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Art Cart Inventory
Art Cart Interpreters:

The docents/guides for each Art Cart shift shoolaéntory the contents of the cart
beforeand after the shift. If this is not done and objeats missing or damaged,

the lead guide may be held responsible. (The leatkgs the first guide listed on
the tour confirmation form.)

If an object is missing or damaged, make a notaimthe inventory and report it
to the Tour Office.

If an object is suddenly missing during your shifttify security immediately by
alerting the guard in the gallery or by calling 32



INVENTORY SHEET: ART CART — PACIFIC ISLANDS GALLERI ES
Date: Guides/Docents:

Objects Comments
In Beginning of Shift | In End of Shift

Asmat Bowl (wood)

Grass Skirt

Asmat Bags (2)

Sawos Bowl (ceramic)

Bandicoot Clan Totem

Kundu Drum

Coconut Shell Spoon

Tapa (barkcloth)

Navigation Chart

Lizard Skin (prop for drum)

Check to see if you are low on any supplies (papgyencils, etc.). Let the Tour office know if you aed anything replenished.
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Please share! Record visitor questions that “saghgou and comments or
observations you would like to share with fellowdgs and staff. If you know the
answer to someone's question, please record thesdn$Staff will also
periodically review questions and try to assistwviihding answers.
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WHAT DEFINES
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PACIFIC |SLANDS ART CART

The Pacific Islands Art Cart features objects tthadtrate the intense
relationship between the people of the Pacifimid$aand their natural
environments. The region is comprised of threeomigjand groupings
(Melanesia, Micronesia, Polynesia) and the continéAustralia, a vast
territory that includes very diverse peoples amtdiszapes. These diverse
environments have contributed to an underlyingdbéti the
unpredictability and all-pervading power of natarel a philosophy that
regards it as an animated force that must be aconlarad rather than
modified. Everything is imbued with a spirikeimans, animals, and plan
These spirits in the natural world are localizewtigh art. Art is not about
individual expression. Nearly all of the art pradd in the Pacific Islands
and included on the Art Cart is created from organaterials and
illustrates how artists apply their creativity asidll to things from nature to
give expression to their beliefs and traditions.

The three regional island groupings—Melanesia (KBwnea, Admiralty
Islands, New Britain, New Ireland, and others) Rekia (New Zealand,
Hawaii, Easter Island, Samoa, Fiji, Tahiti, Tonga athers) and
Micronesia (Kiribati, Marshall Islands, Belau, Clme Islands and
others)—are so designated as geographical entisigger than as references
to history or the way in which they were populatddhey encompass a total
land mass of about 470,000 square miles and indanee 10,000 islands.
The landscape ranges from the legendary paradite &outh Sea to
swampy, flood-prone river lowlands and thick raonefsts requiring labor-
intensive agriculture that are hardly ideal for lmmexistence. The coastal
areas can be intensely volcanic and prone to poiwgghoons. Even

today much of the Pacific Islands remains isolatet travel difficult
between regions.

The native peoples of the Pacific Islands migratetthe region from
mainland Asia. The island of New Guinea is occdfog speakers of
Papuan languages and has been inhabited for mameth000 years. Most
of the other Pacific Islands were settled muchr layespeakers of
Austronesian languages between 4,000 and 3,008 ggar Originally
cultural groups were clearly distinguished by lirsgig differences; today,
however, most cultural distinctions are a resulbbaiindaries in the
landscape. Many threads of continuity can stilfdaend. One is the
undeniable presence of the sea itself, felt bgw@tural groups with the
exception of the few that live in the high interadrsome of the larger
islands. Livelihood is based mainly on agriculiwgth a supplementary
protein diet supplied from fishing. With the extiep of the indigenous
sweet potato and sago (a palm-like plant found etavesia), all of the
cultivated plants are of Asian origin.



AGE OF ART CART
OBJECTS
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It can be assumed all of the objects on the Pdsitimds Art Cart were
made in the late 20th or early 21st century.

As the gallery label notes, this frieaddlagan Frieze 19th Century,
85.94) is a classic interpretation of the New Inelégheme of birds and
snakes in struggle. It depicts two chickens asmhaller frigate bird (or
drongo), compressed at the top edge, holding thefta snake that
undulates through stylized foliage. The struggienveen birds and snakes
is a common feature of sculpture and dance perfocesas it portrays

the ongoing battle between two cosmic realms iatined balance—the

sky and the earth.

The Pacific Islands Art Cart is stored in the AdrCcloset on the second
floor of the Target Wing. The closet is not fasrfr the Pacific Islands
gallery (276), between G275 (Craft) and G262 (Ptpatphs). The Tour
Office staff or a security guard can open the doogou.

The cart should be set up in Gallery 276, in tleh@iwhere the Pacific
Islands map hangs.
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WHO ARE THE
ASMAT PEOPLE?
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DO?
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ASMAT BowL

This oblong, wooden bowl was made by the Asmatagia (Irian Jaya).

The Asmat number around 65,000 and live in a swaaneg in the south of Papua
(Irian Jaya), the western half of the island of Neuinea. Although the Dutch
colonial government, the Catholic and Protestastsins and the Indonesian
government have brought many changes to the Asneat still live in a traditional
manner, gathering sago, the region’s staple, antifgiand fishing. The Asmat
live in villages that average 350-500 people almaterways, with canoes being the
primary mode of transportation.

The Asmat have developed remarkable ritual objbetsare used to honor ancestral
spirits. Their woodcarving skills are recognizedsame of the most prolific and
most striking throughout the Pacific Islands. e Asmat, carvings are
embodiments of the ancestral spirits that, alort wiher natural forces, control
their world. Their dramatically tall ancestor palerbis (pronounced bee-sh) poles,
are well-known examples of Oceanic art throughbetworld, but the Asmat also
create intricate shields, canoes, drums, sculptbesls, pipes and many smaller
objects. The Asmat name every one of these caorghe deceased. Today
much of this artwork is produced for ritual feastgl family ceremonies; in the past,
however, much of the intricate carving celebratedfare practices including the
taking of heads and cannibalism. As seen witlother objects on the Art Cart,
Asmat carvings make the spiritual world visible aadgible, thus maintaining the
specific balance of nature.

Carved wooden bowls are exclusive to the coastalral, and northwest Asmat
regions. They are used for sago and other foatipane they are older and more
worn, for mixing paint. This is the case in thewewle on the Art Cart. Paint stains
are still visible on the inside of the bowl. Ihet areas, food containers are made of
sago, sewn into the shape of a long bowl. Thesdsbare also used on ritual
occasions, for sago worms, and in former timestifernuman brains extracted from
decapitated heads that were given to the eldevamétly all wooden bowls were
probably made in the shape of miniature canoes;m §till seen in the northwest
region. Bowls along the coast began to change whetourism industry arrived.

It was suggested that carvers flatten them outrewverse the direction of the figures
at the ends so they could be seen when the bowtshwumg for display.

