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C M E R  ONE - INTRODUCTION 

Origin is an eddy in the Stream of becoming. 

-Walter Benjamin (quoted in Clifford l997:28 1) 

fhis thesis is a survey of contemporary artists and conditions for art production in 

sclected regions of the province of Irian Jaya, Indonesia. It explores the reasons artists have been 

drawn to produce art and how they perceive the role of their art today. Since the existing 

literature on the subject is scant, this study is based largely on nine months of field research 

conducted intenitteotly over a four-year period ( 1995- 1998). ' Historically, the thesis examines 

major changes and developments that have taken place in tribal art traditions in the region since 

the turn of the century. It tracks significant influences on artists2 and art production from the 

Dutch colonial period through to the Indonesian takeover of Netherlands New Guinea in 1963 

and until the end of Suharto's New Order in 1998. Using a h e w o r k  that relates the arts of 

Irian Jaya to local, national and global influences, connections between art and social context are 

examined in an attempt to understand current manifestations of contemporary art and cultural 

expression. The role of international artistic patronage, nationalist policies that facilitate cultural 

appropriation and the importance of local agency are explored through case studies from original 

fieldwork. 

At the global level, the transformations in the art and culture of tribal groups in Irian Jaya 

and their current forms will be considered from the historical perspective of interactions between 

tribal groups and fonignen, including explorers, traders and missionaries; the imposition of 

colonial authority, institutions and centrist agendas; and the recent aspirations and activities of 

multinational companies, non-govemment organizations, international tribal art collectors and 

dealers, foreign worken and tourists. The responses of local communities and individual artists 

to these contacts and to the ensuing rnodernization of their environment have varied greatly. 

At the national level, the diverse indigenous artistic traditions of Inan Jaya as well as 

those from across the indonesian archipelago are under considerable pressure fiorn the central 

' Fiaancial support for my field resemh w u  pmvided in 1995, by a Canada-ASEAN Foundation 
Academic Travel Grant and in 1998, by a Northwest Regional Consortium for Southeast Asian Studies 
Travel Grant, For a more comprehensive breakdown of my tirne spent in the field, and a list of locations, 
see Appendix A. 

By artins, I mean predominantly woodcarvers and barkcloth painten, though I also mention some artists 
who work in batik, fiber, potîery, cernent and paint. 
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govenunent to fit into a national culture that is composed of carefully selected elements of 

regional indigenous mistic traditions. This process of national identity building attempts to 

dislodge traditional or local udut allegiances and shift the citizens' focus of loyalty to the national 

level. Many assimilative techniques have been ernployed by the Indonesian govemment in its 

attempt to quel1 regional instabilities, a substantial task given the over 300 different ethnic groups 

in Indonesia (Hill 1991: 3). The tension between local and national objectives is considerable in 

Irian Jaya, since it is the national govemment that ha control of the political, economic and 

cultural activity in the region, to the detriment of indigenous populations who are continually 

striving for equality and more autonomy in a situation that can be described as neo-colonial. A 

widely supported separatist movement, the OPM (Organisai Papua Merdeka) or Free Papua 

Movement, presents a continual security threat to the national govemrnent and military. The 

conaol and manipulation of cultural expression is one non-violent technique the govemment uses 

to further its integration of the indigenous population into a national hmework govemed by the 

motto "Unity in Diversity". 

At the local level, the work of several prominent artists in Irian Jaya will be presented 

and discussed. These artists al1 work within genres rooted in traditional tribal cultures, but with 

differences in materials, style, meaning and motivation brought about by changes or 

transformations in religious belief, traditional lifestyles and socio-political and economic 

circumstances. Many of these artists are leaders in what seems to be emerging as a penod of 

artistic and cultural revival occurring sirnultaneously in several areas of the province. This 

revival is significant because until recently some of these art forms were no longer being made 

and production of many others had been in decline for much of this century. Yet there are 

competing stakeholden in these processes and it rernains open to debate who is orchestrating the 

cunent revivais, who will benefit, and what will be the long term effects on the production of art 

and cultural expression. 

Literature Review 

There are no substantial studies that consider contemporary art production in Irian Jaya. 

Prior to 1995, when 1 fim began my fieldwork for this thesis, most research on Irianese arts was 

aiready more than thirty yean old and described the artistic practices of distinct tribal gmups, 

usually in a taxonomie way that treats art works as material culture or artifacts. The focus of 

these studies was not on the art itseif, but on the culture group and in this sense the treatment of 

artifacts was descriptive, with little analysis of motifs or meaning. These studies are generally in 



Dutch and fom part of larger research (and military) expeditions conducted by scientists and 

anthropologists working with the colonial govemment.3 Later Dutch studies that treat the 

selected artistic regions of Irian Jaya include Galis (1955) on the Humboldt Bay are& Pouwer 

(1  956) on the Mimika (or Kamoro), and Hoogerbrugge (1 967) on Lake sentani.' While 

knowledge of Dutch would have been enomously useful for surveying the existing art studies of 

the region, it was beyond my tirneframe for this thesis. Both Hoogerbmgge and Galis provide 

short English summaries, which 1 found useful. Old English language monographs that describe 

individual art traditions include Simon Kooijman's work on Lake Sentani (1959) and the 

Kamoro/Mimika ( l984), Theodoor P. van Baaren's study of Biak carving (1 968) and the eariy 

expedition in 1903 by the Dutch Surgeon G.A.J. van der Sande to the Northwest Coast area near 

modem day Iayapura (van der Sande 1907). Arts of Irian Jaya have also been addressed as 

marginal areas of study in several publications on tribal art traditions of Indonesia, New Guinea, 

Melanesi% and Oceania (see Koojiman 1963, Taylor 1991, and Feldman 1994). 

A recent book on the arts of the northwestern region of the province, entitled Art of 

Northwest New Guineo: From Geelvink Bay, Humboïdt Bay und Lake Sentoni (Greu b 1 992) 

provides lengthy English summations of some of the above significant early research by leading 

Dutch scholan of individual tribal regions (now rare out of ptint books). Several articles in this 

book discuss the way in which material culture objects from tribes in the region began to be 

collected by private Westem collecton and colonial rnuseums and the way in which the status of 

certain selected objects shifled h m  ethnographie artifact to 'art'.' While this book. published in 

1992. was invaluable to my research, its historical focus reflects the dearth of literature in recent 

decades on the contemporary arts of Irian Jaya. 

Beginning to fiIl this void, several articles have appeared in the last five years that deal 

with contemporary art production. Anthropologist Michael Howard has witten several papen on 

individual art fonns in Irian Jaya (Howard 1995, 1 W6a, 1996b, 1998a and 1 W8b), and has edited 

with Nafi  Sanggenafa a volume of short applied anthmpological studies, some of which address 

contemporary art production by the Anthropology Department of Cenderawasih University in 

DeClerq ( 1  893). and Van der Sande (1907) are important catalogues of art collected during early 
explorations Ui Westem New Guinea, presented in a similar style to botanka1 or zoological specimen 
catalogues. 
4 1 do not list here any of the sources on Asrnat art because 1 do not focus on Asmat art in this thesis. 
Sowces on Asmat art are more nurnerous due to the strong Westem interest in Asmat arts. A good 
bibliography on Asmat art is available in Smidt (1993). 

' This aansition, and how some objects were appropriated into the Westem category of art, is di~ussed 
fiirther in Chapter Three. 



Jayapura (Howard and Sanggenafa 1997). Jac. Hoogerbrugge, who worked for many years in the 

area both before and after the lndonesian takeover, has published a recent article about the state 

of barkcloth painting in the Jayapura region, which considea the effects of govemment sponsored 

art programs (Hoogerbrugge 1995). Ka1 Muller, author of numemus Indonesia travel guides, has 

written a few articles for the Ganida Airlines in-flight magazine, one about the annual Asmat art 

auction (Muller 1995) and one about the revival of Kamoro art and culture, which, it should be 

noted, is actually an advertisement paid for by the mining Company Freeport Indonesia (Muller 

1996). There have also been some brief articles published in Indonesian newspapen and 

magazines such as GATRA and an exhibition of contemporary barkcloth paintings h m  Lake 

Sentani sponsored by The Jakarta Post in 1992. A weli-photographed major catalogue was 

produced in conjunction with this exhibition (Pratiknyo 1995), but the accuracy of the text is 

variable and not well regarded by local artists according to Agus Ongge. Notably, some artists 

and cultural leaders in Irian Jaya have been systematically collecting and documenting 

information about Irianese cultural traditions. Most of this data is in the f o m  of unpublished 

Papen, although these artists generally wish to publish their work.' 

Two books that deal with comparable contemporary situations, in Indonesia and across 

the border in Papua New Guinea provided usehil models for my work. Fragile Traditions: 

Indonesian Art in Jeopardy (Taylor 1994) presents a variety of viewpoints from collectors, 

museum oficials, anthropologists and art historians on the effects of the international art market 

on tribal art traditions in several of Indonesia's outer islands. A few of these essays suggest 

measures to be taken to prevent the firther breakdown of local artistic traditions and ways to limit 

the international trade in stolen lndonesian artifacts. Reading this book, it is surprising to find 

that there is no reference to Irian Jaya. Contemporary Art in Papuu New Guineo. by Susan 

Cochrane ( 1  997), provides fascinating cornparisons for my research as it describes conternporary 

arts in the eastem half of the island. While transformations in art and society have taken place 

across New Guinea, they have not k e n  uniform. Papua New Guinea (PNG) has k e n  an 

independent democracy since 1975. The country has an open political process and a media fiee 

from government censorship (Domey 1991). The National Art School in Port Moresby appears 

to have had a strong influence in the evolution of distinctly Melanesian contemporary artiaic 

styles in PNG, which appear to be vibrant and self-conscious. These works often convey an 

awareness of both tradition and change as seen in Figures 1-1 and 1-2. Artists in PNG are also 

In my experience, these amSts were mon willing to share their howledge and copies of these 
unpublished papers witb visiting scholars, see Ap 1982, Kapissa 1995, and Ongge 1994 and 1995. 
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able to present cntical social comrnentary in their art in direct ways that are not open to Irianese 

artists, partly due to a lack of art training and because of the repnssive political situation in Irian 

Jaya. While this thesis is no< a comparative study of art in Irian Jaya and PNG, it is usehl to note 

how art foms, the perceptions of artists and artistic content differ in these two politically discrete 

sides of the same is~and.~ 

Inspirational Frameworks 

'Entering the modem world,' their distinct histories quickly vanish. Swept up in 
a destiny dorninated by the capitalkt West and by various technologically 
advanced socialisms, these suddenly 'backward' peoples no longer invent local 
futures. What is different about them remains tied to traditional pasts, inherited 
structures that either resist or yield to the new but cannot produce it (Clifford 
19885). 

Contrary to popular Westem assumptions, such as this one contested by James Clifford in 

his book The Predicament of Culture, tribal and indigenous peoples have found ways to react to 

extemal influences on their lives, and are not passive victims who have simply allowed their 

culture to be destroyed. Examples closer to home. including Fint  Nations peoples and artists in 

Nonh America and Aboriginals in Austnilia, show that cultures and traditions rarely die, but they 

do transfom. Conducting research for this thesis, 1 found my own Westem assumptions 

challenged as 1 learned that none of the artists 1 met felt that their predecesson had simply given 

up their agency and traditions at the insistence of outsiders. Most claimed that peoples in their 

culture were either willing or saw their actions as ternporary at best. Many claimed that there had 

been no break in the passing of traditional knowledge and that while decisions may have been 

made to follow Christian religions or to not produce art at certain times, many felt this was their 

choice. None saw their culture as 'vanishing'. In this thesis 1 attempt to expose and move 

beyond common stereotypes of tribal peoples and show ways in which Irianese artists in are 

attempting to take control of their futures. 

The practice of writing a history of the art of non-Western cultures and collecting objects 

for presentation in public spaces such as museums and art galleries is a Westem one now seen as 

7 I have not yet had the opportunity to visit Papua New Guinea. It is surprisiagly difficult for a foreign 
toutist to cross the border h m  hian Jaya to PNG and can actuaily necessitate a flight out of lndonesia (to 
either Singapore or Australia) before then entering PNG. Lack of regular air tramport, no clear local 
immigration pmcedures in either Irian Jaya or PNG and Visa control h u g h  Jakarta and Port Moresby 
(tespectivety) can make such a journey dificult. 



having its origins in European imperialist practices fiom the late 18th Century through the early 

20th Century. While a revised, non-ntcist and non-imperialist theoretical basis for a history of art 

of non-Western people has yet to be developed,' there is the possibility of borrowing fkom other 

disciplines such as anthropology, museum and culhiml studies, which have been engaged longer 

than art history in this process of introspection? The recent work of anthropologists and cultural 

historians such as James Clifford and Nicholas Thomas have s h o w  how cultural exchange 

between colonizen and indigenous peoples has been a two way process in which each goup 

asserts its identity in conhlist to the other (see Clifford 1988 and Thomas 1991, 1999). 

Indigenous art and objects have been used by colonists in ways that represent the colonial culture 

as superior to the indigenous or "traditional" or "tribal" culture. The Western philosophy of a 

Iinear progression of human developrnent or history fiom "tribal" or %aditional" societies to 

"modem" is now seen as exclusive and Western-biased. 

Current cultural theorists consider the balance of power in colonial and cross-cultural 

relationships. Cultural expression and art are arenas in which indigenous peoples assert their 

aspirations and identity as other than colonized. While this study is more descriptive than 

theoretical, 1 found readings in post-colonial theocy useful in challenging some of my own 

Westem assumptions and shaping rny analytical framework. Through post-colonial discourse, it 

is possible to consider how the various tribal am and artists of Inan Jaya have been affected by 

ongoing shifts in political and economic power struggles brought about by colonialism, neo- 

colonialism, the project of nationalism and an emergent globalism. I argue here that changes in 

patronage, audience, motivation and the meaning and mle of art can be more fully understood in 

relation to changes in the social, political and economic situations in Irian .Iaya." 

a Ania Rasheed Araeen ( 199 1 ) for instance, believes the current Western appreciation of non-Western art 
as "ethnic arts", is an extension of the category of primitive art. Both categones and approaches he claims 
have sirnilar connotations of marginalisation or non inclusion in the 'high' art worId. 
9 Westem art histon'cai practice has been criticised for its ethno-centric tendencies and continued use of an 
old fashioned and imperialistic approach to classiQing and writing about art. The reluctance of art 
historians to apply contemporary cultural theory to the subject of art has been viewed as an adherence to 
old-schoo1 consetvative Eufo-centric ideas and as a denial that issues of power and social context are 
applicable when studying art, particularly ait that i s  non-Western. The discipline's tendency CO treat art as 
a-theoretical and fiee h m  the responsibility of questionhg dominant hameworks or self-reflexive analysis 
is only now under review. Art hktonan Keith Moxey proposes that art history, as other history, must be 
entwined with theory relevant to the historical period. He writes that "If art history is to take part in the 
processes of cuIturai transformation that charactense out society, then its historical narratives must corne to 
terms with the most powerfU1 and influential theories that currently determine how we conceive of 
oursetves and our relation to one another and how we conceive of cultural artifiicts and theu roIe in society. 
Art historical discome, in other words, must becorne cognisant of the historical circumstances in which it 
cmntly fui& itself' (Moxey l994:24-25). 

'O These ideas will be explored in greater detail in Chaptm Three, Four, Five and Six. 



1 f i t  became aware of the inter-relationships and tensions between global, national and 

local interests in cultural expression in Irian Jaya in Iate 1995 d e r  walking fiom Wamena in the 

central highlands in an atternpt to reach Agats, the capital of the Asmat region." Asmat people 

are renowned for their monumental woodcarvings called bisj, hown in international circles as 

"masterpieces of primitive art." During my visit, 1 was disappointed to find no ~inists (and 

virtually no people at al1 except for elden and small children) present in any of the dozen or so 

villages that 1 stopped at along the remote upper Catalina River. The men and women of these 

villages had relocated temporarily into camps outside their villages and were engaged in logging 

supervised by the Indonesian military for multinational fimis." 

My own assumptions and expectations based on Western academic sources about the 

"traditional arts" of the peoples of Irian Jaya were confionted and contested by the disturbing 

realities of daily life for these people. Accounts of Asmat art ofien tell of how the Asmat refer to 

themselves as "As Asmar" [sic] or "we, the tree people," (Konrad 198 1 : 189) and include the 

central myth of Funteripitsj, the Creator of Mankind: 

Fumeripits built the first ceremonial house (yeu) and created the first people in 
the form of wooden figures. .. Then he carved the fint hour-glass shaped drurn; 
as he played it he sang, and so woke the wooden figures to their human life. That 
is why every Asmat wood carver is believed to be continuing the work of 
Fumeripits (Kauhann 1997: 250). 

" ARer the two weeks it took to waik over the cenaal highlands, it was a relief to be able to rely on local 
river transport once we reached the Asmat villages on the upper CataIina River. From this point, we went 
by dugout canoe to Agats. 

" AAer catching a ride on a motorised canoe one day, it became apparent that I was travelling down river 
with an m y  officer (fiom Serui on Yapen island) in plain cfothes. Soon this man began shooting at birds 
at the river's edge. We stopped at severaI bivouac camps just long enough for the soldier to harass the 
Asmat about the quantity of logs they had prepared. He insisted that the men must work harder and that the 
logs must be tied togethet in rafts for üanspomtion before the arriva1 of the logging company's higboat. 
The Asmat men and women seemed intimidated, and they tried to placate the soldier with gifts of fniits, 
smoked fish and baby parrots (which he would mise and later seII to market merchants). He shouted at 
thern in Indonesian, clairning that he had put himself on the Iine for them and that they had aheady taken 
advance payment of tobacco for which they owed more log. n ie  distribution oftobacco to Asmat 
villagers as a form of payment for providing logs to logging companies bas k e n  documented. The general 
procedure seems to be that the Asmat, many of whom are addicted to tobacco, are bribe!& often by soldiers 
assisting the logging companies for a profit, to fell Iogs in the jungle with an advance gifi of tobacco and 
the promise of a paid wage once they produce the logs. Disputes have arisen, however, when the Asmat 
subsequently learn that are expected to pay off the tobacco with logs, and as a result receive very little 
further payment, if any, for their work. The exploitation of Asmat loggers is documented throughout the 
Asmat Skerch Books (Volumes 1 - 8), produced by the Crosier missionaries, and in Mandibondibo, 
(1984:f). This situation for art production and the Asmat woodcarvers is rarely discussed in publications 
on art which prefer to hcus on the pre-contact contem 
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Much of the scholarship on the arts of Irian Jaya has omitted significant aspects of 

conternporary circumstances for art production. Possibly this is because the authors at the time of 

writing perceived the history of art as apolitical or perhaps they were reflecting an uncontested 

supenority that privileged the West's "discovery" and appreciation of the arts of the region over 

the individuals, peoples and cultures who made them. 

