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ADAM PROUT
United Kingdom
adam@adamprout.com
www.adamprout.com

JEWELLERY BOX (VEY VEL PETTIYA)
Kandy, Sri Lanka. 18th-19th century. H: 14.5 cm, W: 14 cm.

T R I B A L

A R T

L O N D O N

2 0 1 8

BRYAN REEVES
United Kingdom
art@tribalgatheringlondon.com
www.tribalgatheringlondon.com

RITUAL MASK
Doe culture, Tanzania. First half 20th century. H: 40 cm.
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CHARLES VERNON-HUNT
United Kingdom
c.vernonhunt@btinternet.com

BOOKSTALL AT THE HARRIS ARCADE
161 Portobello Road, London W11.
Saturdays’ only 9.00 am to 4 pm.

T R I B A L

A R T

L O N D O N

2 0 1 8

CLIVE ROGERS
United Kingdom
clive.r@orient-rug.com
www.orient-rug.com

SHEPHERDS COAT IN LEATHER APPLIQUÉ
Carpathian mountains. First half 20th century. Sheepskin.
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DAVID MALÍK
United Kingdom
david@davidmalikarts.com
www.davidmalikarts.com

FEMALE BOWL BEARER “MBOKO”
Luba Shankadi, DR Congo. Late 1800s / Early 1900s. Wood, beads. H: 59 cm.
Provenance: ex Allen Gerdau, ex Everson Museum of Art, Syracuse (1975).
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EMMANUEL AMELOOT
Belgium
emmanuel.ameloot@gmail.com

PENDE ADZE
DR Congo. Wood / iron / brass tacks / natural pigment. H: 42 cm.
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FINETTE LEMAIRE
Netherlands
info@gallery-lemaire.com
www.gallery-lemaire.com

TIWI CEREMONIAL FEMALE FIGURE
North Australia, Bathurst Island. Carved by Stanislaus Puruntatameri (circa 1906-1987).
Provenance: Collected by Lance Bennett, son of Dorothy Bennett.
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FRANS FABER
Netherlands
fj.faber@planet.nl
www.fransfaber.com

NYAMBA KERIS HANDLE
Silver. H: 11 cm.
Provenance: From an old Dutch collection.
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IAN SHAW
United Kingdom
i.shaw42@yahoo.com
www.albatribalart.com

ASHANTE GOLD RING
Ghana.
Worn by a chief or elder to signify wisdom and longevity.
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JEREMY SABINE
South Africa
jeremysabine@gmail.com

TWO FIGURATIVE PIPES
South Sotho. 19th-20th century. Wood, glass beads, metal lining to bowl.
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JOSS GRAHAM
United Kingdom
joss.graham@btinternet.com
www.jossgraham.com

TAPA CLOTH
Rarotonga or Aitutaki. H: 85 cm, W: 54 cm.
Provenance: Given to Mrs Stirling by Revd. John Williams before 1838.
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KEN MACKAY
United Kingdom
info@tribalartantiques.com
www.tribalartantiques.com

A LARGE STANDING CHIMU FIGURE
Peru, Circa 900-1470 AD. Wood. H: 53 cm.
Provenance: Ex USA collection, Ex Sothebys.
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LOUIS NIERIJNCK
Netherlands
louisnierijnck@gmail.com
www.tribalartnepal.com

SHRINE FIGURE WITH FOUR HEADS
West Nepal. 18th / 19th century.
Provenance: J.L. Cortes, Paris.
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MARCUSON & HALL
Belgium
alan@marcusonandhall.com
www.marcusonandhall.com

A SOUTHERN NGUNI PRESTIGE STAFF
Circa 1900. Head is 3 inches tall.
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MARCUS RACCANELLO
United Kingdom
info@raccanellotribalart.com
www.raccanellotribalart.com

MALEKULA NABWIKAI MASK
Vanuatu. Polychrome mask, boar’s tusk, fibre, resin. Used in taboo ceremonies.
Provenance: Ex Nicolai Michoutouchkine, Port Vila, Vanuatu.
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MARK EGLINTON
USA
m1eglinton@aol.com

PUNU “OKUYI” MASK
Gabon. Wood and pigments. H: 33 cm.
Provenance: Private collection, France. RB Galleries, Belgium.
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PHILIP KEITH
United Kingdom
info@ancestorgallery.co.uk
www.ancestorgallery.co.uk

OVIMBUNDU STAFF
Angola. Wood, brass tacks, ribbon. H: 45 cm.
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ROB TEMPLE
Belgium
info@robtemple.com
www.robtemple.com

COTTONWOOD KACHINA DOLL
Hopi, Arizona, USA. 1st half 20th C. Wood, pigment. H: 31 cm.
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SAM HANDBURY MADIN
United Kingdom
enquiries@handburytribalart.com
www.handburytribalart.com

YORUBA FEMALE IBEJI
Nigeria. Early 20th century. Wood, pigment, trade beads. H: 27.5 cm.
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SERGE LE GUENNAN
France
galeriesl@free.fr
www.galerieleguennan.fr

GURO STATUE
Ivory Coast. Early 20th century. H: 29 cm.

