1 964 A similar example thought to 
be from Gahom is in the Museum of Primitive Art (see New
ton, D., 1971, no. 37) 

215 Mask 

212 

Wood, yellow and white pigment 39 in. high Mr. and Mrs. 
William Struve, Chicago 

211 214 215 
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