My experiences in Asmat were also in stark contrast to my early encounter with these 

peoples through the anthropological documentary film, "Asmat: A Case Study in Religion and 

Magic" (Coast Community College 1983). This film presented woodcarving as integral to 

headhunting and spiritual rituals in Asmat society pior to sustained contact with Eutopeans. It 

ends just after it introduces the agents of change, the Catholic missionaries who arrived in the late 

1950s and the Indonesian govemment which followed in the early 1960s. Produced in 1983, this 

film, like much scholarship on the arts of Irian Jaya (and indigenous or tribal peoples in general). 

stopped short of exploring the effects of these intrusions on artistic practice.'3 What is suggested 

is that Asmat art and culture will not survive increased globalization or will be so completely 

changed that they will no longer be "authentic" and therefore not of interest." My research 

challenges this widely held assumption. 

My decision to discuss contemporary artistic processes in Irian Jaya fkom global, national 

and local perspectives was reinforced by the works of Ajun Appadurai (1990) and Danilyn 

Rutherford (1997), which consider the cultural implications of globalization and nationalisrn. 

While 1 do not desire to impose Appadurai's framework onto my study of lrianese arts, this thesis 

demonstrates his belief that "...the state plays an increasingly delicate role" (Appadurai 1 990: 16) 

in the mediation of global and local cultures. 

Methodology 

This thesis is informed by extensive tield observations, analysis of the available 

literature, my exchanges with artists in Irian Jaya, ongoing ethical questioning and personal 

reflection. Interviews were conducted with local artists to better appreciate the varying 

influences. meanings and motivations for their art. It was evident to me during the course of my 

research that, at times, my interactions with artists had an impact on their premgatives (and 1 have 

'' 1 do appreciate, however, that the focus of this documentary is rihial practïce, not development or 
cultural change. 

l4 The Westmi notion of "authenticity" is caïsed f i e r  in Chapter Three and in the case studies in 
Chapters Four, Five and Six. 



identified this effect in my case studies where possible). The choice of this particular topic is one 

th;* slowly unfolded over time and npresents my own process of discovery as a foreign 

researcher suddenly immersed in a place that will always be, in many ways, foreign to me. I 

doubt that this topic would ever have presented itself as a possibility had 1 no< already been 

travelling in tndonesia" since the existing literature on contemponiry art in Irian Jaya is so 

limited. There is a narrative to my joumey that is woven into my discussion. 1 do not intend my 

own voice to be one of authority, but rather to express my present understanding of the issues 

raised through my conversations with artists and patrons in Irian Jaya. It should also be pointed 

out that I have not been to Holland, where the largest and &est collections of (rianese arts are held 

today. 1 do not. therefore, focus on qualitative comparisons between art made in a pre-contact 

sense and art made in a contemponvy setting. 

My research involved travelling to various communities in Irian Jaya, conducting 

inteniiews with local artists and memben of the arts community in Irian Jaya to better appreciate 

the varying influences, meanings and motivations for contemporary art production, and 

photographing art works. This process was supported and inspired by Astn Wright, whose work 

on contemporary Indonesian art is based on first hand interviews and conversations with artists. 1 

share her belief that 

. . .artists are an important authority about a work of art - one which has ofien 
been ignored in the pages of art historical research. In attempting to understand 
the art of another culture, the inclusion of the artists is essential: like thought 
processes and behaviour patterns, aesthetic reactions and judgements are leamed, 
and the artist's ideas and circumstances can give clues to perceptions and values 
surrounding an that would not be immediately apparent to an outsider from the 
artwork itself (Wright 1994: 1). 

The time fiame of my field research spans a period of almost four years. Since I was 

unable to see al1 of Irian Jaya due to its size, rny time constraints and the difficulties and expense 

of travel within the province,'6 1 focussed my research on specific regions. 1 was able to visit 

'' ~nl ike  academic sources, the Petiplus guidebook to Irian Jaya (Muller 1994) does provide leads to a few 
contemporary artists that furthered my interest in arts of this region. The displacement of the discourse on 
the art of Irian Jaya, fiom "primitive" art to tourist souvenu art, will be discussed further in Chapter Two 
and Three. 
16 ïrian Jaya is the most expensive province in fndonesia for transportation (Manning and Rumbiak 199 1), 
which is extremely difficult in many parts of the province outside of urban centres. The road infhstrucnire 
is extremely limited and the only viable alternative is to use expensive air networks (goverment or 
missionary a i d )  or extremely slow sea and river boao. Very few transport services in irian Jaya are 
regular or diable. 
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most of the areas renowned for their artistic traditions," as well as some lesser known areas and 

met self-proclaimed and locally recognized artists in almost every place. 1 made an effort to see 

different regions of Irian Jaya to get a sense of the range of contemporary art production and 

concerns among various ûibal groups. This confinned my belief that many of the local artists 

were influenced by dynamics well beyond their immediate context (operating both within and 

beyond the nation) and that the nature of artistic production in these communities rnight usefuliy 

be considered across the whole of Irian Jaya (i.e. provincially)." 

I selected four relatively accessible, yet distinct artistic groupings as the basis of case 

studies for my research. The regions are: Agats and Timika, townç in the southwest lowlands of 

Irian Jaya, where the multinational mining Company Freeport McMoran has recently sponsored 

local art production; the northwest coast region, including Lake Sentani, near the provincial 

capital of Jayapura, where proximity to this rapidly expanding Indonesian urban center has 

strong ly impacted artists' imperatives and artistic expression; Wamena, in the central highlands of 

Irian Jaya, where figura1 wood carving has recently begun among the local population in response 

to the tourist industry: and Biak Island, off the north coast of the mainland of Irian Jaya, with a 

long history of cultural and artistic resistance to foreign domination. 

An overvicw of thesis chapters 

Chapter Two provides a brief overview of the geographical, cultural and artistic 

background necessary to appreciate the research material in the case studies. The constraints of 

the natural environment, features in the evolution of the cultures and broad patterns in the artiaic 

practices of Irianese communities are considered through a review of relevant sources available in 

English and Indonesian. Expanding on the brief literanire review above, this chapter offen a 

" 1 visited many of the northwest coast villages within a &y's travel by car or boat h m  Jayapura; 
Manokwari, Ransiki and the Anggi Lakes in the Bird's Head; the Asmat and Kamoro regions along the 
southwest coast; the Baliem Valley and the island of Biak (see Appendix A). Areas renowned for their 
artistic traditions ba t  1 was unable to visit include the Raja Ampat islands (where the art is similar to that 
From Temate and Tidore in Maluku) and the Marind-Anim communities in the southeast near Merauke. 

" In dohg so, 1 do not intend to suggest that the arts or situations for art production in Irian Jaya are 
homogenous, since there is incredible diversity to be found in both. However, given the contemporary 
situation of Irian Jaya and the gmwing influences of foreign companies, foreigners and pertiaps most 
strongly, the indonesian government, 1 f i l  that somc of the dominant issues sumiundhg the production of 
contemporary art can not be divorced h m  ihese broader influences. Different communities and 
individuals do react differently to these influences, however, and I do not intend for this thesis to 
undennine the difference and autonomy of local and individual responses. 
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chronological sketch of the development of art forms in Irian Jaya and of the importance of these 

arts to pre-contact'9 New Guinea societies. 

Chapter Three elaborates on the global, national and local framework used in the thesis to 

facilitate an understanding of past and present influences on art production in Irian Jaya. These 

categories are not intended to be ngid or definitive, but do represent the perspectives from which 

different acton affecting art production in Irian Jaya operate. The fint section considers the 

impact that foreigners, foreign institutions and growing global networks have on art and artists in 

Irian Jaya, from early colonizers and missionaries to foreign collectors, museums and the 

international tribal art market. Issues central to this global context include the effects of 

colonialism on cultural expression, the development of global and consumer culture, cultural 

tounsm and cultural cornmodification. The second section expands on the past and present 

dominance of Dutch and then Indonesian national government institutions and policies directed 

towards indigenous tribal peoples in West New Guinea, inc luding their forced integration into 

provincial and national political and cultural groupings. It explores ways that the appropriation 

and manipulation of culture has enabled the Indonesian State to create a provincial identity, 

strengthening national unity and affecting local cultural expression in Irian Jaya. The final 

section of this chapter discusses indigenous responses to local, national and global imperatives, 

and what initiatives local people have used (within their communities) to hirther their individual 

or collective cultural agendas. 

Chapter Four explores the corporate patronage of tribal artists by a controversial 

transnational mining company operating in Irian Jaya. Freeport Indonesia operates the largest 

gold and copper mining cornplex in the world (Ballard 1997a) in the southem highlands of Irian 

Jaya near the t o m  of Timika. The company's close links with the Indonesian State and its need 

to improve international and local perceptions of its practices in Irian Jaya, mise questions about 

the nature of its sponsonhip. It assumes credit for a revival of wood carving among the local 

Kamoro communities and sponsorship of artists from the neighbouring Asmat tribal group. This 

case study considen the philanthropie rote the company imagines for itself and the benefits and 

problems created by this for art production in the region. 

Chapter Five moves h m  an emphasis on international connections in the historical 

record to a discussion of the role of national imperatives in shaping what is heraided as an art 

l9 'Contact' in this sense =fers to the impact of foreignen, and in the context of New Guinea has been 
most closely associated with the arriva1 of European explorers, missionaries and colonisers. Usage of this 
term, although widespread, is problematic as demonstrated in Chapters Two and Three because it is 
uniikely that even the most remote New Guinea tribal communities were isolated fiom contact from trade 
and interactions with outsiders. 
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revivai among barkcloth artists in the Lake Sentani region, near Jayapura. the provincial capira1 of 

Inan Jaya (Howard 1996b; Howard 1998a; Hoogerbrugge 1995). Moving from the theme of 

patronage to a case study focussed on the appropriation of traditional motifs and technologies, the 

chapter explores relationships between indigenous artists and migrants from other parts of 

lndonesia, mediated through Indonesian State policies. As in the previous discussion of 

internat ional corporate sponsoahip, this chapter demonstrates a loss of control by local artists and 

communities over their cultures' artistic fonns and traditional economic signifcance through 

cultural appropriation by larger, more politically powerful actors. 

Chapter Six discusses the initiatives of two Irianese artists, one h m  Biak Island and the 

other hom the central highlands of Irian Jaya, who are seeking to reassert [ocal control of and 

authority in their cultural expression. The chapter demonstrates that far fiorn being passive 

recipients of change, local peoples retain or develop techniques for engaging with and distancing 

themselves from, fonign intrusions. The fundamental importance of local agency is explored 

through these case studies which c ha1 lenge the assumptions of both international and national 

acton about the sustainability and resilience of lianese cultures. This chapter reinforces the idea 

that art must retain meaning among the people who produce it if it is to be able to continually 

transform in dynamic and creative ways. 

The thesis concludes with a review of the case studies and their implications for an 

undentanding of contemporary art in the region. Throughout the thesis 1 suggest the need to 

move beyond simplistic, dichotomous frameworks, which still characterize many of the 

discussions of lrianese arts. These arts can no longer be understood as "traditional or modem." 

"primitive or civilized," dispossessed or independent, and important questions are raised in the 

thesis about what constitutes authenticity among arts in transition. 

A note on terminology 

There are many terms used in this thesis that have k e n  problematized elsewhere. For 

reasons of space and focus, 1 do not address them al1 in detail, but will explain my use of some of 

these ternis here. One problematic terni is "art" itself. In this thesis I use the term art to refer to 

the productions of ail the central artists in this thesis. I do this because the artists themselves use 

the terni art (or the Indonesian term seni) when refemng to their work. At present, contemporary 

arts of non-Western countries that are still based on traditional fonns are often relegated 

according to Western classifications to the category of 'craft'. The distinction ktween art and 

crafi (ofien used to designate objects that were made by skilled han& for hnctional purposes) is 
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being debated on the grounds that "art" is a discriminatory category (Araeen 199 1 : 159, Emngton 

1994:2 12-2 13).'O While the original function of the objects 1 refer to as "art" in this thesis were 

not conceived with this Westem category in mind, today most Irianese artists who carve to sel1 to 

foreigners accept this designation. Furthemore, since their works are now being collected and 

used for display (a traditional function of "art") in a western context, now adopted by 

establishment cultures in most post-colonial nations including Indonesia, 1 feel this tenn can be 

used. t also choose not to use the terrn "tourist art" since 1 feel that most artists do not consider 

their production as intended solely for purchase by tourists, and that this category has negative 

connotations which the artists themselves do not necessarily associate with pieces sold to tourists 

or foreignen. 

Another term I use that has been disputed in some circles is "appropriation". Some 

scholan have refbted the idea of appropriation and daim that al1 art is derivative of ideas and 

forms of othen. 1 use the tenn to refer to instances where art forms are used by members of 

communities other than the producing community for non-negotiated gain at the expense of the 

producing community. In this thesis 1 highlight situations where appropriation is seen as 

problematic by local peoples, when its effects are Ioss of income for local peoples and artists. or 

where there is external manipulation or loss of control of cultural expression. 

Finally, the place narne for the Westem half of the island of New Guinea is also subject 

to debate. "Irian Jaya" has a complicated and hotly contested political history. Its very existence 

as a unified political entity made up of previously isolated or warring tribes is entirely due to the 

imaginings and interferences of outsiden. The written history of the region, as known to the 

West, begins in the early 16th century, when the sea-faring powen of Westem Europe began 

exploring remote and uncharted regions of the world. 

In 1545 the Spanish seafarer Ortiz Retez, on his way to Panama, claimed the 
rnainland and nearby islands in the name of his king and called the temtory 
'Nueva Guinea' (New Guinea) because of the population's supposed 
resem blance to the Guineans of Africa.. . (Osborne 1985: 7). 

In 1828, the Dutch claimed "Nethetlands New Guinea," the Westem half of the island 

and kept nominal contml over the temtory until the Japanese invasion in WWII. In 1945, the 

'O Shelly Enkgton discusses the critena by which ethnographie objeets and the material culture objects of 
non-Western cultures have been appropriated in the Western caaon of "Primitive Art" in her article, "What 
Became Authentic Primitive Art, The critena includes: a prefereuce for objects that have formal sculptural 
qualities, objects where the designs have iconic value that can be interpreted (and therefore are not merely 
patterned), objects made of precious or at the very least durable materials, and objccts whose sole fiinction 
is contemplative - to be Iooked at but not used in a bctional sense" (see Errington 1994). 



Dutch resumed control of Netherlands New Guinea, and retained this even afier Endonesian 

Independence in 1949, although Indonesia entered negotiations with Holland over the future of 

the territory. During the 1950s, a growing international movement for de-colonization weakened 

the Dutch daim to West New Guinea, and Holland, not desiring their last colony to be integrated 

into Indonesia, began to prepare Netheriands New Guinea for independence. In 1962, Indonesia 

dropped paratroopers into Netherlands New Guinea, challenging the Dutch plans for the future of 

the temtory. A settlement in 1963 was reached through the United Nations, which allowed for a 

referendum by the people of Irian Jaya to determine their future. At this time, the Indonesian 

government renarned the region "Irian Barat" (West Irian). In 1969. this referendurn (known by 

the Indonesian acronyrn PEPERA or Penentuan Pendapat Rakyat -the "Act of Free Choice") 

went ahead, sponsored by the United Nations. While it was not well monitored and the resulted 

integration into Indonesia was very contentious (see Chapter Three), the referendum gave 

international recognition to Indonesia's c l a h  to West New Guinea. In 1973, President Suharto 

renamed "Irian Barat" as "Irian Jaya," the 26' Province of the Republic of Indonesia (see Chapter 

Four). 

The term "Irian Jaya" is very controvenial, and is used to designate West New Guinea's 

current politicai locale as a province of Indonesia. In this thesis I use this terni, but in doing so 

there is no intention to sanction the present lack of self-determination among its diverse long- 

standing cornmunities. In order to maintain cldty, 1 will use the tenn "Irian Jaya" when 

referring to the penod from the 1969 plebiscite to the present day, "Irian Barat" for the period 

from 1962 until the referendum in 1969, and 'Wetherlands New Guinea" or "West New Guinea" 

for the region pior to 1962. Due to the racial and cultural affinities with the peoples of the 

eastem haif of the island, now the independent nation of Papua New Guinea, some politically 

minded indigenous inhabitants (and their supporters) prefer the place name Papua Boror or West 

Papua to Irian Jaya and orang P a p  or orang Papua Bmat for its inhabitants - Papuans or West 

Papuans as opposed to ormg lrion or lrianese." Use of Papuu Barat is not tolerated by the 

Indonesian govemment due to its separatist connotations. The term orung Papua, however, is 

" Indonesian is the Iingua h c a  of the Irianese people, and was so even ptior to the Indonesian takeover. 
Pasar Maiay, the bais for the tndonesian language, was used by many of the coastal trading groups in their 
dealings with traders fiom other parts of the region prior to Dutch colonkation. The Dutch maintained its 
usage as they brought many assistants Erom other islanâs in the Dutch East Indies to work in Netherlands 
New Guinea. In nrral and remote areas, there are still some people who can't speak much indonesian, 
though school in Irian Jaya is raught exclusively in Indonesian. in wban areas, Indonesian is invaluable as 
few people under the age of 40 cm speak any Dutch. If the anta were to become independent, many people 
indicated to me that use of Indonesian would iikely continue to be the lingua h c a ,  with English as an 
eventual possibility. 
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allowed as a racial distinction only when referring to the Papuan race and not as a political 

designation. It is rare that these ternis are used publicly in Irian Jaya for fear of reprisal. Irian 

Jaya is intemationally recognized as part of Indonesia, though this recognition is fiequently 

criticized because of the dubious nature of the referendum and increasing awmeness carnpaigns 

by non-govemment groups and hurnan rights ~r~anizat ions .~  1 will use the ternis Irianese, West 

Papuan, indigenous, local person, or the name of the specific tribe to distinguish the indigenous 

Irianese from other islands ~ndonesians." 