T R I B A L

A R T

L O N D O N

2 0 1 8

SOPHIE VAN ASSCHE
& DOMENICO TOMEI
Belgium
info@sisitatu.com
www.sisitatu.com

TUTSI BASKET
Burundi. H: 48 cm, W: 27 cm.
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TA L PA R T N E R S

TRIBAL ART LONDON LECTURE PROGRAMME
5 – 8 September 2018, Mall Galleries

TRIBAL ART LONDON LECTURE PROGRAMME

INDONESIAN IKAT
TEXTILE TRADITIONS
B Y J O N AT H A N H O P E
1pm Wednesday 5th September

This lecture will focus on the importance of these cloths to traditional islanders
and look at the actual process of manufacturing as well as give advice on
collecting today.
Jonathan Hope has travelled extensively in Southeast Asia and has been
collecting and dealing in textiles and ethnographic art for almost four decades.
He has written numerous articles for Hali magazine and is also one of their
contributing editors. He is frequently invited to lecture on a number of textile
related subjects, most recently at SOAS.
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TRIBAL ART LONDON LECTURE PROGRAMME

AFRICAN HEADWEAR
CONSERVATION AND DISPLAY
BY JANIE LIGHTFOOT
3pm Wednesday 5th September

Janie will give a basic introduction to conservation materials and methods
used to look after objects of mixed media and those that are culturally
sensitivity, along with proposals for safe and secure handling, storage and
display. Janie hopes to recognise and address some of the cultural and
social issues that surround the conservation of tribal headwear that contain
a combination of materials and various animal parts, some of which are
now endangered species.
Janie Lightfoot has been running her textile conservation and restoration
studio based in North West London for over 40 years.
Janie is an accredited conservator and has worked extensively in the public
and private sector, both nationally and internationally, including projects
in Albania, South Africa, America, Mongolia, and India. Janie also acts as
a consultant for several major institutions; she is an associate lecturer at
University of the Arts London and a frequent speaker at conservation and
textile conferences.
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TRIBAL ART LONDON LECTURE PROGRAMME

INDIGENOUS BRONZES
AND ALLOYS FROM THE INTERIOR DELTA OF
THE NIGER RIVER IX - XIV CENTURY
BY ROBERTO GRISCI
1pm Thursday 6th September

The lecture will focus on indigenous bronzes and alloys from the interior
delta of the Niger comparing them with others made in the same area
from people of a lower social/economic class.
Roberto will also discuss; The Bushmen (originally from South Africa,
called “Hottentots” by the Dutch) who arrived via Lake Chad and who
have now practically disappeared. The Bura site, in the same area, will
also be mentioned - a remarkable cross-point of civilizations from the
9th to the 14th centuries.
Ashanti terracotta’s dating to their first immigration (9th - 11th century)
will also be discussed.
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TRIBAL ART LONDON LECTURE PROGRAMME

EXPLORING DONORS

UNCOVERING COLLECTIONS, AND TRANSFORMING DISPLAYS:
THE AFRICA AND PACIFIC COLLECTIONS AT RAMM
BY TONY ECCLES
3pm Thursday 6th September

Tony Eccles is the Curator of Ethnography at the Royal Albert Memorial
Museum (RAMM) in Exeter and is completing a very exciting moment
in the Museum’s history. Recent Arts Council (Designation) funding
means RAMM has developed their World Cultures galleries creating
fresher, brighter, lighter and an even more engaging collection. This
refurbishment is concerned with an exciting redisplay of the African
and Pacific collections, and a new family area inspired by the cultures
they represent.
RAMM cares for over 11,000 items from Africa, the Americas, Asia and
the Pacific. These collections offer us a rich flavour of the cultures the
British encountered whilst they served abroad. However, they equally
reflect the interests of colonial and post-colonial donors. Tony Eccles
will speak about developments within the World Cultures collection,
key acquisitions, the future of the collection and the Museum’s
responsibility and approach to cross-culture communication and
complex issues such as repatriation.
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TRIBAL ART LONDON LECTURE PROGRAMME

OCEANIA

A LANDMARK SHOW, ROYAL ACADEMY OF ARTS
B Y R E B E C C A B R AY
12pm Friday 7th September

Necklace. 1870s. Whale ivory, fibre. 52cm
Museum of Archaeology and Anthropology, University of Cambridge. Z 2752

Tribal Art will be brought to the main stage in late September with an exciting
new exhibition, Oceania at the Royal Academy of Arts. Oceania will bring
together around 200 exceptional works from global collections, and will
span over 500 years. The exhibition draws from rich historic ethnographic
collections dating from the 18th century to the present, and includes
seminal works produced by contemporary artists exploring history, identity
and climate change.
Oceania is timed to coincide with the 250th anniversary year of the RA,
which was founded in 1768 – the same year Captain James Cook set out
on his first Endeavour expedition. Rebecca Bray, Assistant Curator for Oceania
will be discussing the reasons behind such an ambitious project, key pieces in
the exhibition and the dialogue the RA hopes the exhibition will open up.
Oceania has been organised by the Royal Academy of Arts, London in
collaboration with musée du quai Branly – Jacques Chirac, Paris, with the
participation of the Museum of Archaeology and Anthropology, Cambridge.
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TRIBAL ART LONDON LECTURE PROGRAMME