In traditional examples, like this bowl, the figariace up, towards the eater, while it
is being held in the lap, so that the owner caragdrtook at the ancestor or
ancestors for whom the bowl was named. While the#& sometimes carve
specific representations of their ancestors, thipically are only symbolic,

idealized forms. The undersides are often covesitidintricate designs, although
this one is not. These designs can also refergpeafic ancestors or deceased
relatives. As mentioned above, it has only beama@ent years that woodcarvers
have reversed the faces to match the carving obhdtiem of the bowl to attract

more foreign buyers who were disturbed that thedagere “backwards.”
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Asmat men do all the woodcarving, and typicallyrgvean has enough carving
knowledge to create useful objects and tools like bowl, canoe paddles and
utensils. When a special object is needed, suehshseld, the Asmat approach the
wowipitsj(using the phonetic pronunciation), the master waoders. \Vowipitsj
literally means “woodcarver.”) These individuakvie gained a reputation for
woodcarving skill, but they also gather sago, ramtt do what the other men in the
village do. Given the importance of woodcarvirg wowipitsjoften enjoy
considerable prestige in the community, but theyrat designated as “artists” in
the Western sense of the word.

1. Look at the bowl. Notice the texture, marksrirthe paint, and the carvings.
How would you describe it? Why?

2. Ancestral figures play a large role in the Asmdture. The figures on this
bowl are supposed to represent these ancestorgilience their world. What
kind of emotion do they express? If you could @utancestor (or any) figure on
a bowl you eat out of, who (or what) would it b&é?hy?

3. Try sitting carefully with the bowl on your lapmagine eating out of the bowl.
How does this differ from the way you usually eainfi bowls?

4. The Asmat bowls usually have intricate desigmghe bottom, though this one
does not. What design would you carve on the b@2tdraw your design.

Other Asmat Objects

1. Spirit Mask,Asmat, 1999, L2006.20.9

2. Shield,Asmat, 20th c., L2006.20.4

3. Drums,Asmat, various accession numbers
5. Shield,Asmat, 20th c., L2006.20.2

6. Canoe ProwAsmat, 20th c., L2006.20.1

7. Figure,Asmat, 20th c., L2006.20.5

Wooden Bowls

Admiralty IslandsPrestige Bowlc. 1900, 2001.130.3

Admiralty IslandsBowl, 2002.162

Papuabish, 20th c., 2004.120

Marquesas Islandksidded Bow| early 19th c., 91.59a,b

Hawaii,Wooden Bowls19th c., L2006.36.1,2

Fiji Islands,Ceremonial Bowl19th c., 2002.128.1

Solomon Island$®Bowl, c. 1890, 2004.107.5

Various Artists, AmericarBowls Contemporary Craft Gallery (adjacent to
Pacific Islands)

ONOOhWNE
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GRASSSKIRT

This skirt from the Asmat people of Papua (Iriaya)as an example of the most
common dress that women wear throughout Melanesidle Pacific Islands. It
consists of an approximately knee-length grasgériattached to a woven, patterned
band. While the grass can be very dense, the mettiickness of the Art Cart skirt
IS common.

A number of separate skirts may be worn togethenerlonger skirt could be
wrapped around the waist several times. As one gdand from the coast, the
length of the skirt tends to shorten. Anotheraton consists of making the fringe
discontinuous, so that the legs are exposed osidles.

The Asmat live in rural and remote areas and ageba dependent upon local
natural materials for their clothing. Typically men wear skirts and a variety of
ornaments. Some work in simple skirts of leavekdd into a band around the
waist. Barkcloth skirts and wraps are also comnegpecially in colder mountain
regions. Shells, animal teeth, feathers, tuskisigstseeds, wood, and bamboo are
some of the materials used to create ornamenteg¢pi@r armbands, nose and ear
rings as well as headpieces. There is little matahy kind available.

As is the case throughout much of the Pacific dsaiWVestern dress has reached the
coastal regions of the Asmat. Men and women ali&ar shorts, skirts, and t-shirts.
They are often worn in combination with traditiocédthing articles. For example,

it would not be uncommon to see women wearing asgs&irt with a pair of shorts
underneath. The more rural the area, the lesly likes would be.

The most common article of traditional clothing wdry men throughout the Pacific
Islands is the loincloth anal. The loincloth consists of a long and narrowpstri
barkcloth. It is wrapped several times aroundwhest and then through the legs
and tucked through the front of the belt to formagnon-like end. It is usually
undecorated. The length of this portion can in@iche rank of men in places like
Fiji. Complete nudity is not common, though foundh few regions including the
Solomon Islands. If a loincloth is not worn, sosoet of waistband and a covering
like gourds or woven wrappers are worn.



QUESTIONS AND
ACTIVITIES

COLLECTION
CONNECTIONS

5.

MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart

Feel the skirt and its material. How would ymscribe its texture, feel, weight?
Try wrapping the skirt around yourself. (It isfdhg enough to go all the way
around most waists since multiple sections like trie were often strung
together.) How would it feel to wear this?

Look at the design on the skirt’'s band. Find dascribe any patterns or
repetition.

Find women'’s clothing from other cultures in tadleries. Notice the materials
they are made out of, the patterns on them, and thhbg are worn for. What
similarities or differences can you find betweea ftsmat grass skirt and other
items you find?

What clothes do you wear in everyday life? Wdiatls of conditions
(economic, climate, fashion, occasion) dictate wloat wear? Think of reasons
why the Asmat may dress differently than we dafelie, culture, availability of
material).

The Asmat use natural material for apparel aludtranent. What are your
clothes made from? Your jewelry or watches? Haueever made anything to
wear? Was it ever from natural material?

Women's Traditional Attire

1. JapanSummer Rob&,2006.37.14
2. Torii Kiyonaga and Isuke Ko_zuya, JapBarryboat on the Rokugo Rivet784,

74.1.127

3. Democratic Republic of Congd/oman’s Ceremonial Skir20th c., 2003.227.48
4. Nigeria,Wrapper,1995, 97.189.50

5. Bolivia, Woman’s Ceremonial Full Overski2Qth c., 89.116.4

6. Laos,Skirt, 20th c., 2004.236.68

7. Apsaalooka (Crow), North Americ@utfit (Female), various accession numbers
8. China, Ch’ing dynastyylanchu Woman’s Semiformal Court Rph#&.74.2

MEN’'STRADITIONAL ATTIRE

1. Solomon Island¥€apkap 20th c., 99.4

2. Jokei Ryu_ko_sallapanSeven Great Actors in Favorite Rolede 1780s,
74.1.193

3. Ewe, West AfricaWWrapper,20th c., 2005.71.11

4. Mexico,Saltillo Serapel9th c., 93.85.14

5. JapanCampaign Coatsyarious accession numbers

6. A’ani Nakoda (Gros Ventre/Assinboine), North Amoe, Shirt, c. 1890,
2001.197

7. Apsaalooka (Crow), North AmericQutfit (Male), various accession numbers
8. Diné (Navajo), North Americ&etoh c. 1920, 90.58.354
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COLLECTION
CONNECTIONS Ornamentation Through Other Apparel and Adornment
(CONTINUED)
1. Egypt,Horus Collar, 2160-1788 BCE, 27.42.4
2. Chimu (Peru)Earspools 1150-1450, 43.4.1
3. China (Western Chou and Early Eastern Chou Dyjhakdesyarious
accession numbers
4. Kuba, Democratic Republic of Congéet Belt20th c., 89.1
5. Seneca, North Americ&ape,early 19th c., 93.59
6. Bode’ wadmi (Potawatomi), North Americgashdate unknown, 2000.138.3
7. RussiaApron,c. 1884,41.35.13
8. Isthmus, Panama and Costa R@ald Ornamentsvarious accession numbers