Finally, ''Irian" is a Biak word rneaning "hot or shimmering land," used to designate the 

whole of the mainland of New Guinea by Biak speakers for hundreds of yean (Sharp 1994:xix). 

In the late 1950s, afier years of hstrating negotiations with the Dutch over the future of West 

New Guinea, "'Irian" was appropriated by Indonesian nationalists into "lkur Republik Indonesia 

dnti-Nederlands " or "follow the Republic of Indonesia (in the anti-colonial stniggle) against the 

Netherlands." This acronym helped to strengthen the Indonesian Govemment's domestic support 

for an aggressive position against the Netherlands over Irian Jaya's future, but it must be stressed 

that this is not the origin of the word." 

r) - Irian Jaya is not the onIy region within Indonesia with an active separatist movement. Separatist 
movements are also found among the people of Aceh in northcm Sumatra, and the East Tiorese. The 
international attention on the continuhg struggle for independence amongst by indigenous peoples of East 
Timor, 

" In Irian Jaya, die tenns "orang Irian"(1rianese peaon) and "pufera /puteri duerah" (son or daughter of 
the area), are confiising because whilt they are generally used to designate indigenous irianese, they can 
also be used to refer to people of any cuItural background bom in the province of Irian Jaya. There are now 
two generations of migants fiom other pam of the archipelago bom in the province that are considend by 
govemment definition, "Irianese." The ambiguity in this terminology is confiising and it does occasionally 
serve to cover up inequalities in goverment statistics, and gives no hdigenous rights to local populations. 
The term "Orang ali Irian" - an original or "bom and bred" Irianese person is more likely to refer to an 
indigenous irîanese person. 

" For m e r  discussion of this terminology and the Referendum of 1969. see Budiardjo (1988) and 
Osborne (1985). 
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CHAPTER TWO - BACKGROUND TO THE CULTURES AND ARTS OF IRZAN JAYA 

[nan Jaya cornpises the Western half of the mainland of New ~ u i n e a ~  and surrounding 

islands, and covers an area of 42l,98 1 square kilometen, similar in size to California (see Figure 

2- 1 for a map of Inan Jaya and Indonesia). A few degrees south of the equator, its terrain ranges 

from coastal swamps to rugged interior mountains that mn in an east-west cordillera thmugh the 

middle of the island. These peaks represent the highest rnountains between the Himalayas and 

the Andes and reach almost 5,000 meters in height. There is considerable climatic variation 

between the hot, tropical malarial coasts and the interior highlands where night temperatures can 

drop to below freezing and occasional frosts can destroy staple root crops. 

In the broadest of terms, New Guinea was inhabited by populations with distinct cultural 

and linguistic characteristics. The oldea populations of New Guinea col lectively referred to as 

Papuan, have inhabited the region for more than 40,000 years (Thomas 19%: 14). They are 

related to Aboriginal groups of Australia and becarne isolated in New Guinea when the land 

bridge of the ancient Sahul continent (at the end of the Pleistocene glacial period) was 

subrnerged. These peoples Iived as hunier-gatherers and their cultures becarne wel l adapted to 

life in the tropical rainforests. It is known that these Papuan peoples developed agriculture by 

9,000 yean ago (at around the same time as agriculture was emerging in the Middle East). 

Agricultural production in the highlands of New Guinea was highly sophisticated, with complex 

drainage systems and domesticated root crops, sugar cane and (possibly) pig husbandry. The 

second linguistic and cultural grouping which entered New Guinea more than 3,500 yean ago by 

sea bmught with them maritime technologies, pottery (and associated tools) and shell 

omamentation. These populations spoke Austronesian languages (a group of languages found in 

Indonesia and Southeast Asia) and settled predominantly in coastal areas. 

Today Irian Jaya has more than 250 different language groups (and accordingly cultural 

groups, although the nlationships between these has not yet been determined), which can be 

linguistically classified into four distinct phyla. Languagc phylum are made up of gmups of 

languages that may share as little as five percent of the same vocabulary, giving some indication 

of the diversity of Irianese cultures (Muller 1994:27). The vanoety of these languages is clear 

New Guinea, which spans 2,400 kilometres from its western to eastemmost extremes, is just slightly 
larger than the island of Borneo. Irian Jaya and Kalimantan (northem Borneo) contain many of the tribal 
groups stiil living hunter-gatherer lifestyles in modern Indonesia. There are many important paralIeIs 
between these two islads and a comparative study of contemporary indigenous arts in these wo regions 
could be a usefil future research project. 
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when compared to the languages of Europe, moa of which belong to a single phylum. Many 

possible reasons exist for the enomous divenity of cultures across New Guinea. Envimnrnental 

factors, such as Irian Jaya's rugged geography, its surging riven, great mountain walls, vast 

swampy coastlines and tracts of dense inhospitable terrain have contributed to this isolation and 

divenity. So too have human factors, including endemic cycles of warfare, periodic 

fragmentation of ancient trade routes and widely varying political and cultural systems across the 

isIand(s). 

The indigenous population of Irian Jaya today is approximately 1.6 rnilli~n'~ and the size 

of tribal groups varies considerably. ln the moa marginal environrnents in inan Jaya, groups 

may consist of fewer than 2,000 people. In the fertile highlands river valleys where communities 

practice intensive agn*culture and pig husbandry and live in a (Iargely) malaria free environment, 

the natural environment supports much larger communities. There are more than 300,000 

people'7 (Grimes 1996) living in and around the Baliem River Valley in the central highlands of 

Irian Jaya with population densities of up to 1,000 people per square kilometer (Muller 1994: 17). 

The documented history of Irian Jaya, like its many tribal groups, remains fragmented. 

Alrnost a11 literature on lrianese peoples has been written in the past 150 yean by foreigners. Pre- 

contact New Guinea tribal groups had no codified histories and in many cases oral histories were 

not immediately accessible to foreign explorers or researchen. The exception to this was coastal 

villages with established trading networks, where the lingua h c a  in the recent past has been 

Parar MaIajw (or marketplace Malay). The Dutch maintained and encouraged its usage while it 

govemed to region" and since the Indonesian take-over, this traditional lingua franca has been 

taught across Irian Jaya as Bahasa Indonesia (Indonesian language)." 

Background to the Arts of Irian Jaya 

" SIL. The Surnmer hnitute of Linguistics gives a 1995 population estimate for Irian Jaya of 1.64 1,000 
(Grimes 1 996). 

" Karl Heider points out that these peoples who are commonly referred to as the Dani, do not refer to 
themselves by diis name as they mditionally see themselves as belonging to smaller independent political 
units with very closely related languagcs. tn this sense, Heider writes "there is no single Dani tribe or 
language or culture" (1979:29), but he goes on to say that îhe main cultural characteristics he describes 
appIy to the many groups in the Grand Valley. The term Dani is diil the one used to refer to this broader 
group of related peoples. 
n This was expedient as many Dutch govemment officiais and rnilitary were fiom 0th parts of the 
indonesian archipelago (then the Dutch East Indics). 

While Behasa Indonesia &as been promoted in indonwia as a distinct laaguage, it is largely derived fiom 
this fonn of Malay. 
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Rock art sites - paintings or engravings on Stone surfaces including cliffs, caves and 

boulden - are reported in at least twelve areas of Irian Jaya, in both coastal and highlands regions 

(Mead 1979). They are the oldest surviving art form in the region. Some are at Ieast 200 yean 

old and the most ancient are estimated to be more than 25,000 years of age (Koentjaraningrat 

1993 : 1 16). One of the most extensive complexes of rock paintings in Irian Jaya, is located on sea 

cliff faces in the MacCluer Gulf (presently known as Teluk Berau, on the north Coast of the 

Fakfak peninsula), where thirty-six reported sites have been associated with ancient buna1 

grounds. The dating for this rock art cm only be approximated since insuficient archaeological 

work has been conducted in the area." 

The first rock art to be discovered on the island of New Guinea was that near the present 

day town of Fakfak. This encounter by explorers in 1678 predates the earliest discovery of rock 

art in Europe by two hundred years (Chaloupka 1994: 107). The significance of these rock art 

sites to the study of other arts in the region remains largely unexplored but they may prove usehl 

in the future given that there are no extant am~orks from Irian Jaya dating prior to the nineteenth 

century (Kaufmann 1997: 370). Some sites have several layers of motifs that include stencils of 

hands, arms, feet and other objects as well as drawings of birds, lizards, fish. boats, and human 

and anthropornorphic figures. Above the village of Doyo (now Doyo Lama). on the shore of 

Lake Sentani, there are dozens of petroglyphs engraved on large scattered boulden that depict 

tish. [izard and tunles as well as motifs believed to have been derived fiorn bronze Dongson âue 

heads found in ihe area, that have been suggested to bear some relation to motifs found in the 

barkcloth paintings and woodcarvings of Sentani people. 

The influence of the physical environment on art production in Irian Jaya was and 

continues to be significant. Where food was easier to obtain and prepare with fewer houn of 

work. larger scale woodcarving and architectural artistic practices often developed. Broadly 

speaking, Irian Jaya can be divided into three main types of geographical environments: the 

highlands, the interior lowlands and the coastal lowlands. In the highlands, there are few animals 

that can be hunted for meat and foraging is time consuming. To survive in this environment, 

ancient Papuans required agriculture and cultivated taro and yarns, with the eventual adoption of 

the weet potato as the staple crop. The husbandry of pigs is also characteristic of highland 

peoples, and these animals have both spiritual and dietary sipiticance. Even though pigs 

'O George Chaloupka (in Muller 1994) &tes some of the more recent paintings h m  descriptions in the 
accounts of Nineteenth Cenhiry travellers and explorers in New Guinca 

" For more information about the acchaeological investigations thai have been canied out in Irian Jaya, see 
van Baal (1984), who lists the publications of 1. Roder on the MacCluer Gulf rock art. 



compete with these communities for food, they are only killed and eaten on cenmonial occasions. 

The pig is an important commodity in highlands culture and owning pigs is a sign of wealth and 

prestige.32 

In the highlands, carving was a skill used in making practical and necessary tools. 

Generally these were sirnply carved and relatively unadomed. Referring to the carving of spean. 

stone axes and arrows. Karl Heider writes t l ~ a t : ~ ~  

Certainly the nien achieve crahmanship when they spend houn working on a 
spear, heating and bending it to make it straight, and polishing it srnooth. Then 
they color it so that two-thirds of the shafl is black. and the blade. red; these two 
parts are set of f  with a broad braided lime-whitened band.. . Clearly there is non- 
utilitarian elaboration here, but it lies somewhere in that hazy area between art 
and crahrnanship.. . The hafled stone axes and adzes often have interesting 
forms, but they are very utilitarian. Arrow points are usually elaborately notched 
and barbed, but here elaboration is iethally utilitarian. However, below the bars 
then are fkequently engraved zig zags, dots, circles, and wavy lines. Carrying 
nets [made by women] sometimes have added omamentation. But few other 
artifacts have anything which even approaches art (Heider 197958). 

While these comments illustrate a Western bias against utilitarian objects being accepted 

as 'art' (instead they are considered cm@, omamentation, even of functional objects, was 

certainly less elaborate in the highlands than in coastal regions and figura1 npresentations and 

carvings are rare. The exact reason for this remains unclear. One possible reason is that prior to 

adopting intensive agriculture, highlands peoples were hunter gatherers, with a lifestyle that 

required high mobility and a significant arnount of time devoted to the daily collection of food. 

Perhaps it was not practical for a semi-nomadic people to have to carry around large unfinished 

carvings. In support of this hypothesis, Heider (197959) suggests that the songs of the highland 

Dani people (who are horticulturists) have been found to be closely related to those of hunters and 

gatheren. He suggests that "this remarkable finding strengthens the idea that perhaps the Dani 

are now niIl in transition fkom hunting and gathering to horticulture" (Heider 1979: 60). 

32 For this reason. pig skulls are collected in many traditional houses across Irian Jaya They provide a 
record of festivals, of past generosity and wealth. Pig tusks are oAen used as body omamentation and 
motifs derived fiom pig tusks an common in New Guinea art. Traditionally many Irianese in both 
highlands and lowlands tribes would pierce their nasal septum and Wear pig tusks, carved shell or bone 
through the nosc. 

Heidet also mentions a highlaads cave with rock painting of hand impriaa, and geomenic, bird, and 
crescent des@ in red pigment (Heider 197959). 



Christian Kaumiann, on the other hand, suggests that diffennces in the focus of 

ceremonial and spiritual life may account for the comparative lack of omamentation of objects 

and developed cming  traditions in the highlands. He proposes that: 

It may be because there has been a shift in focus in the ceremonial life of these 
societies fiom the mythic-sacnd plane, with its emphasis on cosmology, to the 
social-profane level. As everyday social order occupies the foreground, aesthetic 
expression has become concentrated on self-representation by large patrilineal 
groups, through ceremonies revolving around exchanges and pigs and, at least in 
precolonial times through ceremonial warfare. This is no doubt a relatively 
recent evolution, which started some three hundred yean ago, and which perhaps 
went hand in hand with the spread of sweet potatoes as a staple crop and the 
subsequent sharp increase in the population. (Kaufmann 1997: 382). 

As a result, other arts apart from figura1 carving were more developed amongst the 

highlands peoples including ~inging, dancing, body ornamentation, ritualized warfare and many 

types of fiber work. Highlands communities have many traditional foms of weaving, which 

fultill both utilitarian and ritual functions. ïhey have developed techniques for making string 

fiom natural fiben which are woven into bags or noken and may be decorated with the fur of 

curclû (tree kangaroo), or rabbits (introduced to the ma), the bark of ground orchids, feathers. 

bone, shell or natural dyes. The Dani of the central highlands produce elaborately woven bark 

string skirts wom low on the hips by married women in this fashion, and weave red andfor yellow 

fibers (from ground orchids) into the skirt to miking effect. Other woven objects, such as cowrie 

shells bands, have a ritual role as family heirlooms and bride price wealth (reflecting the Iimited, 

but ancient, trading networks ktween highlands and coastal communities). 

Carving traditions among coma1 cornmunities were generally more elaborate than their 

highlands counterparts. The warmer coastal environment, with fewer population pressures. more 

bountihl marine and land resources (particularly sago, coconut and banana palms and wildlife), 

and access to coastal trade routes, generally meant less time was r e q u i d  to provide adequate 

food and shelter. Carved wooden canoes provided the main mode of transportation in many 

coastal areas and were owned by al1 families. Many were embellished with ornamental carving; 

those used in warfare were generally more elaborately adomed than utilitarian canoes. Though 

coasuii peoples often had more the time, they were, on the other hand, more vulnenible to the 

extremes of nature - including attacks by cmcodiles, sharks, tropical storms, earthquakes, tidal 

waves. excruciating heat and tropical diseases such as malaria. For these reasons their carving 

ofien played an important role in ceremonial practices and rituals desiped to placate spirits 

associated with such phenornena. The best known coastal art traditions in [rian Jaya are those of 

the Asmat, Mirnika (Kamoro) and Biak. 
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Another possible distinction between highlands and coastal communities relerant to the 

production of figural art is the difference in leadership styles between highlands groups and 

coastal groups. GeneralIy speaking, two broad categones of leadership can be discerned in New 

Guinea, the Big Man system which allows any man to achieve power through acts of generosity 

and charisma and the Chief who inherits power through lineage. The highlands communities fa11 

into the Big Man category, while most coastal communities (particularly Austronesian speakers) 

fail into the latter. Heider explains that generally speaking,  the^ is more social mobility in Big 

Man society, and therefore the society is more egalitarian (Heider 1979: 66). It is plausible to 

presume that figural carving traditions in societies where chiefs corne to power by birth right 

developed to affirm the spiritual or historical links between the ruling lineage and the ancestors or 

divine (supematural) forces. 

The meaning of traditional art forma 

The earliest attempt to provide a stylistic delineation of Irianese artistic traditions, was 

published in Dutch by Adrian Gerbrands in 195 1. An English version, entitled "The Art of Inan 

Jaya: A Survey," was published in 1979. Gerbrands wrote that "up until the 1960s, linle was 

known about the arts of the Western half of New Guinea. Some styliaic analysis had been done 

but we knew next to nothing about the cultural context in which the arts functioned" (Gerbrands 

1979: 1 1 1 ). In 1999, this observation largely remains true. The original religious or ritual 

contexts of the traditional arts of Irian Jaya are extremely complex and still highly localized and 

our knowledge of them nmains rudimentary. 

Individual tribal groups had, and most still retain, different languages, cultures. and at 

least aspects of indigenous belief systems, and different foms and hinctions for their arts. In 

general, the arts of Irian Jaya fa11 within the category of Melanesian arts of Oceania, and even 

some classifications of Pacific arts." Art was intricately linked with local spiritual worldviews; 

and it is therefore impossible to understand the traditional meanings removed fiom this context. 

Nicholas Thomas, in his 1995 survey of Oceanic Art  writes: 

Oceanic art was and is created in cultural milieux that do not share Western 
premises about what art is, how it was produced or what its effects are. A 
carving that has human characteristics is not necessarily a 'representation' of a 
human being or an ancestor. It may be better understood as an embodiment of 
that ancestor, as one expression of that ancestor, or it may be a physical container 

" For a detailed treatment of the classifications for Melaaesian, Polynesian, Micronesian and Oceanic 
Arts, see Kaeppler (19975 15-6 13). 



that an ancestor cm be induced to inhabit at certain times. On the other hand, 
designs that appear to be abstract to an outsider, may denote specific animals or 
mytholcgical figures for local viewers (Thomas 1995:9). 