MANA
BY SIOBHAN ANDRESEN
3pm Friday 7th September

Figure depicting a warrior scorched onto a (chunga) rice beer mug,
Naga culture. This symbolic figure commands status and prestige giving
the object ’mana’.
Siobhan will be discussing the concept of ‘Mana’; belief in the supernatural,
sacred and powerful, it’s not only people or places that have “mana”,
but inanimate objects may also possess “mana”. Objects possessing it
impress and command respect. The word and concept derives from
the Polynesian word for prestige and is thought to be thousands of
years old, it is impersonal, undistinguished and like energy, transmissible
between objects.
Siobhan Andresen has lectured at SOAS, University of London.
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TRIBAL ART LONDON LECTURE PROGRAMME

A VISION OF THE PAST
PART 1 – MATOPOS HILLS, ZIMBABWE

B Y S T E V E O L I V E R TAY L O R – G R E E N H E A R T F I L M S
1pm Saturday 8th September

Steve will be discussing his journeys through the west, south and east regions
of Africa where he visited a range of ancient rock painting sites.
In the southern African nation of Zimbabwe, Steve was privileged to wander
across the Matopos hills in search of ritual sites that contain caves and rock
hangings where one can still see images from other millennia; records of ritual
ancestral ceremonies and ancient battles. Many of these sites are said to predate
the arrival of the African Bantu agriculturalists who conquered these southern
African territories with their iron forged arrows and spears and settled on the
fertile lands of the high plateaus to the east and south of the vast desert expanse
of the Kalahari.
After his extensive travels throughout East Africa, Steve began to focus his
attention on journeys across the Sahel and the Sahara in 2003 he began creating
documentary films and founded a production company by the name of Green
Heart Films.
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TRIBAL ART LONDON LECTURE PROGRAMME

CHARIOTS

AND ANCIENT TRADE ROUTES. PART 2 – CENTRAL SAHARA
B Y S T E V E O L I V E R TAY L O R – G R E E N H E A R T F I L M S
3pm Saturday 8th September

Across the Sahara there are thousands of known and unknown rock
painting sites that contain images of a way of life long since passed and
perhaps the most interesting of these painted images are the chariot
trade routes of the central Sahara.
Many of these sites are now no longer possible to visit as the Sahel and
vast regions of the Sahara are now off limits due to political instability and
regional conflicts. In the year 2005 I was fortunate to have the privilege
of visiting the far north of Niger and Chad regions with rich archaeological historical sites many adorned with rock paintings of chariots
representing ancient trade routes that once connected the cultures and
peoples of north Africa and the remote and little know civilisations of
the Sahel and the savannahs of the far south.
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CAROL BECKWITH AND
ANGELA FISHER
An evening’s reception and introduction to new book

AFRICAN TWILIGHT:

The Vanishing Rituals and Ceremonies of the African Continent
6.30 - 8.30 pm Thursday 6th September

African Twilight: The Vanishing Rituals and Ceremonies of the African Continent
is the magnum opus of Angela Fisher and Carol Beckwith, the pioneering
documentary photographers of African tribal cultures and ceremonies.
Nearly two decades after these photographer’s landmark African
Ceremonies and with a greater sense of urgency, this book completes
the journey, covering disappearing rituals and ceremonies from some of the
most inaccessible corners of the African continent.
Carol and Angela will be presenting images from their book on
September 6. They will be taking pre-orders of the book, scheduled for release
October 16, 2018. Please contact us on africanceremonies@gmail.com to place
your orders.
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HALI is the leading
magazine for Tribal
textile art.

Subscribers now get access to the digital
HALI Archive: an essential resource for
historic textiles
Every HALI since 1978
For only £60/€88/$120, subscribers receive
four printed issues of HALI a year and fully
searchable access to all the material from
over 196 published editions

www.hali.com
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AFRICAN & OCEANIC
ART AND ANTIQUITIES

For more information or to arrange a valuation, please
contact specialist Alex Tweedy on 07759 006 665
or email alex.tweedy@lyonandturnbull.com

GLASGOW

LONDON

To be offered 27 November
Literature: Cf. Neich,
R. & Prendergrast, M.
(2005) Pacific Tapa

AUCTION 27TH NOVEMBER 2018
IN EDINBURGH

EDINBURGH

CEREMONIAL TAPA BARK
PANEL, ‘SIAPO MAMANU’
SAMOA, POLYNESIA,
EARLY 20TH CENTURY

www.lyonandturnbull.com

THE LITTLE-KNOWN
MASTERPIECES OF THE SAN
By Adam Prout

Firstly, I would like to state that throughout
this article I will refer to the nomadic people
of southern Africa as the “San”. This is by no
means a satisfactory name for all the different
tribes, and I hope I will not offend anybody by
using this term.
I began my collection of “San sticks” around
ten years ago. I had acquired several over the
years and they have always held a fascination
for me. Their intricate designs seemed to echo
the rock paintings I have always loved so much.
Ancient and yet so modern, the interpretation
of forms, abstract and magical. And yet at the
same time an attempt it seems, at a narrative,
telling stories of everyday life, important events,
characters from times past and the abounding
nature that surrounded them.
The first San stick that I decided to keepwas
purchased at an antiques market for £10. I still
have this worn and soft example. It has a
penal shaped tip and depictions of animals,
people, and some geometric designs. This was
accomplished by engraving with a sharp tool,
together with Pyrography, burning with heated wire, using the hot end of the wire to create
dots and length ways for lines. The most
discernible human figure on this stick (there
are two) is wearing a European dress. Another
I have has a silver plaque attached to the tip