Other Asmat Objects

1. AsmatSpirit Mask,1999, L2006.20.9

2. Asmat,Shield,20th c., L2006.20.4

3. AsmatDrums,various accession numbers
4. Asmat,Shield,20th c., L2006.20.2

5. Asmat,Canoe Prow20th c., L2006.20.1

6. Asmat[Figure, 20th c., L2006.20.5

10. AsmatBis Pole 20th c., 74.79.1
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Asmat Bags

These two woven bags were made and used by Asnmabfiapua (Irian Jaya).
They are woven from sago palm fiber and decoratéd watural pigments, shells,
and beads.

Bags and baskets are found everywhere througheRdbific Islands and the most
common are similar to these examples of sago ragsthe Asmat. Each region or
community has its own specific variations, howewethe construction of the
handle and decoration of their bags.

They are made from the shredded inner bark ofdalye palm tree. The bark is
soaked and scraped to cleanse the fiber from otlégrials. The cord is twisted
tightly by rolling it with the hand on the bareghior on some smooth surface like
the bottom of a bowl. The bags are made with alleaio go over the head or
shoulder, a thickened edge or border around theatmp usually an open mesh. The
most common stitch used is often called a figureight stitch, as each stitch or
loop is caught around itself as well as in the kop all sides. The string is
lengthened as necessary by adding more fiber aistnigrit or by rolling it on the
thigh. In making the bags the end of the cordasspd by hand through these loops,
so that even if the cord breaks, it does not unreasily.

We can tell these are men’s bags because of #latively small size. One is worn
on the back (backpack style), while the other (witkingle strap) crosses the breast.
Men’s bags are seldom more than eighteen inches and are always smaller than
women'’s bags because they function more like paicfibey serve as a pocket of
sorts in which to keep the various small personakpssions including tobacco,
nipah leaf (often used to roll cigarettes), bone simell scrapers, tooth or bone awls,
small skulls, bits of sago and other food. Asmahmake their own bags and the
stitch used varies greatly. More important mechsas village elders, can be
identified by the positioning of their bag. Thewynwear theirs around the neck and
hanging down their breast, more like a necklace.

Women use much larger bags to assist them withwak during the day, from
carrying babies to firewood. In these great bigsh#he figure-of-eight stitch of
open mesh is used almost without exception. A stripandanus leaf, around
which the stitches of each row are passed, magéeé 10 keep them a uniform size.
Pandanus trees grow in coastal regions with thiok poots and long, thin palm-
like leaves.



WHY IS ONE
DECORATED AND
THE OTHER NOT ?

A NOTE ABOUT
DISPLAYING THE
BAGS

QUESTIONS AND
ACTIVITIES

COLLECTION
CONNECTIONS

MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart

Ornament is very common on men’s bags, making ldia pxample on the Art Cart
unusual. The plain example is likely unfinishéithe Asmat typically adorn even
the most utilitarian of items with objects from mag, especially small shells, seeds
and feathers. These are threaded on the strimggdiine weaving process. Color
can be applied two ways, either by painting the itssdf or dying the string
beforehand and twisting it on when weaving.

There is a plastic hook on the front of the ArttCan which you may wish to hang
the two bags while the Art Cart is in use.

11. Compare the decorated bag and the undecoratedHow are they similar?
Different? Notice the decorative pattern and theous colors. What would
you put on the undecorated bag? Draw your design.

12. Look for other Asmat objects in the galleryook at material, patterns, and
decoration, as well as function. What similaritta® you find among the
objects and the bags? Differences?

13. Asmat men used these bags as a kind of paaketrfaller objects. What do you
keep in your pockets? When might you use a ldrggP

14. Try on one of the bags. What would you camrthis bag?

15. The Asmat people make these bags from thealgotree and decorate them
with natural materials. What other natural matert you see on the bags?

Bags, Pouches, and Other Personal Carrying Devices

1. China,Chaire (Tea-Caddy), Sung Dynasty, 10th-12th c., 2003.28.1

2. JapanCha-ire (Tea-Caddy), Momoyama Period, 16th-17th c., 200Q&b

3. Japaninro, 19th c., various accession numbers

4. China (Jade Corridorgnuff Bottlesmostly 17th-19th c., various accession

numbers

5. Anishinabe (Ojibwe), North AmericRjpe Bag,1890-1910, 2005.27.3

6. Apsaalooka (Crow), North AmericRipe Bag,1870-1880s2004.70.11

7. Anishinabe (Ojibwe), North AmericBandolier Bags19th-20th c., various
accession numbers

8. Maria Likarz, AustriaEvening Bag1925, 98.276.166

9. Yoruba, NigeriaDiviner’'s Bag 20th c., 98.47
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Natural Fibers

1. Anishinabe (Ojibwe), North AmericBasket20th c.,90.52.2a,b

2. Inde (Apache), North AmericBaskets20th c.,various accession numbers

3. Akimel O’odham (Pima), North AmericBaskets20th c., various accession
numbers

4. Paul Gauguin, FrenchRaro te Oviri(Under the Pandanus), 1891, 41.4 (shows
the Pandanus tree, from which the Asmat use mhtenmaake the bags)

Decorated Utilitarian Objects

1. JapanTobacco TrayEdo Period, 17th-19th 2002.141.4

2. Japanincense Boxedjuromachi Period, 14th-16th 001.266.1a,b
3. China,Cosmetic Case (Lign100 BC-100 AD, 2001.69.2.1a,b

. Korea,Hat Box,Choson Dynastyl4th-20th c., 2002.219.1

. Mamaceqtaw, North AmericQuilled Box,mid-19th c., 2004.114.2a,b
. Wendat (Huron), North AmericQuilled Box,19th c., 90.53a,b

. Marquesas Islandsidded Bowlearly 19th c., 91.59a,b

. GermanBox for Toilet Articles1745, 85.81.1

. EnglandEmbroidered Box1662, 95.14a-bb

0. RomanCinerary Box with Coverl c. AD, 62.20a,b

P O0O~NO 01~
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Sawos BowL

The ceramic bowl is made by the Sawos people, Bpety the Kiowt and
Kanangawai villages, who reside in the Middle Segriéa of Papua New Guinea.
The Sepik River District is respected for producsiogne of the highest quality and
most prolific art in all of the Pacific Islands.h@se two villages are known
especially for their ceramic bowls like the exammtethe Art Cart. The Sepik
meanders back and forth throughout the countrygggdically straddling some of
the most important physical features of the islafdio major mountain ranges run
almost parallel to the river while it journeys thgh the coastal regions and then
into higher grasslands. Altogether the area coseprabout 28,000 square miles
inhabited by about 260,000 people.