In the course of my own fieldwork 1 realized that even today extreme subtleties in the 

meaning of traditional art forms still exist, and while these are understood by many in the 

communities it would take a long time for a Westemer to gain a thorough understanding of them. 

It is possible that some of the subtleties can still be gathered with more in depth fieldwork. The 

current revival of traditionally based art forms in Irian Jaya today, even if commercially 

motivated has prompted many of the artists i met in inan Jaya to begin documenting these 

traditions thernselves, for fear that many of the subtleties could be lost one day. These artists, 

with their knowledge of local languages and their membenhip in the communities are in a much 

better position to uncover much of this information from village elden and the collective memory 

of the communities. 

The diversity of the physical environment and cultural groups of Irian Jaya and New 

Guinea as a whole is arnong the most varied in the world. The arts comrnunicated a great deal 

about local social and spiritual life, but it is extremely difficult to generalize about these and 

doing so risks obscuring cultural difference. Art was used in exchanges and in Iife marking 

ceremonies such as initiation into adulthood, mamage and death, oflen in corn bination with other 

an fonns such as music, dance and oration. Some arts played an important role in maintaining 

relationships with ancestors, others in ritual warfare and in preserving balance with natural forces. 

Susan Meyn explains that, 

... these works from Oceania hint of penonal relationships; relationships between 
living and dead, between male and female, beh~een people and envimnment ... . 
Melanesian heritage, unlike ours, is oral and conveyed through songs or myths. 
... In Melanesia it is impossible to separate art and ephemeral constnictions fiom 
the natural, social, or supernatutal environment (Meyn 1982: 13). 

Perhaps it is only to Westerners that these arts 'hint' at the cornplexity of relationships in 

New Guinea societies. To the peoples of New Guinea, who had no other visual system for 

encoding these relationships and local knowledge, as they used no written script, the motifs and 

meanings of visual fonns may have communicated rnuch of society's complexity. Contemporary 

Biak artist Micha Ronsumbre, who is featured in Chapter Six of this thesis, spoke for houn on 

end about the meaning of Biak art, and after interviewing him many times, he was never 

exhausted of new things to tell me. I explore Mme of these fiuidamental characteristics of 

Melanesian art further in the case studies in this thesis, as they have important implications for 
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the way sponsors and patrons of Irianese arts relate to both art and artist. In each of the case 

study chapters (Four, Five and Six), 1 provide fùrther background on these traditional contexts for 

art production and meaning, but it is well beyond the scope of this thesis and my knowledge to 

provide a complete understanding of them. 

Arts and the artist in traditional society 

Artists in Melanesia were accorded special statu for their artistic abilities. While al1 men 

made their own personal objects for daily use such as bows and arrows or canoes, generally 

speaking carving invoiving the use of ritual motifs was the responsibility of selected men 

descendant from a long line of carven. Susan Meyn writes that 

Traditions are passed from one male to another. Although most men are 
crabmen, recognized experts or masters are responsible for significant works. 
'These "specialists" also lead a normal daily life, working in gardens or at other 
tasks. Taboos and rimals are observed before a piece such as a large sailing 
canoe is begun, to insure safety and success for both artist and user (Meyn 
1982: 13). 

Chapter Six discusses specific taboos and rituais associated with came carving in the 

case study of Biak artist Micha Ronsumbre. While some taboos and rituals involved art 

production, othea incorporated ownership of motifs. techniques and materials. 

Abar village. on Lake Sentani, was once famous for its pottery, and pottery production 

was the exclusive right of women. (Figure 5-8 shows two pots and pottery motifs frorn the 

Humboldt Bay area near Sentani). The land at Abar has a type of clay that is perfectly suited to 

hand built pottery (personal communication, Pierre Petrequin). There were specific mles 

regarding ownenhip of clay and which women had nghts to work with clay. Only women born 

in Abar had ownenhip rights to clay in Abar, and women who m h e d  outside the village lost 

their nghts to clay, unless appropriate compensation was paid. Wornen rnarrying into the Abar 

community were pennitted to do pottery, but had to be taught by one of their new (fernale) Abar 

relatives (see Solheim and Ap 1977). Another example of traditional restrictions on artistic 

practice was recounted by Tinus Melangsena of Babmngko village on the south shore of Lake 

Sentani. Tinus told that once his village had no carving rights. A strategic marriage was 

arranged with a coastal Tobati village, and appropriate compensation was paid for the bride who 

brought with her carving rights for Tinus's village. Today, Babrongko is renowned for its 

woodcarving (se Figure 2-2). 



Traditional rights and ownenhip of arts in Irianese communities cannot always be 

reconciled to Western appmaches to property. Often art was produced for the well-being of the 

entire community, and this would incfude the anceston. For many of the artistic areas in Irian 

Jaya, there was at least some distinction between art produced in a sacred context and art 

produced in a more profane context. Traditional motifs could designate the clan afEliation of the 

person who owned an object and could not be used by members of other clans. Some motifs 

were reserved for specific purposes or rituals, while others could only be reproduced on objects 

cornmissioned by and made for the use of the chief or tribal leader or his family. For objects such 

as drums and household items belonging to common villagers, other motifs couid be used. It 

would violate taboo in Lake Sentani, for example, if a common villager chose to have a canoe 

adomed with a motif reserved for the tribal chief or ondoforo, and heavy fines would be 

demanded in compensation. 

Finally, women in irianese cultures also produce some art, but their work has largely 

been ignored in the literature on art and has generally been accorded the status of craft. Women's 

mediums are usually in fiber - including net bags and string ski- and barkcloth or pottery (and 

therefore are seen as utilitarian objects, not art)." These objects, however, are ofien decorated. 

and more in-depth studies of arts made by women are needed? In general, figurai woodcarving 

and the production of art for use in ritual was the domain of men, but arts made by women were 

considered no less important as the gender roles of men and women were often conceived of in 

dualistic tems, both necessary and sustaining to the community. 

These traditionai conte- for art production did encompass a certain degree of 

exclusivity in tems of who could be entrusted with the sacred or special knowledge about 

producing carvings and objects that served proprietorial or ritual Çunction. These elements of 

" In villages in the Baliem Valley and in the main tom of Warnena, 1 attempted to speak with women 
about their n o h  I found no women who were willing to discuss their noken with me. 1 noticed in the 
Warnena market, where women sel1 vegetables, chat some will also seli noken to tourists. In general these 
nokn were less intricately decorated than the noken the women wore themselves. Once, when 1 inquired 
about the possibility of purchasing a very finely decorated noken that was not king offered for sale, the 
woman who owned it was f m  that she did not want to sel1 the noken because it was her best work and she 
was keeping it for herseIf, 

l6 While I would have liked to have included more art by women in thh diesis, I found that women, in 
general, were extremely reserved around foreigners. Today, the Batik Irian factory employs lrianese 
women to do batik work, but most contempocary art for sale is produced by men. In Kayu Batu, a village 
now encornpassed within the city of Jayapura, I attempted to meet elderiy women artists who were said to 
still be making pots in the traditional style. I found that there was only one woman still alive who could 
produce the pots but her health had deteriorated to the point that she was no longer producing pots and was 
unable to speak with me. A younger maIe relative by the name of Robert Obei had ken  trained by her to 
carry on potting. Robert explained tu me that he was canying on with pmducing pots because it would be a 
means of eaming an income for h h .  
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Irianese art and the effect of foreign intrusions into Irianese communities, are discussed fùrther in 

the case studies. 
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CEIAP'IXR 3: SITUATLNG IRIANESE ARTS AND CULTURES IN GLOBAL, 

NATIONAL AND LOCAL CONTEXTS 

The globalization of culture is not the same as its homogenization, but 
globalization involves the use of a variety of instruments of homogenization.. . 
which are absorbed into local political and cultural economies, only to be 
repairiated as heterogeneous dialogues on national sovereignty, free enterprise 
and fundamentalism in which the state plays an increasingly delicate role ... 
(Appadurai 1990: 16). 

This chapter establishes the framework within which 1 examine contemporary art 

production in Irian Jaya. It presents a history of how global, national and local interests have 

collided, collaborated and contested with one another over the control of art production and 

cultural expression in the region. I illustrate these points witb observations I made in the field 

and in the literature on Irian Jaya. With expanded possibilities for communication, ûavel, and the 

circulation of objects and ideas in the late twentieth century, it is necessary to understand 

contemporary art and culture as influenced by global, national and local inter-re lationships. 

These three levels are not rnutually exclusive, they "overlap and interpenetrate" (Thomas 1994: 8) 

with one another in ways that create the unique contemporary situation in irian Jaya. In this 

chapter 1 will introduce the global, national and local levels sequentially in order to understand 

the background and context of each more fully. It will then be possible to better appreciate their 

interactions in the case studies presented in Chapters Four. Five and Six. 

IRIANESE ARTS DRAWN LNTO A GLOBAL FRAMEWORK 

It is no mean feat to transport 30-foot carved poles from Irian Jaya to New York, 
and it requires a collecter or museum both wealthy and detennined enough to do 
it (Errington l994:2Oî). 

When seaf 'ng  foreignen reached the shores of New Guinea they set into motion a flow 

of objects and cultural exchange with the coastal peoples. Asian traders came to New Guinea in 

search of native products. They found bird of paradise and their mapificent feathen, massoi 

bark (an aromatic bark), beche-de-mer (also known as trepang - a kind of edible sea slug), and 

Papuan slaves," which they simply took or traded for g d s  such as iron, cloth, beads and 

37 There was no knowu trade in artifacts by Asim traders. The interest in Inanese artifacts began with the 
arriva1 of Ewopeans in the region. One of the fust commodities of Irian Jaya to be exploited by Europeans 
were exotic feathers of birds of p d i  used in fashionable hats (Swadling 1996). 



porcelain (Osbome 1985: 5-6)." The first recorded visitors to New Guinea were Snvijaya 

merchants fiom Southem Sumatra who arrived in the Seventh Century. The Surnatran King of 

Srivijaya is said to have bestowed upon the Emperor of China g i h  that included some "Seng-k'i 

girls," thought to refer to a race of dark skinned and f i i n y  haired people believed to be from New 

Guinea. "Fu~y-haired" men and women are depicted on the reliefs of the eighth-century 

lavanese monument of Borobudur. (Souter 1963: 17) The Nagara-Kertagarna, a Javanese poem 

of 1365 A.D., mentions two New Guinea territories (Onin and Seran, on the southwest side of the 

"Bird's Head") as belonging to the Indonesian kingdom of Majapahit, though the extent of this 

control is disputed and genenilly believed to have been negligible. 

The relationship between Papuans and the outside world began to change as European 

sea powers explored the Pacitic Ocean. The Portuguese were the fint Europeans to reach the 

island of New Guinea when navigating the Pacific in search of spices that were being imported 

into Europe via the Middle East (Osbome 1985: 7). European colonialism would have a far 

greater impact on the lives of most Papuans than regional trade. Robin Osborne writes that 

Unlike the Asian traders, the Eumpeans wanted not the produce of New Guinea, 
nor its strongest males and loveliest maidens. They sought permanent footholds 
ashore, settlernents from which they could control the sea-lanes of the Spice 
Islands (Osborne 1985: 7).39 

In West New Guinea, the Dutch took advantage of Asian traders to act as intermediaries 

with the local people and they continued the use of the trading lingua francs, P m  Maluyu 

(marketplace Malay). From 1660 to 1905, the Dutch ratified a series of treaties that enabled the 

Sultanate of Tidore to administer West New Guinea on their behalf, as the temtory was perceived 

to have limited resources. but high stnitegic value (Swadling 1996: 16). In this way, the Dutch 

38 Parnela Swadling clairns that the "Naairal resources peculiar to New Guinea and nearby islands have 
provided attractive vade items for distant markets for at least 5,000 yean" (1 996: 15). Archaeological 
remnants of this exchange, inciude approximately a dozen prehistoric Dong-son bronze axe heads and a 
fragment from a bronze kettIednim that have been found in the Bird's Head and Lake Sentani regions of 
Irian Jaya respectively These bronze artifacts have been detemined to be over 2,000 years of age, ranging 
up until approxirnately AD 250. Swadling daims that the dates of thex artifacts coincides with îhe fust 
trade boom in New Guinea that Iasted up until AD 300, when Asians are known to have sought bird of 
paradise plumes. Some of these ancient bronzes were unearthed "by villagers in places where sacred 
objects used to be buried, other were held as heirlooms in men's houses" (Swadling 1996: 205). 
39 It is fiequently written that the Asian parties came ir~ search of trade only, with no interest in c a p t u ~ g  
temtory or settling in the area. It is possible, however, that the motives behind these emissaries and trading 
parties were never documented. The Spanish explorer, L u u  Vaez de Torres, who voyaged dong the South 
Coast of New Guinea in 1607, observed some Islamic traders trying to convert Papuans to Islam by force. 
In one of his letters, he writes that "At the temination of this land, we found Mahometans [sic] who were 
cIothed with artiilery for service, such as falconets and swivel guns and arquebuses. They go conquering 
the people who are called Papuans and preach to them the sect of Mahomet" (quoted in Osborne 1995: 6). 
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held West New Guinea as a buffer zone against British and German imperial interests (active in 

the eastern half of the island) to protect the more economically important part of their East Indies 

colony. Dutch interest in the resources of its New Guinea holding took some time to develop as 

many of the resources were only discovered with more extensive explorations, and were dificult 

or costly to extract, such as oil, gold and copper. Even by 1938, the Dutch administrative 

presence in Western New Guinea was limited to a collection of coastal villages and many coastai 

and highlands areas had not been contacted. 

Dunng the Second World War, Japanese forces seized control of the Dutch East Indies 

including Netherfands New Guinea. The Japanese, who arrived initially as "Iiberators," quickly 

established a reputation for themselves among New Guinea peoples as being more brutal than the 

Dutch, and this seemed to engender greater tolerance of Dutch rule after W W I  (Osborne 

1985:13). In 1944, General Douglas MacArthur defeated Japanese forces to establish the Allied 

Headquarters, Southwest Pacitic Region in Netlierlands New Guinea, and HoIlandia (present day 

Jayapun) was transformed into a huge Allied base of operations with over 250,000 men (Muller 

1994:44). With the Japanese surrender in 1945, the Dutch regained temporary control of West 

New Guinea, but the War and events which folfowed if had made their early visions of its tribal 

peoples passé, while post-War dernands for decoionization made their aspirations for the future of 

Netherlands New Guinea impossible. 

Plundering Culture: European Explorers, Colonizers and the Early Collecting Of Arts 

For those who yearned after the obscure, and its promise of wonden, New 
Guinea was the world's last great hope. Earlier in the nineteenth century these 
yearnen - eccentrics and romantics, adventuren and confidence men, collectors 
and prospectors; the froth, as it were, on the heavy ale of coloniaiism - had had 
plenty of room to play in, but by 1875 their world had contracted greatly. 
Because New Guinea dominated this dwindling world, its history is perhaps 
frothier than that of any other frontier land (Souter 1963: 9). 

Early explorers' fascination with New Guinea did not generally extend to indigenous 

artifacts or art objects. Initially, these objects were considered to have little aesthetic or artistic 

value by the Europeans who encountered hem though there wss the odd explorer who sought 

artifacts as souvenirs. An example was the Italian naturalist, Luigi d'AIbertis, an eccentric who 

explored both east and West New Guinea in the 1870s (Souter 1963). He came not as a 

representative of any European power, but as an individual on a quest for adventure. His bold 

and aggressive approach to exploration characterizes one extreme in the early relations between 



Europeans and Papuans. He "harassed the local people of the Fly, shooting off fireworks and 

stealing artifacts" (Muller 1994: 37). 

ûther European explorers and colonizen were more measured in their interactions with 

local people. Many of the earliest objects acquired by foreigners h m  New Guinea were 

obtained through trade. Trading was ofien used by exploren and early colonial officiais as a 

peaceful introduction to local people and the items acquire by these Europeans were generally not 

in popular demand before the early twentieth century. While in some areas the locals were 

repeatedly and reputedly hostile to outsiders, generally after oflen tense initial encounters, many 

Papuans were enthusiastic to exchange some of their iocally produced objects. The Papuans' 

taste for Asian trade goods continued even d e r  the amival of early Europeans. Dirk Srnidt 

describes early European collecting practices at the tum of the Twentieth Century as follows 

Though the Papuans sometimes displayed hostility toward the collectors at first 
contact, the encounten were mostly charactetized as peaceful. The Papuans 
traded ethnographical objects for Western goods that were a particular source of 
temptation to them. Certain items, such as beads, Chinese porcelain and iron had 
already entered the local trade system as a result of early contact with traders 
frorn Tidore ... and Spanish, Portuguese, English and Dutch navigators; at the turn 
of the century, desirable goods included hatchets, bush knives, axes, fishhooks, 
mirrors, tobacco, iron bars, silver coins (which were melted down and fashioned 
into bracelets and other jewelry, copper wire (used for arrow and spearheads), 
razor blades, textiles (including wom clothes), empty bonles, possibly also gin. 
guns, gunpowder, lead, and even clockwork toys, penny whistles and mouth 
organs (Dirk Smidt 1992: 195). 

Many of the objects collected by the Dutch colonial administration were subsequently 

donated to national museums, like the National Museum of Ethnology in Leiden. opened in 

1 837,M or the Koloniaal Museum which was founded in Haarlem in 1871 )' The Leiden 

museum's role, according to its fint director von Siebold, was ". . .to foner understanding of non- 

European man, woman and culture;" and, more pragmatically Von Siebold clairned in 1837 that 

the museum "will be particularly useful if missionaries, civil servants and officen, merchants and 

seamen visit it and prepare themselves there, before undertaking shipping and trade with foreign 

countries" (quoted in Smidt 1992:203). According to David van Duuren, Curator of the Oceanic 

Collection of the Tropenmuseum, Amsterdam, the Koloniaal Museum was initially assembled 

from collections of curios from HoIland's colonies that had k e n  assembled by private collectors 

According to curator Dirk Smidt, the Oceanic Collection at the Museum of Leiden contains about 7,600 
objects fkom New Guinea's northwest Coast alone (Smidt 1992: 193). 