and has been engraved “J.F.C from M.M.K.
1910”. It’s always nice to have some dating
evidence when attempting to determine the
age of something. Yet another more recently
acquired has the addition of a classic antler
handle and silver ferule on which the initials
“W.B.” have been engraved. One’s immediate
assumption from these two examples would
be that they were created for the Western
market as gifts from exotic lands to be admired
back home. This may be the case, but I have my
doubts. My initial research led me to question
people I considered to have knowledge of
South African Art. Without exception, they
told me that they were artefacts that had
been misattributed to the San people, and
they were too sophisticated to have been
the creations of these simple hunter gatherer
people. As I was to discover during my research,
the same was said of the rock art found in
southern Africa that was later widely accepted
to have been the work of the San.
In “The Mountain Bushmen of Busutoland”,
Marion Walsham How writes: “Until the beginning of the last century, bushmen living in the
Eastern Free State continued to engrave sticks
with the same artistic skill which is evident
in their paintings.” She continues: “Some of
these sticks were carried by Bushmen messengers
as marks of their authenticity, whilst others

Details of finely engraved designs. Authors collection.

were used as ordinary walking sticks.” I found
this statement fascinating, as the Aboriginal
peoples of Australia also carried sticks, known
to us as message sticks. These helped them
travel through the lands of other tribes, and
explained their authenticity and purpose in a
universal fashion, as many of the tribes had
completely different languages and could
not be verbally understood. Further evidence
that they were used in this way, comes from
James Walton in the article “some forms of
Bushman art” 1957 written for the “journal of the
African Music society”. It reads, “A Bushman
messenger, in order to establish his authenticity,
carried a stick some three or four feet in length
which was covered with a series of engraved
panels” he goes on to say that the earliest he
has recorded was obtained in 1846.
There are also some suggestions that they
were used in ceremony and dance. Indeed,
they still use this type of stick today in this
context, although the examples I have seen
are crude relatives of the older masterpieces.
Without further evidence to the contrary, we
can surmise that the tradition grew in the 19th
century and continued to some extent until
the modern day. Through my research, I also
discovered that I was not the first to observe
that it must have been incredibly difficult and
taken a highly-accomplished hand to engrave
such amazingly fine pictures. M.W.How writes
in 1958, that the work, “was made so much more
difficult to do, on a curved surface no more than
an inch in diameter. Some of the lines created
are only just discernible to the human eye.”
In most cases, the completely engraved surface
of the sticks or staffs have the interesting effect
of forcing you to turn the stick in your hand,
your eye running down the images in a spiral
from top to bottom, “reading” the story.
In my opinion, the precision and exquisite
detail could have only been accomplished by
engraving when the stick was green (freshly cut).
This would also explain why some of the designs
are raised, the incisions having dried out and
contracted slightly during the curing process.
This was also the opinion of A.C. Hoffman and
E. Baard who made similar observations while
writing on the subject in 1969.

They also state that, “in some cases, the work
was smothered with a charcoal and fat mixture
to further accentuate the designs. The sticks
were carved with fine metal knives on wild olive
and further embellished using a hot piece
of wire” The San were accomplished smiths.
They “pulled” their own wire and made
blades for axes and knives.
In his book “the Bushman”, 1931, E. J. Dunn
writes: “In my collection is a small walking
stick of wild olive wood, it is the most perfect
example of Bushman glyptic art I have seen.
On it are engraved in a most delicate and
accurate manner, men, animals and plants. This
was the work of a bushman herd-boy, twelve
years of age, who tended ostriches for Christian
Rabie of Buffelskloof, Camdeboo, Cape Colony.
To while away the time, he engraved this stick
with a pocket knife which he had ground down
to a fine point. The fact of such skilful work
being produced by a little boy of 12 shows
that the artistic instinct was strongly planted
in the bushman race.” E. J. Dunn worked as a
geologist in South Africa during the 1870s
and 1880s. This is interesting both because of
the young age of the artist and the observation
that his skill was possibly hereditary.
Some of the sixteen sticks in my collection appear
to be executed by the same or a very similar
hand, maybe from a “school” of artists or a
group influenced by one another’s work. Others
have a crude head carved as the “knob” or
finial. Some are, from a Western eye, of a lesser
quality and some are highly sophisticated,
complex compositions. One dated 1912 has
very fine top, carved in horn as a European
soldier’s head with a military cap. The shaft
is engraved with fantastic scenes of military
bands: Zulu warriors holding aloft their famous
shields, canon and numerous leaping animals.
It also has a depiction of a Zulu shield with
assegai and knobkerrie scorched into the surface.
This is consistent with earlier examples that
used both the fine engraving and pyrography
in conjunction.
How. M.A. (1958) described an example as
having “trains, buildings and even gun wagons
being drawn by teams of horses and Boer

Typical sticks of Wild olive (olea verucosa) with finely
engraved and scorched designs. Adam Prout collection.

Details of finely engraved designs.
Authors collection.