The Sawos people live in the higher grasslandsaamdnainly agricultural. They
rely on trade for their livelihood, cultivating yanand producing sago, a flour-like
substance from the pith of sago palms. In gent@alcultural groups that live
directly on the banks of the Sepik River are largesre permanent and produce
more elaborate art because of their ease in tramsgand trading goods (e.g. the
latmul). The Sawos do not live along the river anel smaller in number than many
of their neighbors. They are one of very few cacapnoducing cultures in the
Pacific Islands.

This highly decorated bowl! is made for eatingadpears to have been used very
little judging by the vibrancy of the pigment, alagk of staining on the inside,
although artists will repaint ceramics, wooden o&ags and various sculpture if the
color wears off. This is likely, given the hot,rhid climate.

Men and women both contribute to the productioBaivos eating bowls in this
region. The clay is gathered by the women fronflihed areas of the Sepik River
and brought back to the village. Potters, usuabtiynen, prepare enough clay at one
time to make several bowls using the coil methGdce the bowls are dried to a
leather-hard state, the men will use a small cacséction of coconut shell to carve
the designs. Pit-firing is also usually done by Wwomen and takes place about two
weeks after the designs are complete. Noticenteedsting designs created by the
flashing (fire marks) on the unpainted interiotloé bowl during firing. The last
step is painting the pot after firing, which is @doy the men.

While this is a typical object from this regionramics are relatively unusual
throughout the Pacific Islands. Because of théawty of wood and the
advanced carving skills of many different cultugedups, carved wooden bowls are
more common than ceramic ones. Clay can only bedan certain areas, including
northern Papua New Guinea, where the Sawos regisl@ result, the most
elaborately molded and painted pottery comes fltusregion. The colors are
typical of those found in Oceanic art: black, whitellow and red. Clays of rust,
yellow, white and ochre colors are ground into pergdand mixed with water.
Black is formed by mixing charcoal with vegetabie o
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It is impossible to know what the design means #yxa@nthropologists have
found in interviewing artists of the Pacific Islandbout the meaning of certain
symbols, designs and patterns, that answers ane wdigue. Commonly, the
importance of ancestral traditions motivates thr@orentation, stated as simply as
“that’s the way it's always been done” or “that'®tway the ancestors painted it.”
If this is the case, the object and its ornamentds meaning from this broader
understanding of ancestral tradition rather thadlireg color, shape, and other
formal qualities as is the custom when interpretivgstern art.

There is some evidence that suggests the desida loeuelated to a popular animal
symbol, the cassowary. The cassowary is a laligatless bird, similar to an
ostrich. They are the largest animal on the islatehg with pigs; therefore, are a
valuable source of meat and sustenance. The feaheused frequently in masks
and sculptures while their bones are often forrméal daggers and other weaponry.
The cassowary also plays significant roles in déife mythologies of the people
throughout the Sepik district, including one ofyading food and also a human
creation story. As a result, abstracted form$iefdassowary have evolved in Sepik
art, although they are more commonly found on cammoers, painted skulls and slit
gongs. The design on this bowl proves similar published example of a canoe
prow inspired by the cassowary (Douglas Newtrcodiles and Cassowariew
York, Museum of Primitive Art, 1971, pg 46, ill. ¥5

16. Feel the bowl. How does it feel? What do@sake you think of? What do you
feel that makes you say that?

17. What parts of the bowl are decorated? Undésd?a\Why might the artist have
left the undecorated areas that way?

18. Most Pacific Islands groups use wooden bovdtesd of ceramic ones. Which
type would you prefer? Why?

19. This bowl is used for eating. Compare it t® bowls you use in everyday life.
How is it similar or different? What would you puatthis Sawos bowl and
why?

20. Look closely at the bowl and describe the desigis very likely the design
represents a cassowary, a popular animal symbablat Wnd of animal would
you like to represent you and why?

Ceramics — Decorated and Utilitarian
1. Japan, Tea Wares, G224

2. Chimu, South Americd/essels10th-15th c., various accession numbers
3. Wombun, Papua New Guindéxwl, 20th c.,74.79.4
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4. Ancient Puebloan (Anasazi), North America, VéssEOth-14th c., various
accession numbers

Islamic ceramics, G243

Chinese ceramics, G204 and G210

Tio, Yombe, Ngbandi and Havu, Democratic RepubliCongo, Vessels,
20th c., various accession numbers

No o

Other Decorated Sawos Objects

1. SawosMortuary Pane| 20th c., 98.37.1
2. SawosBowls 1980-1988, 98.107, 1-3

Animals and their Symbolism in Art

Benin, Nigerial.eopard 17th c., 58.9

Akan, Ghana(oldweight(Leopard), 19th-20thc., 98.1.279
Belgium,Allegorical “Millefleurs” Tapestry with Animals1530-45, 34.4
China,Celestial HorsgEastern Han Dynasty, 2nd c. BE-1st c. AD, 2002.45
Olmec, MexicoMask 900-300 BCE, 2002.127

Maya, MexicoVase with Monkey#50-700, 2000.195

oA WNE



MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart




MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs

Pacific Islands Art Cart

82 T :

f‘:::z

AUSTRALIA

PACIFIC OCEAN

Lake g .
Sentani >, NEWIRELAND
“&_\ _ ADMIRALTY Boa
I = -, ISLANDS .
K Sepik o, NEW BRITAIN Y,
| HIGHLANDS R
PAPUA NEW GUINEA
TROBRIAND
_ ISLANDS

,4..:.

500 km

|

31 Map of New Guinea.

32 The Sepik region and its peoples.

ABELAM
SAWOS
&L SEPIK REGION
G
6 (¢
v ) \ p \ Q/ g
S . ® b
HUNSTEIN RANGES
BAHINEMO
"Q‘
i‘o s”
&
: =
@ TELEFOLMIN
2t HIGHLANDS




WHATISIT?

WHO ARE THE
IATMUL ?

WHAT IS A
BANDICOOT ?

WHAT IS A
CASSOWARY?

WHAT ARE CLAN
TOTEMS?

MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart

BANDICOOT CLAN TOTEM

This clan totem, in the form of a bandicoot (selew® comes from the latmul
people (Tambanum Village) of Papua New Guineas nhade of bush twine and
decorated with natural pigments, shells, and casspfeathers.

The latmul (YAHT-mool) live on the banks of the Mié Sepik River and in
lagoons connected to it. They are one of the targkural groups in Papua New
Guinea and are dependent upon fish and sago folitredihood. Because of their
proximity to the river, they also trade for goodishaease. The latmul are known
best for their architecture, specifically the meimésise, one of the great social and
artistic institutions in New Guinea. Men gathethe house to talk, eat, relax, and
to undertake religious rituals that are the ceotepiritual life. The latmul, like
many of the other peoples of Melanesia, make cbsefactions from nature to be
visual symbols of their culture. The men’s housene example, but the latmul
objects on the Art Cart also illustrate this.