" The name of the Koloniaal Museum was changed following decolonisation to the Tropenmuseun, or 
Museum of thc Tmpics. and is located in Amsterdam. 



in the 17th and 18th centuries and displayed as Wunderkammers, cabinets of wonder or 

curiosities (1993209). For 52 years, the museum was sponsored by the colonial office. 

Ethnographie objects were placed in the crafts department so that they rnight serve as rnodels for 

the production and manufacture of crafks in Holland. These early colonial collections and records 

were substantial, but there was little interest in the iconographical meaning of the objects in local 

culture. Many of these important early collectors were in the colonial administration in other 

roles, and collected objects in their spare time." No in-depth studies of the meaning of these 

objects were sponsored by the colonial administration, though bey were generally well described, 

engraved, or in later years photographed. 

In the late nineteenth century, artifacts were not really valued as objects worthy of study 

in and of themselves, but oflen served to illustrate expedition reports and early ethnographical 

and anthropological studies. Tribal objects were considered curiosities that exemplified the 

strangeness and "Otherness" of the colonized peoples. Objects were not perceived to have 

aesthetic value but rather a sort of sublime grotesqueness that could astound and honi@. 

Convenely, these cultures were also often exoticized and romanticized. Cultural artifacts were 

appropriated by the Dutch as symbols of colonial conquest, and formed part of the tribute or 

possessions of the imperial nation that afforded a glimpse of the far flung empire to the masses 

who remained at home. Yet because of these early collections, examples of art foms no longer 

pmduced in Irian Jaya have been preserved and these create visual ternplates (see Figure 6- 12) 

which can be used to reconstruct artistic styles and some artistic practices (as discussed in 

Chapter Five). 

Secularizing Culture: Missionaries - From Burning Idoh to Sponsoring Arts 

"In these days," wrote the Rev. Samuel McFarlane, who f int visited New Guinea 
in 187 1, "when so many have done what not many years ago was known as 'the 
grand tour': when alligator shooting on the Nile, lion hunting in Nubia, or tiger 
potting in India can be arranged by contract with Cook's tickets; when the Holy 
Land, Mecca or Diva are al1 accessible to toutists; when every mountain in the 
Alps has been scaled, and even the Himalayas made the scene of mountaineering 
aiumphs; when shooting buffaloes in the Rockies is almost as cornmon as potting 
grouse on the rnoorr, - it cornes with a sense of relief to visit a country really 
new, about which little is known, a country of bona fide cannibals and genuine 

" important early collectoa included participants ofearly expeditions of scientific organizations sucb as 
GAJ. van der Sande, HA. Lorentz, and L.F. de Beaufort; Dutch civil servants who joined goverment 
explorations and scientific expeditions includhg F.C. de Clerq; and members of the Dutch military, nich as 
A.I. Gooszen (Smidt 1992: 194). 



savages, where the missionary and explorer huly carries his life in his hand" 
(Souter 1963 :4). 

The first (Protestant) missionaries arrived in Netherlands New Guinea in 1855. By 1935 

over 50,000 Papuans were claimed to be Protestant. Catholic missions, generally in the southem 

coastal regions, estimated their converts at 7,100 in 1933 (Gamaut and Manning 1974:  IO).'^ In 

many regions of West New Guinea, early missionaries worked among local communities for 

years prior to the arriva1 of colonial administrators. It was the rnissionaries who camed out the 

rnajority of the early administrative duties, especially in education and health care. Mission 

teachings, supported by the colonial administration, also sought an end to intertribal warfare, 

ritualized headhunting and cannibalisrn. During the process of conversion to Christianity, 

woodcarving was largely banned by missionaries, because of its embedded role in indigenous 

animist belief systems, ancestor worship and warfare. 

Some academics and postcolonial theorists now see this breakdown of indigenous social 

and power structures as an integral part of the imperial subjugation of colonized peoples (Thomas 

1994). Missionaries played an important role in reorienting the traditional values and practices of 

the indigenous peoples to those compatible with colonial rule. The removal or destruction of 

sacred. culturally significant objects and the associated beliefs and rituals that made up the local 

worldview, created a vacuum in local communities to be repiaced by European trade goods, 

imported religion and the colonial administration. The nlationship between colonisation and 

missionization has recently been discussed by Thomas (1 99 1, 1994). 

The handing over of spiritually significant objects was also promoted abroad by 

missionaries as evidence that they were winning the Rght for Christianity (see Figure 3- 1, 

"Buming idols" in Thomas 199 1 : 1 55) Dirk Smidt suggests the pragmatic uses some missionaries 

found for these artifacts: 

In Holland, the objects coilected by the Protestant Mission were sometimes used 
in exhibitions aimed a< obtaining support For its missionary work ... In New 
Guinea, itself, sales of objects were organized as pari of missionary 
manifestations ... Sometimes, complete cames were brought in for a sale or for a 
raffle on behalf of the evangelization fund (Smidt 1992: 195). 

Most of the accounts of such artifacts being surrendered by local peoples corne h m  late 

Nineteenth and earIy-mid Twentieth Century mission records. The destruction of culturally and 

" in general, Rotestant missionaries have beai most active dong the north coast of irian Jaya while 
Caîholic missionmaries have establistied in some parts of the highlands and dong the south coast. 



spiritually significant artifacts had not ended by the 19SOs, but it appeared that missionaries intent 

on such practices were maintaining a lower profile. 

In 1998, during the coune of my fîeldwork, 1 was shown a dozen carved wooden palm 

wine spoons said to have been rescued from a tire which had been started by local people at the 

behea of newly arrived Bethe1 church (Gereja Bethel) rnissionaries in the Ayamani ~ a k e s ~  

region of Inan Jaya (see Figure 3-2). The twelve spoons were rescued fiom the fire by an an 

dealer based in Jayapura and were now in his art shop to be offered for sale to tounkts or art 

collectors. 

The people of the Ayamaru area were apparently still practicing their traditional anirn ist 

religion pnor to the amival of Indonesian Bethel missionaries. The Bethel Church is one of the 

stricter Protestant churc hes (Pentacostal) and it proh ibits the consumption of alcohol. Apparent1 y 

the missionaries had suggested that the people tum in al1 of their ritual items used for drinking 

alcoholic palm wine, as well as those associated with 'ancestor worship', including some large 

carved wooden ancestral bowls and platten (objects that were heirlooms to the people). The art 

dealer also acquired several carved abalone shell bracelets fiom the local people that were 

traditionally used for mas kawin or bide price. While it is  no longer the nom, it seems both 

remarkable and shocking that some missionary groups in the field still penist in such practices 

that are oow strongly criticized by scholars and many rnissionaries who see this heavy handed 

technique as outdated and unreasonable. 

Different missions and missionaries continue to use a wide variariety of techniques bring 

their religious message to Irian Jaya's tribal and urban communities. By contrast to the story of 

the Ayamani people, the Asmat people of the southwest coastal and river systems, have had a 

very different experience with the Roman Catholic Crosier missionaries than the people in the 

Ayarnaru area have had with the Bethel missionaries. With the help of the Crosier missionaries. 

Asmat art was revived in the late 1960s and early 1970s and continues to play an important 

cultural role for the Asmat people, even though this has changed in many ways. The successful 

44 Ayamaru is a remote location in the interior of the Bird's Head region, inland fiom Sorong. 1 should add 
chat I have not been to Ayamaru myself and have been unable to corroborate this story. This information 
w u  provided by Nico Tanto (who owns an Art Shop in Jayapura) on Apnl of I998. Nico Tanto has a 
prominent role in Irianese art, as he is both a shop owner and employee of the Museum Loka Budaya in 
Jayapura. Unlike most art traders in Irian Jaya, Pak Nico searches for quality art pieces, focussing on arts 
of the norîhwest Coast region around layapura Pak Nico explained to me that in January of 1998 he went 
on a very disappointing buying trip to the Sorong area. He spent a considerable amount of rnoney on this 
trip, and came back, in his estimation, virtually empty handed when he compared it with previous trips he 
has made to the ngion. One of the main reasons for his Iack of success in buying art works in January was 
the arrivai of the church and the destruction of ethnographie and religious objects of interest to foreign (and 
some domestic) buyers. 



revival of Asmat art has becorne henilded as an inspirational and appropriate model for the 

revival of art in other areas of the province."s 

The Popularizing of Asmat Art and Dutch-Indonesian transitional art progrnms 

The first foreignen to establish themselves in the Asmat area were Catholic missionaries 

in 1953, who began setting up schools and clinics? Proselytizing began in earnest, and tobacco 

was Yiberally used by missionaries as both payrnent and a kind of modest bribe" (Wassing 1993: 

28-9). Despite the ban on headhunting, woodcawing (traditionaily associated with headhunting 

and ancestor wonhip) flourished as collectors from around the world and several European 

museums (particularly those in Holland) began dispatching people into the field to snatch up as 

much "authentic" Asmat material as they could find. Jac Hoogerbrugge explains that 

By "genuine." I mean items that were both traditional in design and had been 
used. This collecting caused great upheaval among the woodcarvers, who were 
suddenly confionted with a hitherto unknown demand from outside. Thus, they 
set out enthusiastically to produce new objects which, to their great dismay, they 
soon found out were not in demand. Because they were new, they lacked the 
patina of age sought by the museum representatives (Hoogerbrugge 1993: 149). 

In the early 1960s' Adnan A. Gerbrands of the Rijksmuseum in Leiden did eight months 

of fieldwork for his famous study of Asmat artists in the village of Amanamkai in 1960-6 1. and 

commissioned many new carvings fiom local artists?' The world's attention tumed to the Asmat 

region when youngest son of New York govemor and billionaire, Michael Rockefeller, died there 

'' Asmat art is the best documented art in Irian Jaya today, and several publications have included sections 
on contemporary woodcarving, Because my trip to Asmat (as described in Chapter One) yielded no ftnt 
hand interviews with artists, and because so much matenal exists on Asmat art, it is not a focus of this 
thesis. For more information, see Smidt 1993; and Konrad 198 1. 

Historically, the Asmat were not fnquently visited by foreigners suice they had developed an early 
reputation of reacting aggressively towards newcomers. Captain Cook visited Asmat in f 770 and was 
attacked as he and his crew tumed to retreat to their boat after deciding that the Asmat were not interested 
in meeting on peaceful ternis. In 1902 an administrative post was established at Merauke, fiom where 
Dutch officers would make occasional forays into Asmat temtory. During the fim two decades of the 
1900s, some carvïngs were taken out of Asmat, which incited some interest in Europe that led to the 
collecting expeditions of ethnologist Paul Win in 1922, and Lord Moyne in 1935 (Schneebaum 1990: 17- 
18). It was not until 1939 that the first Dutch administration post was established in Agats. Soon after, the 
Dutch abandoned Agats when the Japanese Imperid anny arrived on the southwest coast dwing WWII. 
The Dutch goverment re-established itself in the ana in 1954. 
17 Gerbraads' study which was published in English as Wouklpits: Elghr Asmut Woodcmers of ~Vew 
Guinea, in 1967 disputes the myth of the anonymous tribal artist and presents the individual styles of eight 
Amanamkai artists. 
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while on a collecting trip for the New York Museum of Primitive Art in 1961 M e r  the 1962 

transfer of Netheriands New Guinea to Indonesia, the Indonesian govemment in an effort to stop 

al1 warfare and headhunting banned most Asrnat ceremonies, drumming and dancing and 

destroyed many yeu or traditional men's houses. Old ceremonial carvings were also destroyed 

and only a few utilitarian items such as came paddles were still pemitted to be carved. 

During this period, the Crosier Missionaries encouraged Asmat artists to continue to 

carve, and they collected as rnuch art as they cou~d.'~ The Crosier missionaries were inspired by 

the Papal teachings of Vatican 11, which outlined that indigenous cultures shoutd be allowed to 

maintain their cultural identity, defined as separate from spiritual or religious identity." The 

Crosien designed rheir churches to incorporate traditional Asmat style carvings and priests gave 

mass while wearing parts of the traditional regalia of the Asmat-including cuscus (tree 

kangaroo) fur headbands, bird plumes. Asmat Song and dance was encouraged in church, as was 

the use of the local language." Over time, despite the Government's ban, some traditional feasts 

and ceremonies continued but these were ncontextualized and Biblical adaptations provided and 

explained, while othen - specifically those with direct relation to headhunting practices - were 

banned or replaced with something deemed more suitab~e.'~ 

48 The most up to date and substantial analysis of the various theorîes surroundhg the death of Michaef 
Rockefel ter can be found in Toohey (1 997). 

Tobias Schneebaurn suggem that foreip researchers such as the medical researcher Carleton Gajdusek. 
expressed strong criticism of early Crosier Missionaries and that this may have prompted the Crosiers to 
reevaluate their approach. Schneebaum stated "During Gajdusek's fmt patrol in Asmat, he was not 
impressed by the Crosiers he met. He later wrote his opinion in his West New Guinea journal of that year. 
The Crosien read his entry, took his comments to heart, and committed themselves to courses and degrees 
in anthropology and sociology for al1 missionaries who followed. Subsequently, the Crosiers began 
compiling important studies of Asmat culture, which were published in their own journal, An Asmat Sketch 
Book (Schneebaum 1990: 22). 

'O A similar perception of culture as secular was promoted by the indonesian goverment, and will be 
discussed M e r  in Chapter Five, 

" In 196 1, Vatican II was issued. "To the world religions it spoke of the church's admiration of the 
spiritual values that had been preserved in those traditions that did not know the name of Christ. And to ail 
people, believers and unbelievers, the council expressed its respect for the integrity and freedom of 
hurnanity and its repudiation of coercion as a means for bringing people to faith." This also involved 
". . .encouraging the use of the vernacular in the Iiturgy and greater lay participation everywhere" 
(Encyclopedia Britannica 1999). At this the ,  it also became compulsory for Crosier missionaries to have 
anthropo logical training. 

'' "Whm headhunting is unsuccessful and heads are scarce, a wooden head hss been cmed  to serve the 
same symbolic purpose; and with the advent of missionaries, coconuts have replaced in displays, rituals, 
and cerernonies the head, which originally had symbolised the coconut or sago nut, metaphoricaIly 
assuming the fertility endowed in these seeds* (Gajdusek in Schneebaum 1990: 78). 



Further inspired by Vatican II, the Crosiea decided to make socio-econornic 

development a part of their missionary vocation and to support the United Nations programs in 

Irian ~ a ~ a . ' ~  In 1968 a new United Nations Development Program aimed at developing 

sustainable industry development in West Irian was initiated in conjunction with the Department 

of Srnall-Scale Industries (Departmen Perindustriun). One project, known as the Asmat Art 

Project (1968-741, sought to develop art for export. As part of this work, the Asmat Art Project 

joined with the Crosier Mission in Agats to establish the Asmat Museum of Culture and Progress, 

which was oficially opened on August 17, 1973 (see Figure 3-3)." 

The Museum was intended to become a repository of Asmat traditional and contemporary 

carvings and has sought to stimulate carving among the Asmat people through an annual carving 

cornpetition and auction. To build its collection, the Museum keeps the winning pieces in each 

of the many carving categories, while the rest are auctioned off. The auction has provided an 

incentive for carvers to try to irnprove their carving and to be creative. The auction format has 

since been adopted by Freeport for its Kamoro-Sernpan auction in 1998 (see Chapter Four), and 

most recently in Jayapura at a 1998 barkcloth auction (Pameran Kulit K' 1998 discussed in 

C hapter Five). 

The FUNDWI program (Fund for the United Nations Development of West Irian) also 

established a project to train Irianese people to produce batik cloth with Irianese motifs (Figure 3- 

4). The project, known a s  Batik Irian, began with the goal of divenifying souvenirs and 

handicrafts marketed to tourists. The use of batik, a textile tradition imported fiom Java, was 

partly chosen for its appeal to domestic tourists. Batik artists fiom Yogya and Solo traveled to 

Jayapura to train local staff and help set up the batik factory. This project began in 1983 and 

while it is still running today, it has encountered many dificulties since its inception. The 

necessary supplies, including dyes and rnetal cap batik stamps (see Figure 3 3 ,  are produced in 

and imported from Java. The designers of Batik Irian have also been hstrated by the lack of a 

steady supply of dyes and chemicals, many of which have deteriorated and discoloured by the 

time they arrive via ship in Irian Jaya." These delays have fiequently resulted in the lay off of 

" In this capacity, the Cmsier rnissionaries ofien mediaied on behalf of the Amat people with l e  
Indonesian government or foreign Iogging companies (Trenkenschuh, ed. Vol. 1&2). 

" August 17' is celebrated as the anniversary ofindonesia's independence fiom the Dutch. This is the 
earlien reference I have corne across that shows the indonesian cenüist practice of combining meaningfùl 
local occasions with naticsnaiist commemorations, discussed M e r  in the national section of this chapter. 

" As a result, Batik Irian is renown for its gaudy colom, which werr pcesumed by some people to rrflect 
a lack of aesthetics. Lime greens and bright oranges were among the colours that Batik Irian designer 
Yansen Marwery, a Sentani man complained to me about. 
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lower level ernployees who produce the batik. The majorîty of Irianese occupy lower level 

production based positions (as opposed to administrative), so many were unsatisfied with the 

instability of their jobs. The program trained more people in batik production than have yet been 

provided with work, and some production eguipment is still sitting in a storage room waiting to 

be used. 

Batik inan has becorne very popular as a result of an Indonesian govemment program 

that seeks to promote regional identity by designating one day every week when civil servants 

must Wear "b~i~ana daerah" or local fashions to work. This govemment policy might have 

encouraged the local lrianese Batik indu-, but it is incidental to broader National Govemment 

policies which have resulted in Batik with lrianese motifs being whoily imported fiom Java by 

privately owned batik stores in cornpetition with Batik Irian. These are already more successful 

than Batik Irian because they can get a better range of colours and cheaper labour in Java. Over 

the years, many FUNDWI projects were taken over by provincial government departrnents, and 

today the Fund is bankrupt. FUNDWI was unable to create durable models for art, transport, 

agriculture or infiastructure development that would function in an Indonesian context, for a 

variety of institutional, cultural, economic and political reasons. 