I have been involved in the world of Tribal art
and artefacts for thirty years, and of all the
objects I have handled, these sticks, continue
to hold a fascination for me, in no small part
because of their mysterious origins and their
obvious beauty. Work on these objects has
only been brushed upon here and my
observances must only be taken as such.
To conclude I close with an appropriate quote
from Laurens van der Post, (1906-1996) who
did so much to document this disappearing
race and raise our awareness of their way of life.

soldiers firing from behind bushes.” There may
be a connection here, with large cow horns
that exist in museums and private collections.
The carvings on these sticks are from a very
similar hand, maybe even the same artist.
Interestingly, there also exists several engraved
ostrich eggs again with trains and soldiers,
which would appear to be related. The San definitely engraved the ostrich egg traditionally,
possibly for thousands of years.
Finely engraved and carved onto curved
surfaces? Stylistically consistent? The same
subjects found on both eggs and sticks?
Discovered in southern Africa with southern
African scenes? The evidence points towards
the creator of these famous horns being a San
artist. Interestingly, there is no evidence to
the contrary, although some may say that this
is not possible as they are “just too sophisticated “to be San. They are forgetting this has
been said of the San before.
Another interesting observation comes to
us from the 19th century Italian publication
“Disegni di Boscimani”, or “Drawings of the
Bushmen” by F. Christol, 1892. There are
several engravings transcribed from designs
on a stick attributed to the Bushmen and the
caption reads: “the indigenous artist who
crafted it had directed all the work of his imagination to produce, with a point, a copy of
the animals that he saw represented in the
caves already inhabited by the bushmen.”
Whether this was communicated to the author
or an assumption from the obvious similarities
in style, we shall never know. But it is a tantalising statement, in line with some of my own
early thoughts.

The frontispiece of the book
“The Bushmen” by E. J. Dunn.

“Human beings are perhaps never more
frightening than when they are convinced
beyond doubt that they are right.”
- Laurens van der Post
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BEADED SKIRTS FROM
THE IRAQW PEOPLE OF TANZANIA
By Bryan Reeves

Tanzania embraced Socialism, also termed
‘African Socialism’, locally called in Swahili
‘Ujamaa’, right up until the late 80’s, capitalism
followed and the free market slowly replaced
the socialist way of life. This deep routed
socialist mentality of sharing has helped make
Tanzania what it is today, a country of many
tribes and cultures but ‘as one’ with each
other. This period of political isolation from
the West meant that the traditional ways of
life remained relatively intact right up until the
late 1980’s. Because of this tribal pieces like
the treasured beaded skirts belonging to the
Iraqw people remained mostly in the villages.
The Iraqw people are thought to be descendants from Mesopotamia, present-day Iraq,
and migrated to East Africa via Egypt and
the Nile 2000 years ago. This is supported
by the extreme differences in their language
that uses entirely different stems for singular
or plural words, from those of any other
neighbouring tribes in present-day Tanzania.
Recent DNA testing has suggested that the
Iraqw or Mbulu as they are called in local
Swahili, are Cushitic people, related to the
earliest migrators of the Fiome and Burunge
tribes, travelling into the areas south of
Ngorongoro crater, originating in Ethiopia, then
Kenya and finally finding their way to Tanzania.

This unusual historical background marks the
Iraqw people apart from their neighbouring
tribes in western Tanzania. Besides their dialect,
this difference can also be seen in their
household dwellings which are flat-roofed
and sometimes carved into the sides of hills.
Whether this was a form of protection from
warring tribes it is not known. They used
sophisticated terracing, innovative irrigation
techniques and crop rotation before many
other local people had thought of doing so.
The Iraqw ancestors are often credited with
having constructed the sprawling Engaruka
complex in Northern Tanzania. The modern
Iraqw practice of intense forms of selfcontained agriculture bears a remarkable
similarity to the ruins of the stone-walled canals,
dams and furrows that are found in Engaruka.
In 2001 the Iraqw population was estimated
to number around 460,000. They now grow
crops and keep livestock on a plateau to
the west of the Rift Valley. Their present-day
neighbours are the Maasi, Hadza and Barabaig.
Marmo and Haragasi are the two main ceremonies that usher youths into adulthood.
Iraqw women had a rich tradition of initiation
into womanhood and Marmo, the traditional
name of this secret women’s society. This secret
society was outlawed in the 1930’s by the

colonial administration which considered
such societies as a threat to their domain and
control. As a result, this forced the practice of
Marmo and its customs to go underground,
but it survived and lived on.
Women are the initiates, men are forbidden, it
was rigorously guarded least its details become
known to the uninitiated and to the men.
Male intruders are said to have been killed for
their curiosity and from prying into the secrets
of Marmo. The process into Marmo was long
and hard, not all initiates were known to survive
and some, the ones who couldn’t bear the
pain and hardship, fled and were banished
from their village and families.
The young girls of the age of 14 upwards
were secluded in a compound for a period of
between 6 months to a year and underwent
a symbolic death and rebirth, only during
the later stages were they feed rich foods (no
meat) so they became fat. Their bodies were
wrapped in a woven mat-like blanket and
were then oiled, perfumed and decorated.
As part of the custom, the initiate would be
taught the manners and the secrets of the
exclusively female Marmo society. The rite
also seems to have had an important purifying
aspect, so that the young initiated girls were
‘reborn’ with a new innocence and dignity.