Bandicoots are pointy-nosed marsupials native tstralia, and are also found in
Papua New Guinea. They often are not much bidger & rabbit. There are
nineteen different species, including the long-kddsandicoot, which may be what
is depicted on the Art Cart. Bandicoots can s@wivvarious environments
including the grassy highlands of New Guinea. baedicoot’s pouch actually
faces backward to prevent dirt from entering ianBicoots are nocturnal and
excavate long, complex burrows.

The feathers down the bandicoot’s spine in thi$psate may represent the stripe
often seen down the back of the long-nosed banticboese feathers that form this
stripe or crest come from a cassowary. A cassowaayarge flightless bird native
to New Guinea and Australia. It is shy, but hasdie claws to protect itself; it also
has a hard bony casque (helmet) on its head.

Totemismmeans belief in the existence of special relatiggssbetween humans and
certain species of animals and plants. A totematsmsimply be an animal
emblem, not charged with religious beliefs. Moftew than not, a totem is claimed
by a clan, or kinship group, as having certain sogteiral power. The totem is
often regarded as the founder of the group or asylessociated with the groups’
earliest ancestors. These views are very comnronghout Melanesia and seen
less often in Polynesia and Micronesia. The baradiclan totem is an excellent
example of the artwork created to express thesefbel
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When creating a clan totem, the artist in Papua Sewea is called upon to ensure
the presence of the ancestor in the object. Tduslly is linked to an oral tradition
that the clan descended from that animal. The potveatural materials is often
drawn upon, as in our example on the Art Cartammunicate ancestral presence
to the clan or kinship group. Here, bush twin@llslorganic pigments and
cassowary feathers are used. The bandicoot isxabisive to one clan. There may
be a kinship group in every Papua New Guinea \@lldogt claims the bandicoot, the
crocodile or the pig as their totems. There arayraher forces including clan
names and ceremonial practices that make eachtiatian unique and powerful.

The animal itself is only one part.

Totems are one aspect of the Melanesian belieésysthich, as mentioned above,
seeks to affect invisible spiritual forces, rattiean worshipping certain deities.

Most of the art of the Pacific Islands is religidmsnature because it is made in
response to a series of related beliefs that theetse is governed by invisible
forces that determine and influence the eventgeof These forces are thought to be
everywhere. While they do not cause the behavioramimate objects and living
things, they are expressed by them. Through tueses and their expression in the
art, a symbiotic relationship between the peoptethe elements of their
environment is established. Throughout the Patsfands, each region and cultural
group has its own mythologies and specific spitifmasence.

The reverence for ancestors is especially commatelanesia and is best
expressed through such objects as totems. Mangndsian peoples believe that
after death the soul becomes a permanent pareafamplex spiritual world. The
soul has influence on the lives of people, paréidylthose belonging to the family
of the deceased. Through various ceremonies, thams influence their present
and their future through ancestor worship. Itnslerstood that none of these
powerful spirits and forces can be controlled, ibtiiey are properly respected and
treated, they might at least benefit the individéemily, and community. Much art
is made to honor them. The bandicoot totem isxam@le of this expression,
making the invisible realm visible and tangiblehelclan would also refrain from
ever using the clan animal as an article of food.

Another common artistic expression of ancestor hiprthroughout Melanesia is a
carved human figure created to serve as a forrarf@ncestor to inhabit. During
ceremonies, masked dancers become infused witpthEs presence. The hair,
bones, and skulls of important deceased ances®sametimes preserved and
added to these figure sculptures and masks stohihiaindividual presence might be
assured. The ancestors’ voices are also representhie sounds of drums, flutes,
pan pipes, conches, and other trumpet-like instrnisne
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QUESTIONS AND 21. What do you see? How would you describe thisial? What do you see that
ACTIVITIES makes you says that?

22. Describe the materials (look, feel, etc.). yfifeedrawn from the natural world
of the latmul people. What kinds of clues do thieds you've noticed about the
materials give you about the latmul environmentitiaa®

23. This object is a symbol associated with a olaextended family. If you were to
select an animal to be a symbol for your extendedilf, what would you
choose? Why?

24. Find other animal imagery in the Pacific Islaigallery. Make a list or draw
what you discover.

COLLECTION Totems

CONNECTIONS 1. Inuit, North AmericaFigures before 1500, 2002.196.1
2. Haida, North Americalotem Poleafter 1850, 97.169.1
3. RomangCinerary Box with Coverlst c., 60.20.a,b
4. Tahiti, Turtle, 19th c., 2000.25.1
5 New IrelandMalagan Polec. 1910, 68.9.3

Ancestors

1. Yoruba, NigeriaCrown, c. 1920, 76.29

2. Chokwe, Democratic Republic of Congo/Angdtagure, 20th c., 2000.140

3. China,Ancestral Portraits of Prince Shih Wen-ying andriiégss Shihl8th
c., 2002.12.2.1,2

4, Papua New Guine&ope Board18th c., 67.56

Emblems

1 JapanTiger and Dragon Screem. 1560, 83.75.1

2. China Figure of a RabbjtT’ang Dynasty, 2004.132.4

3. Sir John Everett Millais, EnglanBeace Concluded 856, 69.48

4 Italy, Coat of Arms of Cardinal Scipione Borghesel610-20, 61.63.2
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KUNDU (HAND DRUM)

This Kundu or hand drum was made and used by theuldY AHT-mool) people who
live along the Middle Sepik River in Papua New &an

Through the act of drumming and creating sounddtien makes invisible spirits, real
and tangible. The drum’s sound becomes the vaitspirits and ancestors. Kundu
drums are used most often to provide accompanitoasian songs that are sung at
important community events.

Like most hand drums from Melanesia, this latmuwindiwas carved from a single
piece of wood. The drum has an hourglass shapeintricate patterns carved into the
surface. Traditionally the carvings may be painmdte (with lime) or black
(charcoal). At one time, one end of the drum waseced with a lizard skin
tympanum. As one might imagine, Melanesian lizkid is not easily obtained in
Minnesota. So that visitors to the Art Cart cantlre drum and hear its sound, a more
locally available calf or goat skin head has bdegtched across the top of the drum.
Do tell visitors this is not what the latmul wouldve typically used. On the cart, there
is also a piece of dried lizard skin to show vistthe more common local material
used for Melanesian drums. There are also exangplesmat drums on view, on
which the lizard skins are intact.

The artistic designs on the surface of the drumresgpthe fundamental latmul
worldview. The intricate pattern of repetitiousate/creates a faint reference to leaves
and other plant species, but also provides a dynmand lyrical setting for the function
of the drum. The carvings culminate on each enti@flrum in an open, cracking or
gaping shape, which is meant to represent the gaaivs of two crocodiles, their open
mouths directed toward either end of the drum. drioeodile is an extremely
important ancestor to the latmul, who believe thhtige crocodileWagen spawned
them, and the land they occupy is the back ofahimal.