The Dutch colonial period was profoundly significant in shaping Indonesian Govemment 

institutions, national ("Indonesian") attitudes and the role for religion in the nation. In Irian Jaya, 

definitions of progress and spirituality once seen as distinctly Western have been irnposed by the 

Indonesian State and some missionary groups in attempts to develop Irianese people and the 

resources of the province. This has reinforced perceptions established since the earliest Eumpean 

encounters with Irianese people, including dichotomies of traditional ("primitive") and modern. 

The legacy of these early global acton and other more ment international influences in Irian 

Jaya continue to be imposed and oAen mediated through local, provincial and national 

government policies and practices. 

The approaches that Europeans have taken towanls collecting, documenting and 

displaying tribal objects and cultures have changed drarnatically over the yean. These range 

h m  the wonomic approach of the early colonial administration, including fieid oEcers, 

missionaries, and anthropologists; to the inclusion of these objects in natural history and 

ethnographic museums to the inclusion of these objects into art museums only f i e r  their aesthetic 

appeal was 'discovered' by Western artists such as Picasso and the Surrealists. Contemporary 

academic approaches attempt to allow local voices to be heard. The origins of these 

developments or changes in approach are now seen in contemporary pst-colonial theory and 
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museurn studies as being fimly entrenched in changing Imperialist ideologies and Western 

classifications and assumptions about other cu~tures.'~ 

IRIAN ARTS ASSIMLLATED INTO A NATIONAL CONTEXT 

The biggest problem of these Irianese or Papuans or whatever you cal1 them is 
that they have different cultural values. If they can manage it, they want to go 
through life doing nothing at all. We don? need people like that (Dr. Mochtar 
Kusamaatmadja, Indonesian Foreign Minister, quoted in Deihl and Gordon 
1987: 1 55). 

Culture is closely tied to the national development now king implemented, 
because on the one hand development requires prerequisite cultural values that 
suppori development while on the other hand developrnent results in side effects 
whose resolution hopefully can be discovered by rneans of culture (Statement 
frorn Repelita III, Govemment of Indonesia quoted in Yampolsky l995:708). 

This section will consider the creation and imposition of Indonesian cultural values and 

how these impact on regional arts and ethnic groups within the country. The quote above, by the 

former Indonesian minister for foreign affain, Dr. Mochtar Kusamaatmadja, illustrates how the 

Indonesian State has embraced a culture focussed on progress and development. This 

preoccupation of the New Order govemment with economic development cm be traced to the 

origins of the Indonesian State. 

Nation building - including the creation of national unity, stability and economic 

development - has been the focus of the Indonesian government since it proclaimed 

independence for the peoples of the Dutch East Indies in 1945. With the withdrawal of Dutch 

tmops in 1950 (except fiom Netherlands New Guinea), Indonesian Nationalists lost their most 

compelling argument far solidarity among the various ethnic groups cornprising the new nation of 

Indonesia (overthrowing the Dutch). There was no precedent for the far-naching unity that 

colonial rule had brought to the previously separate kingdoms and sultanates in the archipelago. 

Funhermore, regional antagonisms had k e n  exacerbated by the Dutch colonial practice of 

"ethnic divide and nile" (Anderson 1987:74). The need to develop a uniQing principle and focus 

of allegiance amongst the various ethnic groups was one of the most pressing issues facing the 

new nation of Indonesia, and it continues to be a major concern today. How cm this diversity be 

drawn together when fragmentation seems imminent? Sukamo, the fint Indonesian President, 

was faced with the task of creating unity among over 300 different ethnic groups in the country. 

" For more information about this pmeess, set E n i n a n  (1998), and Pricc (1989). 
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One of Sukarno's tactics towards creating unity was to re-ignite anti-colonial sentiment to wrest 

Weçt New Guinea fkom the Dutch (Andenon 1987:75)." 

Under the Dutch, West New Guinea was administered separately fiom the remainder of 

ihe East Indies, and as such was not included in Holland's m s f e r  of sovereignty to lndonesia in 

1949." International1 y, proponents of a growing anti-colonial movement (following World War 

II), sought independence for al1 colonized nations and believed that these new nations should 

inherit al1 temtory administered by their former colonial regimes. West New Guinea held deep 

nostalgie significance to Indonesian nationalists, though few of them, including Sukarno himself. 

had visited the region before 1963 (Anderson 199 1 : 1 77). Between 1927 and 1943, Dutch 

authorities exiled anti-Dutch nationalists to Digul prison located in the inhospitable southeastem 

malaria1 swamps of Netherlands New ~ u i n e a ~ ~  in the district of Merauke. The prison had no 

walls because the harsh environment was believed sulficient to contain the inmates. Many of 

those interned there or who died in the Digul prison later became heroes of the Indonesian 

revolution (Shiraishi 1993), and "Indonesia Fne from Sabang to Merauke," became the 

nationalist slogan for the "1 iberation of West Irian" (pembebusan Irian Burut) carn paign (Sabang, 

at the northwestem tip of Sumatra, is the westernrnost point of the nation while Merauke is the 

easternmost). Throughout the 19 SOS, negotiations were held between Indonesia and the 

Netherlands, but with strong international advocates of de-colonization, Holland's daim to West 

New Guinea gradually weakened. 

The Dutch, not wanting to lose their last colonial holding to Indonesia made a hasty 

attempt to groom West New Guinea for independence? They argued on racial and cultural 

grounds that these Melanesian peoples were different to the Malays of the rest of Indonesia, and 

should therefore be granted seIf4etermination. This plan ended abmptly in 1962, when 

Indonesia dropped paratroopers on coastal towns in Netherlands New Guinea, showing 

Indonesia's deteminaiion to obtain the region. The dispute lasted until 1963 when a United 

Nations' intervention gave temporary authority to Indonesia with the provision that a referendum 

'? It has also been suggested that Sukarno adopted an antagonistic srance towards Malaysia, thereby 
creating another enemy against which the nation could unite (see Schefold 1998:269). 

" At the the ,  the Dutch claimed the West New Guineans were racially diffemt from the Indonesians, and 
should be given independence. 

" Digul prison was located roughly 450 kilomems up the Dipl river fiom the coastal administrative tom 
of Merauke. 

The masoas why the Dutch wanted to retain Netherlmâs New Guhea are many and complex. A full 
discussion of them is beyond the scope of this thesis (for more information see Lijphart 1966; Rutherford 
1998). 
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would be held in the region by 1969. The 1963 decision was celebrated by Indonesian 

nationalists as the final battle in the revolution against the Dutch (see Figure 3-6), resulting in 

what to nationalists was the long awaited unification of Indonesia. Heroes and heroines of the 

campaign, including Indonesians and Irianese were selected and promoted as role models and 

celebrated with nationalist ferveur." 
The Indonesian government was quick to assert its authority during the 1960s and 

renamed Netherlands New Guinea as Iriun Bmat (or West Irian). Indonesia expanded the West 

Irian govemment, replacing many Dutch and lndependence sympathizen with Indonesians. The 

Referendum that took place in 1969 was controversial and not weil monitored. Indonesian 

authorities confidently proclaimed it was an unnecessary formality. Voting was rigourously 

restricted to 1022 men supposed to be tribal leaders, many of whom are now believed to have 

been hand-picked or coerced by authorities into voting unanimously for assimilation into the 

Republic of Indonesia. As many as 3000 indigenous West Papuans protested over the manner in 

which the plebiscite was carried out and many were thrown in jail in Java (see Osborne 1985). 

With the acquisition of West Irian complete, lndonesia gained control of an extra 256 separate 

ethnic groups, and approximately 700,000 people. The Irianese became subject to the cultural 

policies of Indonesia led by army officer, General Suharto, who had commanded the 1962 

military operation to "liberate" West Irian and subsequently became President of Indonesia via a 

violent military coup in 1965." 

From 1965 to 1998, President Suharto, who took on the title Bapak Pembangunan or 

"Father of Development," and his New Order Govemment, focused on uniQing the nation 

through economic development. The govemrnent's five-year plans or Repeliro, were designed to 

spread development throughout the archipelago, in the form of industry, schools, housing, health 

clinics and expanded transportation and communications infrastructure. As Patrick Guiness 

writes, "developrnent became the means to introduce the unifomities both of a material and 

cuih.mil nature" (Guiness 1994269). Standards of living rose significantly thmughout Indonesia 

under the New Order as did expectations of the ôenefits of modemization. A constant 

govemment rhetoric paying lip service to the idea that economic development, infiastructure and 

" One such heroine, Herlina, was the first woman to volunteer to parachute into Irian Barat during 
Indonesia's military operation in 1962. She was promoted as a role mode1 of the ideal nationalist woman 
(see Sunindyo 1998). 

" Severai of the military cornmanden involved in the Irian Barat campaign, hcluding &MY Murdani - 
the fvst paratrooper to laad in West New Guhea, were subsequentiy pmmoted and attained high positions 
in the Indonesian militacy and many of these personnel were later involved in the invasion and annexation 
of East Timor in 1975 (Osborne t985:28). 
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services will eventually reach al1 corners of the archipelago is one strategy implemented to 

undermine separatist sentiment. When these expectations go unfulfilled, resentment tends to 

gmw arnong local populations, who no longer see any benefits to putting the nation fi& In 

these instances, the Indonesian govemment employs its amed forces to counter the 'subversive' 

tactics of groups who speak out against 'development'. 

Govemment policy towards indigenous peoples and cultures 

The trianese people, along with other ethnic and tribal minorities in the country, are 

designated as mnsymakat ferashg (isolated or hinterland peoples) who are presumed to be 

primitive or not yet civilized and in need of development. The Western notion of indigenous 

peoples is dismissed by the Indonesian State, as it offkially considen ali Indonesians to be 

wbindigenous.'a The idea that ethnic minorities should control their local culture and that cultural 

identity should be protected by the national govemment or by international organizations is 

thereby avoided. Mmyarakat terasing are perceived and rhetoric ized as people who, in their 

isolation, lack access to basic state sponsored services such as education and health care. 

Education prognims in remote villages teach Bahasa Indonesia and Indonesian cultural values to 

villagers. Tribal peoples find themselves expected and pressured by the Indonesian suite to cast 

off their (perceived) backwardness and enthusiasticall y join with the Indonesian mainstream (as 

illustrated in the cover of an Indonesian book on Irian Barat illustrated in Figure 3-7) by 

participating in govemment sponsored programs of relocation to permanent settlements and 

working in irnported agricultural or industrial jobs (Guiness 1994):' This dominant pan- 

Indonesian culture is centrally formulated and propagated throughout the country by means of a 

rhetoric of nation-building which includes the promotion of a national ideology and mono, 

implemented in what is sometimes referred to as a process of "ideological indoctrination" 

(Mackie and MacIntyre 1994:25). 

In han Jaya, I have heard it said many thes that if Irianese felt the Indonesian govemment was 
working for the indigenous people of Irian Jaya and incIuding them in its processes, and hence Irianese 
people were truly going to benefit h m  development, they would be lus inclined to want separation. 
65 Persoon (I998b) describes how in 1994, Indonesia chose not participate in the United Nations 
designated "Year of Indigenous Peoples" because it did not accept that the term had relevarice to indonesia. 

" It should be pointed out that this policy is not only oriented towards e h i c  minonties. The economicaily 
disempowe~d including peasants in Java and elsewhere are frequentiy evicted fkom their land with 
minimal compensation in what are claimed to be state development programs, even if the move is to make 
way for a new tourist tesort, 
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An example of a govemment program that targets the local customs of masyamkaor 

terating is the Rumah Sehat (Healthy House) project which seeks to regulate the "quality" of 

housing for al1 Indonesians (Heider 19795 1-53). In this pmgram, tribal villagers are requested to 

vacate their traditional homes and move into govemment sponsored dwellings, usually designed 

for a single nuclear family. This style of housing often goes against traditional community 

structures in which men and wornen may live in separate dwellings, or the design of the house 

incorporates aspects of local belief. The nuclear family dwellings also compromise the traditional 

gender roles, by promoting the collective unit of the nuclear family, in which men are 

breadwinners and members of the workforce and women are housewives and mothers. Another 

task force project undertaken in the highlands of Irian Jaya was the Operusi Koieka (Operation 

Penis Gourd) which sent specially trained military personnel into highland villages with the aims 

of rnodernizing the people through a number of community development projects. This included 

encouraging highlanders to abandon their traditional dress, which was essentially a penis gourd 

for men and g m s  skirts for women, and to Wear Western style clothing (See Heider 19795 1-3; 

Gamaut and Manning 1974: 24,89-9 1 ; Rutherford 1996:588). These programs have been 

criticized because they rarely take into account the desires of the people in ternis of what they 

would like to have 'developed' in their village, and as a result, many faiied. Operusi Koteka 

officially ended in 1977 following a series of uprisings by highland tribes that forced the 

govemment to reappraise its projects (see Budiardjo 1984:66-7). Many such projects were 

carried out in the 1970s and while some improvement has been made in development programs 

since, in general there is still insufkient consultation with the local peoples who continue to be 

treated as the 'subjects' of development programs. 

One of the most controvenial and contested policies affecting tribal communities in Irian 

Jaya has been the National Govemment's Transmigration Program. By 1986, this had resulted in 

the relocation of 25,000 families fmm Java to transmigration sites across the province (Manning 

and Rumbiak 199 1 : I O O ) . ~  The Transmigration Departrnent designates land to be given to these 

govemment sponsored migrants, generally without regard to indigenous uses of the land that is 

allocated. In many areas this has created resentment among lrianese communities who arr forced 

to surrender rights of use and access to traditional lands. Moreover, transmigrants are ofien 

farmea, and they are quick to fom cooperative and cartels to dominate h s h  produce markets in 

the large towns, dislodging local Irianese producers fiom this sector of the economy. The other 

The Kabar-lrian website estimates there are 770,000 migrants - including spontaneous migrants and 
sponsored transmigrants living in Irian Jaya today, of a total population of 1.8 miIIion (Kabar-Irian 1999). 
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less conspicuous National Govemment migration policy of serious concern to Irianese is the right 

to ikedom of labour movement (Gamaut and Manning 1974:32,39). This is of great importance 

to art production in Irian Jaya (as discussed in the case audy chapte K). Every year spontaneous 

migrants fiom other parts of Indonesia arrive in Irian Jaya in the search for a better life and 

employment. For Irianese, the growing numbers of Indonesian migrants pose a threat to their 

claims on their land and the prospect that soon they will be a minority in their own land. 

Pancusifa and the Transformiition of Adat 

Cultural policy in Indonesia is based upon a widely publicized national rhetoric that 

stresses the stability and unity of the country. Cultural management, as one of the forernost 

challenges of the nation, is enshrined in the national mono, Bhineka Tunggal Ika (Sanskrit) or 

"Unity in Diversity" and in Pancasila, the state sanctioned ideology. Through the mono of Unity 

in Divenity, diversity is tolerated, but unity is essential. Pancarilu provides the uniQing 

ideology to which al1 citizens and organizations in Indonesia are expected to adhere. It consists 

of five pillan: "Belief in One God, Nationalism, Humanism. Democracy and Social Justice" 

(Kipp and Rodgers 1987: 1 7). Pancasila dictates the choice of a monotheistic religion. usual Iy 

one of the codified world religions and rarely allows the choice of a tribal or animist religion. 

which are accorded the status of "cuaom" or "belief' and are not officially sanctioned as 

religion.67 This philosophy was designed to give the diverse segments of Indonesia's population 

a common focus and allegiance. It explains, in part why "Peoples speaking hundreds of different 

languages and occupying thousands of different islands have managed to operate as an 'imagined 

community' for the last four decades" (Kipp 1993: 85). 

Pmcasila provides the blueprint by which citizens are expected to live. But for most 

ethnic groups, other frarneworks have already existed for hundreds of yean. The bodies of 

traditional law and beliefs of the individual ethnic groups of Indonesia are collectively temed 

adut, derived fiom the Dutch and meaning "native customary law" (Renier, Routledge Dutch 

Dictionary: 1 1). "In the past adat provided the cosmoiogical order, the primary, perhaps 

sometimes the only, expianation that rendered the world intelligible and infonned one as to how 

to act in it" (Acciaioli 1985: 152). Centralized authority has been imposed throughout Indonesia 

through nationalist ideology and policies designed to transfomi local adat into a less potent and 

opposing force. Whereas udaf includes a whole series of integrated complexes of religious and 

67 In exception to bis, a few triid religions have b e n  accepted by the state and inchded as sub-sects of 
Hinduism (see Kipp and Rodgers 1987). 
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customary law, both the Dutch and Indonesian central govemments have sought to remove the 

religious component fiom law. In doing so, the New Order govemment has attempted to separate 

udut fiorn vilIage administration, and base Indonesian society more solidly on Javanese cultural 

noms and models of village administration. An example of this is the imposition of a program of 

gorong- royong, a concept of mutual cooperation originating in java that is proliferated in 

development rhetoric and even in official spbolism such as monuments. In Figure 3-8, the 

gotong royong fountain monument located in central Jayapura, is topped by a larger than Iife 

Indonesian soldier holding a rifle and flag in bronze.' At the base are srnaller painted concrete 

Irianese in traditional dress engaged in the communal activity of canying water in bamboo tubes 

(as rnight be done in a development project). The symbolism of this image suggests that the 

indigenous populace will willingly support the development activities of the Indonesian State 

(ofien carried out through the directives of military personnel). 

Traditional adat village structures have been replaced everywhere by the Javanese desa 

style followiog the Village Law of 1979, (set Guiness 1994: 273) a strategy through wliich 

central authonty can be imposed upon even the smallest, most remote villages in the archipelago. 

This has been the source of much conflici between previously self-suficient communities and the 

emissaries of national interests who may offer little relevance or benefits to local people. The 

Indonesian government acknowledges ethnic divenity more than it allows ethnic expression. 

Only certain select expressions of ethnicity are tolerated and they are generally those that are not 

politicized. In general, a Javanese style respect for authonty is considered healthy to both nation 

and individual in Indonesia: "Responsibility, self-control, restraint, and self-denial for the 

common good have been called for in order to achieve national goals" (Hooker 1993: 3). 