In addition during this period, each girl
turned a leather cape which she entered
seclusion with into an elaborately beaded
skirt to her own design. Young girls were
taught by the elder women during this time
of seclusion how to make the blank canvas of
these beaded skirts, the design, however, was
completely her own creation and so each skirt
is very individual. There are some designs or
pattern elements that carry through from skirt
to skirt, one is the up and down and along
the line of beads that represents the river they
worship ‘Nabis’ that runs through their mythical
tribal landscape. Others elements are the sun
‘Sabit’ and stars. One can only imagine the
hallucinogenic state these young girls were
possibly in due to their strict diet and extended
period of isolation. It is, therefore, possible
that the abstract designs represented in each
skirt, something similar to the dot paintings in
Aboriginal art, were a reflection of her mental
state of dreaming, the stars and sun and landscape becoming a vivid part of it.
What is also apparent is the use of free-flowing
lines which differ from skirt to skirt but are
somehow coherent, could these possibly be
visual interpretations of the landscape of the
Engaruka complex with its complex network of
tracks, rivers, canals and fields. The conclusion
is not known for sure but what is certain is that

these Iraqw beaded skirts are arguably the
most elaborately decorated and attractive
items of traditional beaded costume in the
whole of Africa.
The use of white beads (Awaak) is important
as it represents light, clarity, purity and rebirth.
Blue beads (Manyaari) meant ‘if baby sheep
comes the legs first is a bad sign so to
clean the outcast they use the blue beads’.
Red beads (Datenii) were for the protection
of a new-born child and yellow beads (Boreega)
were a representation of beauty.
The skirt was a central part of the young girls
‘coming out’ ceremonial costume and as well
as having her skin oiled and perfumed she
would have worn an array of anklets, wrist-lets,
bracelets and necklaces. The skirts are then
passed down from mother to daughter and
so on. They are rare and highly valued and so
are difficult to find and purchase if one was to
become available.
During the mid-1990’s after visiting Tanzania
for many years previous to this, I decided to
uproot and live in Dar es Salaam where I could
focus on collecting tribal art from the whole of
the East African region. It was during this time
that I turned my attention to these beautifully
beaded skirts. I had seen one on display at
the unforgettable exhibition ‘Africa The Art
of a Continent’ held at the Royal Academy
in London in 1996. Few examples of these
skirts were known to exist outside Tanzania
and only a small handful published. I then
decided to make it one of my pet pursuits,
firstly to find out if these skirts still existed in the
villages and secondly if any of the owners
were prepared to part with them.
I made contact with a man who knew the
Irawq territory well, who spoke the language
and could be trusted. He would then go on
trips of on average three months at a time
travelling from village to village, mostly on
foot or push bike, inquiring on my behalf
about these skirts and if they still existed. With
much difficulty and with a deal of expense,

over a period of a couple of years, I managed
to locate and gather a collection of these
skirts. Purchase from the traditional owner was
mostly done by the exchange of cattle, so
prized then were these pieces. The owners
were mostly first or second generation
descendants but still owned solely by the
women and not the men. So it was the
daughters or granddaughters who inherited
them. Also notable, it was only one skirt
owned by a family and not all families owned
a skirt. It also seemed that they were not being
worn in ceremonies anymore but were being
kept as a treasured heirloom. Some of the
neighbouring tribes like the Barabaig also had
beaded skirts but these were not the attractive
‘flat canvas’ composition as Iraqw skirts with
their wonderful free-flowing designs.
Shortly afterwards it becomes nearly
impossible to find these beaded skirts in the
field and what followed like always was a flow
of cheap copies made in the cities by craftsman without any knowledge of the meanings
and signification of the traditional designs.
The beads used were also notably newer
and of different colours to the ones that were
traded to Tanzania in the early to mid-part of
last century.
It is not known if the Marmo society is still in
existence and if the secrets and practices of
its society have been kept and passed down
to current generations. However, it is thought
that some elements have survival and are still
in practice today.
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FORM AND SKIN
THE GHURRA FROM NEPAL
By Louis Nierijnck

Louis Nierijnck presents, at the 18th edition
of TAL a collection of ghurras from Nepal.
The magnificent wooden sculpture purpose
is to keep a churning-rod in its place during
the churning process. It is a powerful
anthropomorphic or phallic form with
smooth patinated skin.
Maybe we can identify the ghurra as the axis
of the primal art of Nepal.
Churning milk is practised by all the
indigenous people of Nepal. Ghurras are
manufactured by the different tribes and
castes, in the plains of the Terrai, the valley’s
of the Middle Hills and in the Northern
Highlands.
The end-product of churning milk (dahi) is
buttermilk (mahi), used for making cheese
and ghee; semi-liquid clarified butter.
Among the holy ingredients of Hindu and
probably also pre-Hindu rituals, ghee is an
important product. Like sandalwood paste,
curd and honey.
This is why ghee has not only a domestic use.
It also provides for ceremonial gifts, offered
to the Gods. In shamanic shrines beautiful
wooden spoons, which show on one side a
hand and on the other side a sculpture of a
shaman, are used to scoop-up the ghee and
burn it in the ritual fire.