The two crocodiles carved on the drum also reptabertwo major components of the
cosmos, the earth and the sky. The latmul beliexethe earth and sky—like the dark
and light, male and female, fire and water—are spypyet complimentary forces
(dualities) of the universe. The two sound chamloéthe drum, open and closed, also
symbolically represent this relationship. The Harabtablishes a link between the two
worlds, visualized in various oral traditions ag@re stretching up from the earth to the
sky. In this example, the handle is guarded byalmrost bird-like spirit figures.

In comparison to the drum in the MIA’s permaneritesttion, the Art Cart example
features a less direct reference to the importahtee crocodile in the lives of the
latmul. The permanent collection drum featuresuadte that is the actual animal, with
life-like details. The carvings on the core of thram are more linear and less dense,
with the same gaping design pattern on each end.
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25. Describe what you see upon examining this ¢lojesely. What do you see that
makes you say that?

26. Try sounding the drum by gently patting it wytbur hand. How would you
describe the sound it makes? Can you make thaldouder? Softer?

27. Cover the open bottom of the drum with one hamskt it gently on the cart to
cover the opening. How is the sound similar ofedént from when you played
it without covering the open bottom?

28. Find other drums in the Pacific Islands gallefow do they compare in size,
shape, and decoration to this example?

Musical Instruments

1. Haida, North AmericeRattle 19-20th c., 75.55

2. Cambodia, Dong Sogeremonial Be|l2004.130

3. China, Eastern ChoRijtual Bell 97.81

4. Luba, Democratic Republic of Congdjumb Pianp20th c., 2002.27.14
5. Korea, Choson dynastgayagum 97.124

6. China,Ch’in (Zither), 475-221 BCE, 2002.8

7. New IrelandMalagan Figure (with pan pipes) 1890, 85.93

8. Aborigine,Bull Roarer, c. 1900, 99.163.2

9. latmul, Papua New Guind&undu Drum 20th c., 98.37.3

10. Asmat, Papua (Irian Jay&undu Drum 19-20th c., 74.56.1

Duality

India,Shiva Natarajalate 10th c., 29.2

Bwa, Burkina Fasd?lank Mask c. 1960, 98.2

New IrelandMalagan Friezec.1890, 85.93

Ligbi, Ivory CoastTriple Face Dance Mask (Do Society Mask).60a,b
Yoruba, NigeriaHouse Post(Olowe of Ise), L98.295

JapanTiger and Dragon Screer.1560, 83.75.1

ok wnE

Origin/Creation Stories

Lakota, North AmericaVoman’s Dress1880-1900, 74.64.5

Albrecht Durer, Germaydam and Evel504, P12.613

Kwakwaka'wakw (Kwakiutl), North Americ&un Maskc. 1860, 2003.189
Quapaw, North Americ&dJnderwater Panther Vessal. 1500, 2004.33
Yoruba, NigeriaKing’s Crown c. 1920, 76.29

arwnE
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Crocodiles

1 Senufo, Ivory CoasGranary Door 19th c., 58.13

2. Akan, Ghana(oldweight Crocodile (#35)L5th-16th c.

3. Isthmus, Venado BeadBpld Pendant Crocodile (#12800-1200, 53.2.3
4 latmul, Papua New Guindéundu Drum 20th c., 98.37.3

5. Isthmus, Costa Ric¥etate 1-500, 97.92.5
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COCONUT SHELL SPOON
This scoop or spoon from Papua New Guinea is nrade the outer shell of a
coconut.

Coconuts can be found practically everywhere atbiegcoast in the Pacific Islands,
and they are used for an infinite number of eveyyatdivities. They are used as
balls for different games, their leaves are fagldngether to make children’s toys
like windmills, and their husks are used to stamest Milk is drained for food, and
coconut oil is common for cooking. The leavesase used to wrap the deceased
as well as the more common practice of weavingatsrand rugs. The shells are
used as bowls for mixing pigments, as ladles fodfas a tool for making pottery,
and are also made into rattles to attract fish.

Practically every type of object—sacred and seedlardecorated in some way to
enhance its appearance and/or meaning. Cocorutsward everywhere, and
spoons and vessels are made and used with grqaefrey. Ornamented coconut
spoons and vessels are made in only a few plasds?@ua New Guinea is one of
those regions. This spoon is evidence of the eésiornament and beautify even
the most common of objects.

As with the Sawos ceramic bowl, also found on theQuart, it is impossible to
know exactly what the design means. The figureezhmto the handle on the
underside of the spoon is human rather than ameabsti animal or plant shape.
This could suggest a relationship between the tljed a spiritual figure or
ancestor. Incised designs on spears with canaa$far human figures often
represent the spirit which guides the spear tpritper destination. An incised
design on an object used for preparing food andgatay suggest a spirit
connected with sustenance or guidance to food ssurc

While we do not know exactly from what part of PafNew Guinea this spoon
originates, the design suggests it could be fraerHhon Gulf. Here, incised
designs occur on headrests, bullroarers and edlgemacoconut cups. Typical
patterns include a conventionalized face with skégpags and toothed lines, much
like what can be seen on this spoon.

29. Look at the decoration on the spoon. The desigthe spoon is to enhance its
appearance or meaning. Notice the figure carviedthe spoon. Describe what
you see. What do you see that makes you say that?

30. If you were to carve your own spoon, how wordd decorate it? Why? Draw
your design.

31. Compare the design of the spoon (the matgadierns, and figure) to other
Pacific Islands objects. What are the similarited differences?

32. What kinds of utensils do you use in everydf@?| How are they decorated?
Find spoons from different regions and culturethangalleries and compare
them to the coconut shell spoon and the spoongthatise. How are they
similar? Different?

33. The figure on this spoon may represent an itapbancestor or other spirit.
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How do you honor or remember your relatives/anesstier their passage? If
you were to create/commission a special memorigoblior a beloved relative,
what would it be/look like? Why?

Spoons from Other Cultures

ONOUTAWNPR
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Noohkow
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. Joseph Taylor, Britislockey Cap Caddy Spodti{98-99,75.10.6

. Handicraft Guild of Minneapolis, American, 1908;Spoon96.117
. Hester Bateman, Britisiiream Ladlec. 1782, 61.55.3

. Paul Revere II, Americaiablespoonl1792-93, 2001.165.1

. Tsimshian or Tlingit, North Americ&poon,19th c., 28.104

Egypt,Cosmetic Spoor,991-1784 BCE, 16.277

. Yombe, Democratic Republic of Congteremonial Spoori,9th c., 2002.27.23
. Bassa, Cote d’lvoir§gpoon20th c., 2000.201

DECORATED OR EMBELLISHED OBJECTS FOR
DINING

Christoph-Ferdinand Caron, Frentlea Service31.101.1-28

Tournai Porcelain Manufactory, Workshop of Antgmcker, decorator,
various accession numbers

William Whitmore, AmericanBeaker,c. 1740, 32.21.1
EnglandChocolate Muddlerc. 1760, 2003.51

Samuel Kirk & Son, Americaf,ureen,1846-61,98.92.a,b

Solomon Island€3owl, c. 1890,2004.107.5

Papua New Guine&pod Plate,19th c., 90.81

DINING UTENSILS DEPICTED IN USE

Manufacture Nacionale de Sevres, FreRtate,c. 1810, 25.417.31

Henri Cartier-Bresson, Frendhgst Days of Kuomintang, Pekint949, 95.6.4
Pierre Bonnard, FrencBbjning Room in the Countryt913, 54.15

Cornelis Jacobsz. Delff, DutdKitchen Still Lifec. 1608-10, 2002.151

ohn Singer Sargent, Americdrhe Birthday Party1887,62.84



MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart




WHATISIT ?
WHAT IS THE

SIGNIFICANCE OF
BARKCLOTH ?