Indonesianizing Irian Jaya: Monuments and Muaeuma 

A campaign of monument building was started under President Sukarno and continued 

under President Suharto. These monuments, like their counterparts in Western and other post- 

colonial nations, typically gloriQ significant events and figures integral to the formation and 

preservation of the nation. Figure 3-6 shows the Liberation of West Inan Monument (Monurnen 

Pembebasan Irian Barai), built in 1963 in iakarta* It depicts a man jubilant with his shackles 

a8 1 am not entirely certain if the top potion of the sculpture is bronze, or some other materiai that looks 
like bronze. 

'' Within Indonesia, nationalist symbob abounded with monuments and a series of postage stamps mated 
to celebrate the West Irian campaign. One such series of stamps, the first &y cover envelope of which read 
"Red and White h m  Sabang to Merauke," (Merah Putih &ri Wang Sampui Merauke), was issued on 
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wanted to join ~ndonesia.' In this way, the past achievements of the nation are glonfied as a 

continuing source of pride for al1 ~ndonesians,'' but a counier reading of this history is not 

pemitted. Nationalist heroes are also honoured on several annual holidays, and throughout 

Indonesia, roads are named after designated national heroes. 

Since independence. the Indonesian govemment has used visual irnagery to convey and 

reinforce a sense of national identity to the populace. The Provincial Legislative Assembly 

building (DPRD or Dewan Perwukilon Rokyat Daerah in Figure 3-9) in downtown Jayapura, 

decorated with colourful renditions of drums (tijiu) in concrete and paint with different lacal 

motifs on them," gives the impression of a govemment engaged with its diverse local 

communities. Benedict Anderson has drawn attention to Indonesia's use of the monument, the 

census, the map and the museum in creating national consciousness (Anderson 199 1 : 176- 1 79). 

In Indonesia, census figures do not include ethnicity (with the exception of ethnic Chinese). In 

Jayapura, the largest city in Inan Jaya, population figures released by the govemment do not 

determine how many ethnically Papuan or Irianese people have settled in towns versus those of 

other ethnicities who have migrated or transmigrated fiom other parts of Indonesia. In this way, 

ethnic difference is o fficially overlooked. Figures are released that divide the population 

according to religion, however, so some broad estimates are possible. Within the nation. al1 

citizens are first and foremost Indonesian, regardless of other ethnic affiliations. With regards to 

mapping, Anderson notes the Indonesian practice of producing maps of Indonesia that show West 

New Guinea "with nothirzg tu ils Est." depicting a truncated western half of the island of New 

Guinea (Anderson 1991 : 176). This denies geographical, racial and cultural affinities that Irianese 

people have with Papua New Guineans (today an independent nation) and the mono of the OPM 

(the ûrganismi Papuu Merdeku or Free Papua Movement), "One People, One Soul," which 

May 1, 1963. The three motifs on these stamps included a bird of paradise, an outline map of indonesia 
with red and white indonesian flags at either end of the country, in Sabang and Merauke, and a paratrooper. 
m A simiiar monument can be found in Dili, East Timor. Whik on a short side trip to East Timor in 1996. 
t noticed the "Integration monument" similarly depicts a man king freed fiom his shackles. When 1 
visited the monument in 1996, the engraved marbte plaque at the base of the sculpture had been vandalised, 
and was srnashed in two pieces with one piece missing. This act of vandalisrn shows that the perception of 
"integration" for some East Timoresc differs significantly fiom that of Indonesian nationalists. 
71 Anderson states that monuments "...face two ways in the. Normally they cornmernorate events or 
experiences in the past, but, at the same tirne they are intendeâ, in their al1 weather durability, for hnue  
posterity" (Anderson 1 973:6 1 ). 

" The roof mucture over the DPRD sign is also local in ongin, styled aAer the roof of a traditional 
GeeIvink Bay men's house (this cultural group is now a part of the Biak-Numfor Regency). There are no 
extant exarnples of such mmah a& or traditional houses, but this roof style is also used on the Bi&- 
Numfor pavilion at the Waena Expo site in Jayapura. 



dernonstrates the solidarity that is felt by many Inanese with Papua New Guineans (see Osbourne 

1985: plates between 96-97)." 

The Indonesian govemment has adopted a cultural policy that de-emphasizes or 

triviaiizes cultural differences in the archipelago and unites them under a contrived national 

culture. The state culture, though based predominantly on Javanese culture, also includes 

highlights o f  local cultures fiom al1 the provinces of Indonesia. Indonesian museums, most of 

which were built following independence in 1950, are one modem venue where cultural 

difference is reformulated according to a restricted and tidier notion of difference (Kreps 1994). 

The first Indonesian museum was established by the Dutch in 1778, today the Indonesian 

National Museum in ~akarta.'~ In the mid twentieth century, museums spread throughout 

Southeast Asia as new nation-states ernerged. One function of museums in newly developing 

nation states is to justify the nation's existence, and make sense of the p s t  in a way that 

Iegitimizes the present nation state. Since the 1950s museum systems have been established and 

growing in nurnerous Southeast Asian nations. Legitimizing the authority of the nation-state 

govemment to its citizens is one of the main challenges facing nation states. Shelly Errington 

explains that 

Nation-states of Southeast Asia, independent since mid-century, are now in the 
awkward position that European powers were in during the nineteenth century: of 
reinterpreting events and recontextualizing objects in order to make them speak 
to national culture and national history (Emngton l989a: 53-4). 

She adds that the governments of these 'new' nations "... could not siniate themselves in 

the same myths of divinity that church and king had claimed yet they needed to insist that they, 

and the temtones and people they governed, were not a merely arbitrary collection" (Errington 

1994: 157). New narratives were created by these nations to give credibility to their political 

authority, and in the case of nations made up of diverse pnviously separate political and ethnic 

entities, to establish a narrative that originates and authenticates national borders. 

" The border between Irian Jaya and Papua New Guinea, har split numerous farnilies ktween two nations. 
WhiIe these people are genedy given special "traditional border crosser status," wbich allows them to 
cross the border with pater ease for visiting with farnily, differences in lifestyle and experience, from one 
side of the border to the other are significant. In Papua New Guinea there are numerous mal1 and several 
large refùgee camps aIong the border, where as many as 7,000 irianese who fled Irian Jaya in 1984185 are 
still living. Indonesian security forces guard the border carefùlly and are cunently requesting permission to 
pursue "guerillas" into P.N.G. territory (See Australian Federated Ress, Feb 1 3, 1999). 

" This was fonnerly the Dutch colonial m w u m  in Batavia (now Jakarta). indonesian museums are 
institutions with European origins and have often represented culture in ways sUnilar to museums in the 
West. For M e r  discussion on museum development in Indonesia, see Taylor (1994) and Kreps (1994). 
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As discussed earlier, one finction of museums is to display objects in such a way that 

ihey tell a story to the viewer (Taylor 1994: 7 1 ). Colonial museums presented narratives 

illustrated through the display of objects that justified the activities of the colonial regime. In the 

late 1970s, Suharto's New Order govemment established a nationally instituted provincial 

museum system that expanded rapidly thmugh the 1980s and 1990s. By 1994, nineteen of the 

twenty-seven planned museums had been built (Taylor 1994: 72). According to Paul Michael 

Taylor: 'To watch this expansion of a centralized museum system throughout the archipelago. 

and reactions to if is to watch Indonesia's center and periphery debate their public presentation of 

themseives" (Taylor 1994: 71). i would argue that it represents less of a debate between two 

parties and more of an imposition in the many less stable regions of the country (such as East 

Timor, Aceh and Irian Jaya) where separatist movements and local resistance to centralized 

control an strong, thus posing a threat to national unity. 1 visited the newly built Provincial 

Museum in Dili in 1996, and not a single indigenous East Timorese was involved in the 

development of the displays or in deciding what story should be told with the museum's 

collection. Further evidence of this daim is the heavy-handed tactics used by the New Order 

govemment in dealing with prominent cultural figures that it mgards with suspicion. In the early 

1980s. Arnold Ap, a prominent Irianese cultural figun headed the non-state Loka Budaya 

~useurn" and the dance troupe Marnbesak. He worked on strengthening contemporary local 

culture and arts. Ap was believed by Indonesian officiais to be a member of the OPM and in 

April 1984, he was arbitrarily amsted, imprisoned and died while in the custody of the 

Indonesian military (set Osborne 1985; Sharp 1994). 

In contrast to encouraging or allowing local ways of classiQing and presenting local 

culture to flourish, the Indonesian museum development programme is establishing state 

museums in al1 provinces. These must follow a standard format designed in Jakarta to spread a 

75 The Loka Budaya Museum is affiliated with the Universitas Ccnderawasih - Bird of Paradise 
University, and is located on the university's Abepuni campus. It was established by a donation fiom the 
Rockefeller foundaiion and houses many of the objects collected by Michael Rockefeller aot fieighted back 
(due to size or quantity of representative types) to the Museum of Primitive Art (this collection is now in 
the Rockefeller wing of the Metroplitan Museum). The Loka Budaya rnuseum has also received by 
donation scme deaccessioned items from museums in Holland. The rnuseum suffers fkom a Iack of regular 
fwiding, as it is not sponsored through the Indonesian museum system and only occasionalty receives 
minimal building repair ftnds h m  the university budget system. The quality of the collection has suffered 
tiom rapid deterioration due to lack of fùnding and lack of pmper storage and conservation facilities. 
Many of the fmest pieces are believed to have k e n  sold or 'Mnied oft' by past rnuseum directors to Java 
(personal communication with m w u m  staff and 1 observed that many of the publhhed pieces raid to be in 
this collection no longer seem to be at the museurn). 
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consistent concept of national identity throughout the islands? Paul Michael Taylor refers to this 

system of classiQing cuitural attributes as the Nurmitm or archipelago concept of culture. Al1 

Indonesian provincial museums have a nusantara room or area where local material culture in 

comrnon categories such as traditional dress, traditional house, traditional arts, and so on. are 

displayed alongside examples and miniatures fiom other regions of the archipelago. In this way, 

local objects and art illustrate nationally defined categones, and visually support the 

govemment's mono that there is "Unity in Divenity" (Taylor 1995: 1 134). The overwhelrning 

propagandistic message communicated in these displays, as Taylor observes. is 'we are 

distinctive as a province, but we are one with the rea of the 'nusantara' (archipelago)" (Taylor 

1995: 1 16). 

The provincial museum of Irian Jaya in Waena near the provincial capital of Jayapura 

was founded in 198 1 and follows the nurantara style of display. With over 256 different ethnic 

groups, there is an overwhelrning divenity to condense into a single provincial identity, let alone 

a national identity. While no traditional houses are preserved at the museum, the entire building 

itself is cone-shaped (see Figures 3- 10 and 3- 1 I )  like a traditional house from the Humboldt Bay 

or Sentani areas (see Figure 5-4). The museum employs a mixture of trianese and other 

Indonesians. It houses the fim Indonesian flag to be planted on New Guinea soi1 and is not 

highly visited, particularly by trianese, some of whom have told me they cm see many of these 

objects in their own villages. 

Adjacent to the Provincial Museum, is the Tuman Budqva Irian Jaya culture park (Figure 

3- 12). While rnuseums in lndonesia house objects of traditional culture deemed worthy of 

preserving as part of the nation's heritage. the Tumm Budaya (culture gardens), generally located 

in provincial capitals. are where regional culture is developed and brought "in step with the 

tirnes" or sesuaidengun irama faman, (Yampolsky 1995:712, Soebadio 1985:39)? nie 

provincial Tamm Budaycr are modeled after Taman Mini Indonesia Indah (TM11 or Beautiful 

tndonesia in Miniature) in Jakarta. TMII is a miniaturized version of the nation transfonned into 

a cultural theme park that conveys in a direct visual sense a model of the state's motto of "Unity 

76 The administrative structure of Indonesian museums is outlined in Soe badio (1 985). 

This is made clear in Soebadio's 1985 publication Cultural Poiicy in Indonesiu, based on annual reports 
of the Department of Education and Culture and material of the Centres and Directorates of the Directorate- 
General of Culture, where museum development is discusxd under the category of "Hinory, mhaeology 
and muxum development", while Taman Budoya or cultural gardens are discussed under "Development of 
the Artsn (see Soebadio 1985:35-41). 



in Divenity" and its concept of regional provincial cultures.'%e grounds of TM11 are divided 

into 26 one-hectare parcels, each area containing one or more traditional house and displays 

representing one of each of the 26 provinces. These surround an 8.4-hectare lake with goomed 

islands that represent the islands of the archipelago. Taman Mini is a popular theme park where 

tourists or largely middle class Indonesians can go for a family outing or to see the "whole 

archipelago" at a glance. At TMII, space and tirne is collapsed, and an artificial rendering of 

hisrory is given. Ironically the theme park is so big that it is dificult to see the whole thing in one 

day. Life size replicas of traditional houses From around the archipelago stand side by side one 

another, as if they are al1 neighbours on the same street? in this way the distinct histories of 

each place are distilled into a superticial state controlled synthesized version. John Pemberton 

refen to this process as ". . . the dedicated, unitary recuperation of difference within a 

representational framework of the local." (Pemberton 1994: 12) 

When 1 visited TMII in 1995, and asked to speak with an Asrnat artist who was working 

at the Irian Jaya pavilion, (Figure 3-13), I was told that he was not pemitted to speak with guests 

unless it was specifically about his carving demonstration. He told me that there are plain-clothes 

intelligence officers who patrol the park. and for that reason he felt a h i d  to be seen talking to a 

foreigner. Memben of ethnic groups who work at TMII are not there as ambassadon of their 

culture, although they might appear to be, but d e r  as symbols of state ideology. In effect, they 

are showpieces, meant to be seen but not heard. 

Tuman Budaya Irian Joyo (TBIJ) functions differently fiom TM11 in that it is not open 

year round. There are not enough tourists and not enough of a middle class to warrant it. Instead, 

the TBIJ is open for special events only. The main event of this son is the Jayapura Art Festival 

or "Expo." as it is called. Expo is held annually for a week, in early Aupst during the build-up 

to Indonesian independence day celebrations on August 17'. The festival began in 1992, and its 

venue is the TBIJ, though it also goes into the city of Jayapura with perfomances in the streets as 

" TM11 was a project of Ibu Tien, the wife of Resident Suharto, inspired by a trip to Disneyland. The 
project began with acquisition of land for the site in 1971, and was offkially opened on International 
Women's Day in 1975. The project also represents the approach of govemment towards villagers and 
regional cultures because the one hundred hectares of land wed for the park was unjustly and forcefùlly 
appropriated fiom local inhabitants at 'prices well below market value" (Pemberton lW4: 152). For more 
on TMII, see Pemberton (1994: 152- 16 1, 178-8 1, 188) and Emngton (1998: 194-20 1 2  12-222). 
l9 The process of selecting the highlights of the many traditionai and ethnic groups in the country can be 
seen here: one or two ethnic groups per province are presented on a grand scale (with traditional houes), 
while othets are only represented by mail unidentified carvings (or trim for the pavilions), and yet others 
not at dl. The two tnbes highlighted h m  Irian Jaya were the Asmat, who are repnsented by a concrete 
sculpture of canoers in a pond, and the highland Dani, reprrsenteà by a nplica of a h i l y  compound and 
dwellings. The Asmat canoers, wearing t-shirts and shorts reinforce state ideas of rnodernity and propriety. 
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well. The festival is a series ofjudged cornpetitions in the traditional and modem arts, including 

traditional dance, music and contemporary dance and music. Carving and traditional arts are 

another category, and artists from around the province are chosen by district officials (prirnarily 

Indonesian) to attend the Jayapura festival. The carvings are displayed in the individual pavilions 

on the T'BIJ grounds, which like TMII, represent traditional houses fiom the provincial ethnic 

groups, ananged according to government administrative districts or kabuputen. At TBIJ, it is 

evident that much less money was available for displays than at TMII, and there is, to a Western 

eye, an unfortunate heavy use of concrete and commercial paints in an attempt to recreate houses 

whose rnost dramatic feature was the ski11 of its makeis in the use of materials from the natural 

environment. It is very reminiscent of a conternporary Indonesian style of urban landscaping that 

seems to have spread throughout the archipelago. 

Provincial identity building: rnotifa in urban Iandscaping, drcu and national TV 

In the late 1980s and 1990s, a govemment promoted proliferation of local motifs began 

to be ernployed in urban landscaping in Jayapura to produce an urban atrnosphere with "local 

colour." Towns and cities in Irian Jaya are increasingly becoming 'melting pots' of diverse 

peoples from around the archipelago. In Irian Jaya this has resulted fiom the influx of 

gavernment employees, transrnigrants and migrants From other parts of indonesia and villagen 

from more remote regions of Irian Jaya flocking to urban centen in search of education and 

employment. Govemment projects and individual offices commission local artists and 

"landscape designers" to do this work, which generally consists of visual motifs applied in relief 

to painted concrete, or larger thm-dimensional sculptures, located at intersections (Figure 3- 1 J), 

on the exterior of government and private buildings and in public spaces. The designs Vary in 

their degree of stylization, but they are al1 based on Irianese art forms and provincial emblems 

like the bird of paradise ( b m g  cendermuasih), shield, spear, Stone axe, and seing bags (called 

noken). Contemporary architecture in Jayapura frequently incorporates foms from traditional 

styles such as the honai (round traditionai dwellings of highlanders that are now found fnquently 

as Sot Pum or secunty guard stations in fiont of government buildings), or simplified cone shapes 

reminiscent of the temples and men's houses of the Jayapura (Tobati eibe, se+ Figure 3-1 5) and 

Lake Sentani area, seen in the Pehi office (Pelayarun Nmionul I n d o n e s i d e  National 

Shipping Lines) in Figure 3- 16. In nsidential architecture, 1 noticed that many of the homes on 

II. Trikora in Jayapura (street where prominent Indonesian governrnent and some military 

officials reside), aiso incorporate these 'Irianese' elements. 



In Jayapura, Asmat styled metal lampposts (Figure 3- 17) line the city m e t s .  These were 

made in Hamadi a suburb of Jayapura and location of the Jayapura art and souvenir market, by 

Bugis craflsmen, migrants h m  South ~ulawesi." There is little concern with culhiral pmperty 

in the commissioning of these works; they could be made or designed by anyone of any ethnicity. 