For the traditional Nepali, the churningprocess is daily work as well as a ritual activity.
The ritual connects the people with their
‘creation myth’, and makes churning a
sacred event. ‘Man’ was created after the
Gods churned the primal ocean of milk.
Darwin told us 200 years ago, that all life
came from the oceans.
The primal societies in the Himalaya have
stored this information for thousands of years
in their primal memory.
The churning-rod (mandani) which is kept
in its place by the ghurra, has four wooden
blades (para) attached to its lower end. The
rod is rotated by pulling alternately at each
end of a rope (neti), which is wrapped around
the rod. Sometimes the ghurra and the
churning-process are also called ‘neti’.

Traditionally, the churning takes place early in
the morning, during sunrise, before the other
activities in the fields. The milk is obtained
from cows, buffalos, yaks, sheep and goats
and collected in wooden jugs (pham) with a
handle in the shape of a lizard with its head
inside the jug possibly an optimistic design to
keep the flies away.
The handle is for holding the jar when emptying
it into a larger lidded container. The lids of
these jars can be also beautifully carved with
animals or ancestors.
Because of the intensive use, the ghurra can
have an attractive smooth or crusty skin. This
is caused by the oily composition of the butter
and milk and the rotation of the churning-rod
in the ghurra. Most of them have beautiful
wear because of the friction of ghurra and
churning-rod. The ones for daily use can have
a typical cheesy smell.
Occasionally, you will find figurative ghurra’s.
These are used only for ceremonial moments
like religious festivals, or transitional rites,
like weddings or births. Very often they show
ancestral figures in a squatting position or as
horse riders.
Depending on the area, they can be made of
a more valuable wood, ‘Raktachandan’ (the
reddish ‘bloodwood’, which is related to the
rhododendron).
Although most of these figurative ghurra’s do
not have a lot of wear, they can be much older
than the ones which do have a lot of wear that
are used on a daily base.
Another reason why ghurras can have good
age but little wear is the material from which
the churning-rod is made. Goat- and sheep
shepherds who are staying in the mountains
and valleys with their herds have smaller and
lighter churning-material with them. Very often
the churning-rod is made of bamboo and will
hardly cause any wear on the wooden ghurra.
In general, we can say that the daily-used
ghurras, show aspects of traditional life
and are in most cases phallic or abstract
anthropomorphic.

The endless knot (vasuki knot), which you find
on many ghurras and phurba’s (shamanic ritual
dagger), suggests belly, breast or arms of an
abstract human figure. It is also important in
the Hindu creation myth, where it holds the
mythical churning rod on its place.
This iconography also fits perfectly in the
animistic concept, showing in the object the
functionality of the object as well as the tension
in the material.
The ghurra is a very collectable item for young
and new collectors of tribal art.
With their decorative features, sculptured
abstractions (form), beautiful patina (skin) and
wear, they work perfectly as a group.
Since Nepal has never been colonised by
another country, it does not have a very long
collecting-history. It was the most-closed
country in the world till the mid-fifties of the
20th century. This is the reason why there
are still amazing objects emerging from the
Himalaya’s like these beautiful and fascinating
ghurras.
Louis Nierijnck
Karavanserai, Keizer Karelplein 5,
6211TS Maastricht, The Netherlands
M. 0031 655897485
E. louisnierijnck@gmail.com
W. tribalartnepal.com

1. Fix point (tham) 2. Churning-rod holder (ghurra) 3. Churning-rod (mandani)
4. Rope (neti) 5. Churnjug (theki) 6. Handle (koila) 7. Blades (para)
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MICHAEL NELSON JAGAMARA, born 1948, Five Stories.
Sold at Sotheby’s in London, September 2016 for £401,000 IBP

THE COLLECTORS GUIDE:
THE IMPORTANCE OF PROVENANCE
By D’Lan Davidson

When a painting titled Five Stories by Papunya
artist, Michael Nelson Jagamarra came up for
auction recently at Sotheby’s in London, it was
surprising to see it given pre-sale estimates of
£150,000-200,000.
A quick glance through Jagamara’s AASD
entry will show that the highest price
previously achieved for his work on the
secondary market was AU$17,080 – which
was for a painting sold at Mossgreen in 2012
and the next two highest results were way
back in 2004.
In the end the Sotheby’s estimates actually
looked somewhat conservative and many in
the industry were scratching their heads when
the painting was eventually knocked down

for over double its high estimate to achieve
£401,000 IBP (AU$687,875) – an auction
record for any living Australian Indigenous
artist. How did this astronomical result come
about? What drove the buyers to bid so
feverishly for the painting at auction?
All is revealed in the catalogue entry – whose
exhibition history and literature listing reads
like an encyclopaedia of just about every
significant exhibition and publication of
Indigenous art since the market began in full
swing in the 1980s.
In fact, the catalogue notes that Five Stories
may well be the most reproduced work by
any Australian Indigenous artist – ever. And,
among the many other important exhibitions

listed, it was also a major component of the
Dreamings: The Art of Aboriginal Australia
which toured the US in 1988 – a groundbreaking exhibition credited for being one
of the primary driving forces of US interest in
Aboriginal Art.

When it comes to establishing provenance
for the 3 market segments for Indigenous art
(Contemporary, Modern and Artefacts), each has
a different process and weight of importance.