How IS IT MADE ?

How IsIT
DECORATED?

MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart

BARKCLOTH (TAPA)

This small piece of barkcloth (tapa or masi) corfnesy Moce Island, Fiji.

Barkcloth, ortapa(tah-pah), is a cloth-like material derived from the inferk of

the mulberry or breadfruit tree. Practiced exelelsi by women, tapa making is one
of the most important and diverse art forms in Refa. Because cloth does not
last long and garments are always needed, clotlngéka continuous process.
The sound of the tapa beating is very distinctivé is not merely noise in the
village. Instead, it is an expressive, aural d@stivThe women will often keep a
constant, percussive beat and sing along.

Tapa is a general term used to refer to barkclotbhughout the Pacific Islands. In
Fiji, which is where the Art Cart example is frotapa is callednasi(mah-s¢). In
Tonga, it isngatu,and in Samoasiapo.

This example is from Fiji, though tapa is made tigtoout Polynesia and parts of
Melanesia by the same method. Trees are cultivstkedly for this purpose; most
commonly the bark of the paper mulberry or breatifrae is used. When the trees
are mature, the men cut them down and bring thetimetoillages. Work is started
on the same day it is cut. The bark is carefudlyssated from the tree, soaked in
water and then scraped with a shell to remove aigrdark from the inner bark.
This treatment creates a soft, pliable materidde Bark is then beaten out on a
heavy, wooden table with an anvil-like wooden témlpwn as a tapa beater.
Beating is a long, fatiguing process requiring canus folding and unfolding of
the bark. Often its initial width is no more thimr or five inches and when each
piece is complete, it will be around twenty inch&everal of these smaller pieces
are then overlapped and beaten together so thensfiuse, forming large sheets.

Elaborately carved tapa beaters are often usedBeebject 99.12.1), leaving
behind impressions of the designs carved on themewhat like a watermark on
paper.

While tapa is made using the same method througheu®acific Islands, there is a
great deal of variety in the decoration of theltloDifferent cultural groups will
stencil, print, dye and freehand paint to stamggtiéipe designs using vegetable
ochre and soot pigments. “Printing plates” are etimmes made of hibiscus bark and
coconut fiber stitched to a pandanus-leaf basege, traditional tapa cloths are
nearly always divided into rectangular compartmethisn frequently subdivided
with geometric patterns. Motifs are repeated imese

In western Polynesia, specifically Samoa, TongaFjdsome of the most complex
decorative techniques are used. Fijian tapa is@alby known for its intricate
stenciling. The video in the Pacific Island gallshows a short clip of women
making tapa cloth as well as people wearing itaremonial context.
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Both now and in the past, the display and exchafdgrge pieces of tapa form
important components of ceremonial life in manyaaref Polynesia. As would be
expected, finer cloths are made specifically fasthof chiefly status, or for
ceremonial use. Although the incorporation of lokoth in sculpture is rare, there
are examples of it being used to create humanieffignd frame figures. While
“native cloth” was long abandoned in virtually afleastern Polynesia, its use
continues in ceremonial presentation, especialthéncontext of marriage
ceremonies in Fiji.

In recent years, the collection of highly decoratigpa has increased throughout
museums. Much emphasis is placed on the intriohtlye designs, but it is
important to remember that traditionally tapa wesspnted in the context of a
variety of relationships—marriage, death and ottmenmunity ceremonies. This is
true especially in Fiji where the exchange of vhlaa is more important than in
parts of eastern Polynesia, where the emphasistiseopresentation of food and
feasting. The idea that tapa is only decoratie¢hdls inadequate. Meaning arises
from the process of its creation and use withindb@munity.

34. Look at the tapa. Describe the designs artdipat Feel the barkcloth. What
do you feel? What do you see/feel that makes ggulsat?

35. Compare the barkcloth to the clothing you aganwng (pattern, texture,
material, color, etc.). How is it similar or difemt? Would you like to wear the
barkcloth? Why or why not?

36. The process of making tapa involves a percads®at and singing. Think of
other everyday activities or processes that invalbeat or sounds that could
become musical (building a house/hammering, bognaiball, stirring a pot,
etc.).

37. Pacific Island groups use tapa for importaném®nies. Think of what you
wear on special occasions. How is it differentrfravhat you normally wear?

Ceremonial/Special Occasion Clothing

Laos,Ceremonial Skirt by Blue Hmon§950-82, 82.138

Various Cultural Groups, North America, Moccasin

Lakota,Dress 1880-1900, 74.64.5

Asmat, Papug&gpirit Mask 1999, L2006.20.9

Apsaalooka (Crow), North America, Man’s and WaorsaDutfits, 19th-21st c.,
various accession numbers

6. Asante and Ewe, Ghartéente Cloth various accession numbers

arwbnE

Other Fiji Islands Objects

1. Gugu(Dance Club), 19th c., 2004.29.1
2. Ceremonial Bowl19th c., 2002, 128.1
3. Headrest19th c., L2006.36.6
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Barkcloth
1. Society Islands, Tahiff;apa Cloth 19th c., 98.36.1
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NAVIGATION MAP, MARSHALL |SLANDS, 20rH CENTURY

This is a map or chart used in the Marshall Islandsavigate ocean currents.

The Republic of the Marshall Islands is a Microaessland nation with a
population of approximately 70,000 located norttNafiru and Kirabati. The
country consists of 29 atolls (coral formationsreunding a central depression) and
five isolated islands. The most important atolld &tands form two groups: the
Ratak Chain and the Ralik Chain (meaning sunrisesanset, respectively). Two-
thirds of the nation's population lives on Majundnich is also the capital, and
Ebeye. Naturally, the Marshallese perceive theiverse in relation to the sea and
have developed great skills to coexist with itsés. Specifically, the Marshallese
are expert navigators and are respected througheuracific Islands for these
skills. Long before modern day navigational toth& Marshallese traveled the
ocean, maintained courses and determined islantgmssby studying wave
patterns and capturing that information in navigagi maps made from sticks.
These stick charts are unique to their culture.