Added to the impressively long list of
credentials is the conversely short and highly
desirable provenance:
Painted at Papunya in October and November
in 1984.
Gabrielle Pizzi Collection, Melbourne.
It doesn’t get much tidier than that.
The result for this painting is the perfect
example of why the provenance and history
of an artwork is so important – not only to its
value but to the confidence it can generate in
the market.
Put simply, provenance creates certainty in
the marketplace.
Fortunately, provenance in the Indigenous
art market can be much clearer and straight
forward than other forms of Australian nonIndigenous and International art, if the right
steps are taken and the collector receives the
right advice.
In this post I will outline the key steps to
help guide you through the process.
First of all, you need to be aware of the types
of documentation that establish provenance.
Ideally your artwork will have one or several
of the following:
•
•
•
•
•
•
•
•

Receipt or Invoice with date from sale
Certificate of Provenance/Authenticity
Transfer of ownership documents
(including bank transfers to previous owner)
Auction and inclusion in Auction Catalogue
Exhibition catalogue and inclusion in any
Exhibition (both private and/or institutional)
Illustrated in Books and Publications
Inventory numbers (both private and
institutional)
Documented Appraisals

NAATA NUNGURRAYI, The Soakage Water Site of Unkunya,
West of the Pollack Hills in Western Australia, 2005.
Sold at Deutscher and Hackett in October for $146,400 IBP

Contemporary Australian Indigenous Art
(1980 – now):
I only recommend buying contemporary
Australian Indigenous art through the Community Art Centre that handles the artist’s
work, or the primary representative that solely
handles the artist’s work (when an artist is not
represented by a community art centre).
This creates certainty by drawing a clear line of
authorship directly from artist to representative
or art centre through to the primary collector.
You can be sure that an artwork has been
ethically handled and that the artist has been
remunerated adequately for their work.
I would not advise buying outside of the art
centre model unless a respected representative has exclusivity to an artist’s work.
It is that simple.

Modern Australian Indigenous Art
(1950s-1980):
For early barks, Hermannsburg watercolours,
Papunya boards and sculpture/artefacts made
for sale, there is a less strict necessity for Art
centre provenance - the simple reason being
that they rarely existed in these earlier times.
Papunya Tula Artists is the one exception, as
it was established in the early 70s. Still, strong
provenance can not only solidify authenticity,
it can add value to this segment of the market.

A collection of Tiwi ironwood carvings from the Estate
of Marianne Baillieu. From my BARK + IRONWOOD
exhibition, November 2016, sold to an Australian Museum

Early mission documentation can help with
establishing artist’s names and story details,
but does not generally add much value to
a work. But important collection history by
several of the founding collectors can,
however.

History and auction records will strongly
support this. In many cases artists were, quite
rightly, painting outside of the confines of
these centres, but these works which have no
traceable history have significantly less market
value, even when the work is clearly authentic.

Here is where clear ownership from the primary
collector plays a big role – take for example
the collection of 14 Tiwi ironwood carvings
I will be exhibiting at Charles Nodrum Gallery
in November (see catalogue here). These
figures are all beautiful examples from the
period, but collectively are an extraordinary
group, carved in the 1970s and in fantastic
condition. But an added drawcard for the
group is that they were all collected personally
in the 70s by the well-known and respected
gallerist, Marianne Baillieu and they’ve
remained in her possession until her recent
passing. This desirable provenance quickly
attracted the interest of an Australian
museum which recently decided to acquire
the whole group for its collection.

For early bark paintings and sculptures
(1950s-70s) made for sale, provenance
becomes even less of a necessity because,
sadly, major works were never greatly valued
in those early days and generally the first line
of provenance would have been lost or not
passed on as a work has traded hands.

Other primary collectors such as Dorothy
Bennett, Sandra Le Brun Holmes, Dr Scougal,
who were all active in the 1950s and 60s,
can add significant value to a work. This
provenance can be very important, but it also
needs to be provable which can be done
through a letter or by direct descent.

Take for example early Papunya boards. If a
particular work has strong provenance, for
example from Geoffrey Bardon, Stuart Art
Centre or PTA, this will generate more
certainty than say an equally weighted work
which has little or no provenance.

Artefacts (1800s-1950)
With artefacts, unfortunately in most cases
much of the greatly important collection history
has been lost over time. This is the reason that
when an object has 19th century collection
history, this provenance can add the most
value to a work out of all three segments of
the market.
Provable provenance for artefacts becomes
less an authenticity issue than it does
establishing value.
Take for example in 2013 while I was at
Sotheby’s, I consigned a group of artefacts
formerly from the Collection of Roderick
Kilborn. The group was estimated and
auctioned with estimates of AU$15,00020,000 (based purely on the object’s intrinsic
value), but when combined with the exceptional provenance (ex-Kilborn family) they
deservedly sold to the National Museum of
Australia for well over $75,000.
And if an artefact has proven Captain Cook
provenance for example, well the sky’s the
limit with regards to achievable price. But
of course it always depends on whether the
origins can be proven. My best tip in this
collecting area is to consult with an expert.
If the market downturn in 2007/2008 created
one positive for the Indigenous art market, it
is that buyers are now incredibly discerning.
With the market showing clear signs of
strengthening, the provenance of artworks
appearing on the secondary market has never
been more important.
In any of the three segments of the
Indigenous art market, a trusted specialist is
your best line of defence when making buying
decisions. If you’re not 100% sure about a
work, get good advice.

A Fine and Early Broad Shield, early nineteenth century.
Sold at my Annual Exhibition in June 2016 for $85,000
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