The people of the Marshall Islands traditionallyifowooden canoes in several sizes
to serve distinct purposes. The largest couldhr@aength of 100 feet and carry up
to 40 people, with supplies for voyages that lastetl over a month since these
large vessels, calleglalap, were not fast. Thi&pnol was a smaller and speedier
canoe, mainly used for fishing inside the lagoolsould still carry 10 or more and
be serviceable for ocean voyaging. Koekor was a small paddling outrigger,
sometimes fitted with a sail, used for lagoon work.

Traditionally in the Pacific Islands, celestial igation—navigation by the position
of the stars, sun and moon—is much more commonkiiamderstanding wave
patterns. Stretching from the northwest to thelsmast, the Marshall Islands are set
at right angles to the ocean swell built up byghedominant winds. This

orientation lends itself to a unique type of natiggmbased on wave patterns
because there must be a sufficient number of islanatolls set close enough to
each other at an angle which runs perpendiculdra@well. In the Pacific Ocean,
there are only a few island groups that meet theggirements with the Marshall
Islands being the best example.

Ocean currents are driven by the circulation ofdvabove surface waters.

Frictional stress at the interface between thermega the wind causes the water to
move in the direction of the wind. Large ocearrents are a response of the
atmosphere and ocean to the flow of energy frontrhgcs to polar regions. In
some cases, currents are transient features agat affly a small area. Other ocean
currents are essentially permanent and extendlarge horizontal distances
Waves, or moving swells, are created only on tleansurface and are more
temporary than currents. They are directly affédte wind conditions.

The Marshallese navigational charts were constduaseinstructional aids for
teaching the recognition of wave patterns. Thergta on the Art Cart is known as
amattangor wappepeand represents the typical pattern of current®sading any
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island. It is used to introduce the basics to sewents of the seas. Other charts
are much more complex and represent specific veyage islands. They are
typically asymmetrical or irregular in their desj@s they represent actual wave
patterns and islands. None of the charts are lactaken on voyages; all
knowledge is memorized. While modern charts areausal and can be used to
navigate from any location on the chart to anolbeation on or even off the chart,
the Marshallese stick charts are predominantlyitegtdonal because the wave
patterns for the return voyage are different. ®he exception is the completely
symmetrical teaching chart, of course.

Each stick in a chart represents a current. Shedl®ften affixed to represent
islands. The charts are often made of strips obeat midrib or pandanus root on a
frame. Strips which are curved show the altereelction of swells deflected by an
island, and their intersection is an area of caedusea, a valuable indicator of
position. Island currents are shown by short ghtgpieces.

Wave pattern navigation is based on the principleftection, deflection and
refraction of waves. If a wave hits a stable objsach as an island, some waves are
reflected back in the direction they came. Otlagesdeflected at a different angle at
the margins of the island. In addition, each idlareates a conical shaped zone of
quiet water on the leeward side, where the swalhotreach. Further out on the
leeward side, there will be a zone where the redthwaves coming from both sides
of the island will meet.

Thus a canoe approaching the island against teetain of the swell, when it is
dead on course, will encounter the wave collisiomp The canoe will then enter
the quiet water area. A canoe approaching thaedshath the swell will encounter
the zone of the reflected swell if it is dead onrse. The navigator must keep the
canoe aligned with the triangle created by theastéd waves. If the approach to
the island is at a right angle, then the navigatost look out for the refracted
waves. The pattern becomes more complicated ¢ tisemore than one island
creating reflections, deflections and refractions.

As is evident by the explanation above, wave ndimigas quite complex and a
challenge to explain in concise terms. Do not y@el need to be able to do so in
complete terms for visitors. A simple explanatwiti suffice.

From studying the teaching chart, Marshallese saikall learn the most basic
currents and wave patterns surrounding an isl@wtause it is symmetrical, it has
no correct alignment and is applicable to manyasituns. After studying these

basic currents, the young sailors are then taughttb gauge the strength of
currents and to make adjustments. The teachingschiee also never taken along on
the voyage. The training is intense and taken geriusly by young people and
elders alike. It is said that many Marshallessaican lie in the bottom of their
canoe and sail by the feel of the waves and thectuon the hull.
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. Eugene Delacroix, Frenctiiew of Tangier from the Seashoi®56-58, 49.4
. Charles Adam Platt, Americabieppe,19th c., P.5,298

. Charles Adam Platt, Americaffternoon on the Maad9th c., P.5,276

. Paul Signac, FrencBJessing of the Tuna Fleet at Groik923, 62.36

. Gustave Le Gray, FrendBrig on the Waterl856, 93.21

. Emil Nolde, Germartvening Glow 1915, 62.83

. Ludolph Backhuysen, Dutchishing Vessels Offshore in a Heavy Sk&84,

82.84

. Lai Sung, Chinesdhe Ship Fleetwing, Hong Kong Bay, J.W. Guest,

Commanderl9th c., 58.24.7

CODE, SYMBOLISM , AND/OR DIRECTIONS IN ARTWORK

. United Stateshlbum Quilt,19th c.,75.9.2
. Hon’ami Koetsu and Tawaraya Sotosu, JaPaem Card (Shikishi) with Snowy

Willow, 2003.27

. China, Ming dynastylhe Lotus Sutra in Seven Volun2@04.85a-i

. India,Cosmic Parsvanatha, 1525, 97.77

. Monks of the Gyuto Tantric University, Tib&tamantaka Mandald, 991, 92.44
. Assyria (Irag)Winged Genius383-859 BCE, 41.9

. Egypt,False Door,c. 2400 BCEL2.22

WATER AND WEATHER

. William Trost Richards, AmericaQuiet Seascapd,883, 80.67
. Frederick Childe Hassam, Americésles of Shoals]889,14.115
. Johan Barthold Jongkind, Dutdtgndscape from Lake Leman to Nyb&75,

64.22

. Claude Monet, Frenclithe Seashore at Sainte-Adresk#64, 53.13
. George Wesley Bellows, Americarhe Harbor, Monhegan Coast, Maine,

1913, 33.16

Boat-Related Carvings

NoakwnNpE

Solomon Island€;anoe Prowmid-late 19th c., L2006.5.1
Asmat, Papu&anoe Prow20th c., L2006.20.1

Maori, New ZealandZanoe Bailer19th c., L2006.36.5
Maori, New Zealandzanoe Strakel9th c.,2002.193
PapuaCanoe Paddlel9th-20th c.74.56.2

Thomas Ona OdulatNjgeria,Boat Groupc. 1940,97.2a-p
Egypt,Model Boat with Figures2133-1786 BCE, 16.496



MINNEAPOLIS INSTITUTE OF ARTS
Department of Museum Guide Programs
Pacific Islands Art Cart

-6 15

NORTH PACIFIC OCEAN
i
W E,E*W - "?E';,
-fn
M#Tgkm?# ’gm %,%

_1&' iﬂ"ul‘hu L’kﬂpmw z M $o-

Upelang Ujaa-%‘
LY ﬁ% oalap
. Ebm
'E
nrme A JURGE ™
’ JSaluif Ml
R L iyt
-5 ‘Kmn =
ebon
1 ki

0 100 200 mi Ill'sh 170