As in govemment census-taking, belonging to the ethnic group in question is not a prerequisite 

for using its motifs - al1 people in Irian Jaya are Irianese, and hence may use (rianese motifs. 

This is an integral part of the way ethnicity is conceived and promuigated in Indonesian political 

ideology. The effect of this Indonesianization of Irianese art f o n s  is to pmvide a sense of 

cultural unity and familiarity for the wide ranging peoples now congregating in the urban centers 

of Irian Jaya. This seemingly innocent tactic pmmoted by government offices throughout 

Indonesia serves ". . . to create a sense of community in the minds of their subjects.. ." (Steinberg 

1987: 460). 

Many of the lrianese artists discussed in Chapters Four, Five and Six of this thesis, have 

done commissions of this sort and it is one way for the artists to eam some income from their art. 

Until recently, none of the individual tribes have been consulted about their opinion of the 

appropriation of their motifs." Batik Irian, as discussed in the global section of this chapter. 

raises similar issues. Batik Irian is the most common fabric used in unifonns in the service 

indumy in Irian ~a~a. 'P. In Figure 3- 18, a shop employee wears a uniform that is printed with 

Asmat motifs often found on shields (compare with figure 4-9, including the ainor and bipone 

(Asmat language). The ainor motif is defined as a rnysterious, fightening shield motif (Konrad 

198 1 : 1 89). In a traditional context, both motifs were used to empower the bearer of the shield 

and to stun or weaken the enemy in the highly ritualized complex of Asmat warfm. The bipune 

motif represents the tusks of a wild boar or the shell nosepieces traditionally worn through the 

pierced septum by Asmat men and women. The piercing of the septum is no longer practiced as 

modem drrss and Indonesian dress codes are increasingly adopted. n i e  meaning of the motifs on 

'O Nico Tanto of "Nico Tanto Art Shop" pmvided me with this information. 

" Mon recently in Jakarta, there is said to have been a meeting discussing the issue of appropriation of 
Asmat art and the copying of Asmat sculpture in workshops in Bali and Java. 1 am waiting for information 
about this conference. wiIl describe the reactiuns of Iocai artists to my questions about the issue of 
cultural appropriation in the local section of this chapter and in the case studies in Chapters Four, Five and 
Six. 

Govemment employees wear "traditionai" clodiing to work every Fridey. in irisa Jaya, Batik Irian is 
what is worn, since more traditional p h i u n  adm (traditional clothing), is unacceptable to Indonesian 
sensibilities and inappropriate for an office environment Most tri* in hian Jaya wore Little clothhg, 
traditionally, if any. Some schoo t children also Wear Batik Gan uniforms. 



Batik Irian clothing are trivialized, and the use of the motifs is only to signiQ a sense of Irian- 

ness. 

A cunent provincial gowmment project is attempting to design provincial dress styles 

for three occasions where ceremonial attire is required: wedding attire for bride and groom, 

traditional dancing and ceremonial attire, and formal attire. Thmughout the 1980s and 90s, the 

provincial govemment of Irian Jaya has been working to synthesize tribal styles of dress into a 

single "Irianese" dress style that presents a provincial identity that confonns to national cultural 

policy (Pernerintah Daerah Pmpinsi Tingkat II, Irian Jaya 1996). Previous attempts at depicting a 

single "lrianese" dress style have been made for school books and government posters promoring 

"Unity in Divenity," but there has been no consensus on what the synthesis should look like (See 

Rutherford 1996). With a mixed committee of Indonesian and Irianese of different ethnic 

backgrounds, it is not surprising that consensus has not been easily r e a ~ h e d . ~  The 1997 plan 

divides Irian Jaya into five style regions based on artistic categories suggested by Western 

scholan and proposes that stylistic motifs common to these areas be chosen for inclusion in the 

provincial style. Regional arts council members compile lists of predominant motifs from the 

tribes in their administrative area, which are compared for their similarities to motifs from other 

tribes. The desired efTect or likely affect of such a project will be a loss of distinct tribal identity 

and traditions. 

At a national level, cultural difference is distilled through state-controlled education and 

mass media al1 in the national language, Bahasa Indonesia. Carefully censored radio, television 

and print media cuitivate a perception of the unity of the nation and an awareness of the national 

community. 

Ideas of modernity now mach every corner of the archipelago through radio and 
television. Through modem technology the central govemrnent promotes state 
ideology with the aim of preventing regional, ethnic, linguistic, and religious 
difierences fiom becoming political forces in Indonesia (Rath 1997: 2). 

Television broadcasts reinforce the concept of "Unity in Diversity" dimugh regular 

showings of simplified artistic performances from across the archi pelago, representing the 

cultural diversity of the country. One such program, recently bmadcast across the country 

showed filmed footage from the annual Irian Jaya cultural festival, or Expo. Highlights of dances 

perfomed by various groups divided into kabuputen (administrative regencies) were show in 

I teamed of the dificuities in reacbing a consensus on dress styles through discussions with Michael 
Howard and Naffi Sanggenafa 
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what seemed to be random succession with no start or finish to any dance, and with no dance 

shown in its entirety (see Hughes-Freeland 1989). The point of these dances is to providc viewers 

across the country with a sense of Irianese provincial identity as a component of their national 

culture. 

Goverornent control of local culture and art production 

The approach of the Indonesian govemment towards indigenous art traditions and 

cultural expression in Irian Jaya has changed over the years. lnitially the govemment banned 

virtually al1 forms of local art production. Most Irianese art forms were not acknowledged by the 

lndonesian govemment as art, and were often integral to practices the government wanted to 

eradicate as part of its plan to "civilize" the local population. In the 1960s in the Asmat, for 

example, Indonesian govemment oficials banned carving and moa rituals because of their 

association with headhunting and warfiwe, and also banned and feared by the govemment. 

Traditional men's houses or yeu, a focus of ritual practices, were destroyed in numerous 

villages." I t  was not until the United Nation's administered FüNDWl program begun in 1969 

that Indonesian officiais saw the potential of Asmat carving. 

The FUNDWI program in the Asmat proved that Asmat carvings were marketable and 

that art production, if revived, could contribute to local economic development. After five yem,  

FUNDWI's Asmat carving program was transfemd to the Indonesian department of Industry or 

Depariemen Perindustriaan, which began searching among other Irianese ethnic groups for 

artists they could sponsor in the production of contemporary handicrafts and souvenirs. One 

focus of these prograrns has been on art production as a means for local peoples to earn some 

income. Perindustriaan provided carving tools to several communities in the Iayapura regency, 

and chose Iocal artists to run government sponsored workshops on local art techniques and styles. 

Tourism was put forth by the national government as one arena for regional cultural development 

in the m id 1970s (Emngton 1998: 124- 1 Z), although Inan Jaya remained closed to foreign 

tourists until 1987 for secunty reasons ( ~ c ~ a r t h ~  1994:82)."~ In the early 1980s at the Irian Jaya 

84 Resistance by some Asmat villages to Indonesian govemment controI is documented by the Catholic 
Cmsier missionaries in the Asmat Sketch Book. Military raids into non-cooperating villages or villages 
that refùsed to participate in state-sanctioned Iogging projects resulted in whole villages fleeing into the 
forest, a practice that stilI occurs today for similar reasons in areas close to the Freeport mine (see 
Richards 1996; ACFOA 1995; and Ballard 1997a). 

This was because of extensive, clandestine military oprations h m  the eady 1960s until the mid-late 
1980s and the Nk of inneascd international sautiny due to foreign hostage îakhg by OPM guerillas 
(Osborne 1985). 



Depariment of Industry's suggestion, traditional adat carving rights and other taboos were 

abolished in the spirit of capitalkt competition. The govemment's philosophy was that al1 people 

should have the right to e m  an income fiom tourism and the production of art and souvenirs - 
and that original add rules, based on a spiritual function for the arts, no longer existed.' 

Art production was revived or at least increased in several cornmunities through such 

government sponsored projects, though generally only areas with easy access to urban centers 

have been significantly influenced. Some communities in the Jayapura regency even began 

carving and bringing their products in to Jayapura in anticipation that it might draw govemment 

development projects to their village. Artists with exceptional skill or productivity were selected 

for government sponsored trips to Java and Bali for carving lessons. All of the main artists 

discussed in the case studies in Chapten Four, Five and Six, as well as others, have received this 

skills training and some have attended national handicraft/tourism development exhibitions. 

Their responsibility was to train other artists in their community upon their return. Through 

govemment sponsored carving classes and competitions, a state aesthetic is imposed upon local 

cawers. 

Philip Yampolsky has defined the characteristics of this state aesthetic as the "Depdikbud 

aesthetic." that pmmoted by the Department of Education and Culture (Departenzen Pendidikan 

dan Kebudayaan or Depdikbud, the acronym by which it is commonly known). According to 

Yampolsky, Depdikbud seeks to control political and moral content in the arts and promotes art 

forms that incorporate govemment messages and that can be easily adapted to the needs of the 

tourism industry (Yampolsky 1995:7 10-7 14). These art forms are often devoid of specific local 

meaning or sacred content, as these are ofien incompatible with the simpiified and portable needs 

of tourism or the assimilative airns of national unity building. Yampolsky writes that 

One of Depdikbud's unacknowledged operating principles is that urban is more 
respectable than rural, and hence performances that exhibit 'urban' standards - 
such as fancy costumes, elaborate production values, professionalism, variety in 
programming, and modem (usually Western) instruments - are more respectable 
that those that do not (Yampolsky 1995712). 

I learned of this h m  Bernard Mi- now retireci, who formerly worked with the Department of 
hdustry. Mittaart worked fmt on the Asmat Art Project with Jac. Hoogerbrugge, and later when based in 
layapura, he opened carving classes in Lake Sentani afker encowaging local chiefs that anyone shouid be 
allowed to participate in order to keep these artistic traditions alive. Similar situations have been 
documented in other regions of the archipelage. Toby VoUanan observed a similar situation with the 
construction of traditionally styIed houses in the Toraja region of central SuIawesi. She writes, ".. .families 
whose low status traditionally did not entitie them to such a mof are now encowaged to display one. 
Similarly, everyone is urged to decorate his house façade with carved and paintteû pattern once restricted 
to the nobility. For hierarchy, in this case, has not become a tourist object. .." (Volkman I993:372). 



Depdikbud influences regional arts in Indonesia through its sponsorship of art festivals, 

cornpetitions and commissions and through awarding oppominities to artists who meet 

govemment standards. These modemizing influences, and the homogenizing effects of the 

Depdikbud aesthetic, encourage artists and performers to follow established patterns and styles 

while still conveying a sense of the traditional o r  exotic. Under these conditions individual 

creativity and indigenous cultural expression is constrained, and the door is opened to outsiders to 

use and manipulate traditional local motifs and imagery according to these ~tandards.~' 

Profits from regional artbtic traditions 

The lack of cultural property rights in Indonesia opens the door for peoples from other 

ethnic backgrounds getting in on the sale and production of Irianese arts. To date, very few 

indigenous artists have the means to own and operate their own art shops, a predicament which 

most of them take very seriously (this wiil be discussed further in the local section), Cultural 

appropriation is not a consideration of the Indonesian govemment, and there are no precautions or 

regulations designed to protect the welfare of Irianese artists (or other tribal artists in the 

archipelago). Most profits from the sale of lrianese arts go into the hands of non-lrianese and 

even the Indonesian govemment, members of the Suharto fmify and cmnies (a term used to refer 

to close business associates and fiends of the Suharto family). 

Irianese arts are shipped to showrooms in Bali and Jakarta. In Kuta, travelling foreign art 

dealers can fmd plenty of lrianese art to buy without having to buy an expensive plane ticket to 

Irian Jaya and pay shipping rates. The prices at art shops such as the "Irian Jaya Primitive An 

" My initial interest in the arts of Irian Jaya (and of other indigenous peoples in Indonesia) deveioped 
while doing fieldwork in Java in 1995. At that t h e  I was studying the development of a pan-Indonesian 
art style in the 1970s by a prominent group of older generation artists called DECENTA. DECENTA 
artists combined artistic motifs h m  amund the country in order to create a uniquely "Indonesian" national 
style of art. While many of the artists involved in DECENTA no longer work with the motifs of other 
cultures, one wealthy and established Javanese artist by the name oiSunaryo who teaches at one of the 
Indonesian state's prominent art academies, the ITB, Instiluf Teknofogi Bandung in Bandung, lava, 
continues to take his inspiration €rom Asmat art and motifs as well as fiom other art traditions with exotic 
appeal such as Bali. Sunaryo told me that his interest in Amat art was in its fornial artîstic qudities only - 
in the 'brute' use of line, bold design and eanh tones, elernents of which he tries to capture in his paintings, 
sculptures and prints. He did not believe that his use of Asmat art constituted appropriation (one younger 
generation and mident of Sunaryo's, Semsar Siahaan had chaiknged Sunaryo on this point) because 
he was not appropriating the meaning of the motifs. At the tirne 1 met with him, Sunaryo was in the 
process of building a lwsurious museum to display his life's art work. After meeting with him, 1 was 
inspired to ttavel to outer islands in indonesia to find out if local artists would consider art mch as 
Sunaryo's to be appropriative or objectionable. 1 d k u s s  irianese responses to these issues of appropriation 
in the case studies and conclusion of the thesis (Chapters Four through Seven). 



Shop" (see Figure 3-19), in Kuta Bali, (owned by Pak Baso Basri. a Makassasese h m  Southern 

Sulawesi who once lived in Irian Jaya), are sipificantly higher than the prices in Irian Jaya, even 

when taking into account shipping and handling prices. In Jakarta the largest showroorns of 

regional arts can be found in department stores, like Sarinah and Pasaraya, that are controlled by 

the govemment and weaithy businessmen. The Pasm Seni art market at the Ancol theme park is 

another venue in Jakarta for traditional arts. The majority of the workshops are owned and run by 

Balinese and Javanese carvers from the east Javanese carving village of Jepara. Several came 

fumiture with Asmat motifs or "primitive" carvings sold on the reputation of the primitive-ness 

and former headhunting practices of some Irianese tribes. 

Art takes on a new role under Indonesian govemment sponsonhip. The daily life of 

Itianese peoples and artists are expected to fit within Indonesian noms for being a modem 

Indonesian citizen. Regional art production is secularized and also nationalized. The function of 

art is to promote national economic development with performances, souvenirs and facilities 

designed for tourists as well as provincial and national identity building. This is particularly 

conspicuous in the new class of tourist hotels being built throughout Irian Jaya, including the 

Sheraton Timika Inn, the Pariwisata Biak Beach Hotel at Marauw Resort, the Hotel Sentani Indah 

on the shore of Lake Sentani (see Figure 3-20) and the new hotel in Enttrop, a suburb of Jayapura, 

where Irianese culture and art foms are the bais of exterior and interior design." 

In defiance of geographical realities and local histories, the Indonesian govemment under 

Sukarno and Suharto have both attempted the integration of Irian Jaya and the assimilation of 

selected aspects of the history and traditions of Irianese peoples into Indonesia's national culture. 

Yet, like other strong willed ethnic groups in the countq, the majority of Irianese peoples have 

resisted such complete absorption. The following section of this chapter discusses local 

perspectives and demonstrates that Irianese peoples and artists seek to reclaim greater control of 

their future and their cultural representation. As Benedict Anderson has stated, 

The subsequent painful relations between the populations of West New Guinea 

By 1998, a group of carvers h m  lepara, Java had rnoved to Jayapura and set up a studio on the main 
Sentani-Jayaptua road where they were producing wooden hitute, interior panels and mouldings carved 
with Asmat designs for the new Enttrop Hotel. Members of the bian Jaya Arts CounciI, (Dewan Kesenim 
irian Joyo) infonned me that this studio had also carved somc large poles with Asmat motifs that were 
purchased by the Trikora Regionai Comrnand for use as gate posts to their headquarters in Abepura The 
Dewun Kesenian is a goverment organimtion that has yet to reach its full potential. It has a small staff 
and an office in central Jayapura where it occasionally puts on public art performances. The organization 
suffers h m  a lack of fiinding, however, and mostly they assist with the art programs of Depdikbud, the 
Department of Education and Culture. They hope in the friture to be able to perform a regulatory fiuiction 
and to prevent unauthorized appropriation and use of irianese motifs (personal communication with council 
rnembers). 



and the emissaries of the independent Indonesian state can be atûibuted to the 
fact that Indonesians more or less sincerely regard these population as 'brothers 
and sisters,' while the populations themseives, for the most part, see things very 
diflenntly (Anderson 199 1 : 177). 

IRIANESE ARTS REGPPROPRLATED INTO A LOCAL FRAMEWORK 

... it is worth noticing that for the people of Irian Jaya, Indonesianization may be 
more wonisome that Americanization.. . for polities of smaller scale, there is 
always a fear of cultural absorption by polities of larger scale, especially those 
that are nearby. One man's imagined community is another man's political prison 
(Appadurai 1990:5-6). 

Irianese peoples are in a dificult position today because they have their roots in small. 

traditional tribal societies ofien seen as incompatible with the modem, progress oriented 

Indonesian Siate. The Western dichotomy of 'traditional' and 'modem' as mutually exclusive 

societal stages has had profound effects for Irianese peoples who are neither definitively 

traditional nor modem. The breakdown of indigenous structures of authority, both spiritual and 

political, and their replacement by modem state structures denies the focus of tribal societies on 

maintaining continuity with a unique and specific past - connected through land, a sense of place 

and people, in the present and in their visions of the future. 

Traditional spiritual leaders and tribal leaders have been replaced by new religious 

teachings and kepala desu (village heads) f i ~ m  other parts of the archipelago (or province), who 

put national and provincial interests first because it is in their interest to do so, but it compromises 

local peoples. Tribal peoples in Inan Jaya, have been reluctant to let go of their continuity with 

their past, and it is difficult to convince them that it is necessary or advantageous to them to 

become one with a larger entity that has no ties to local place and history. Development rhetoric, 

as promoted by the Indonesian govemment and many international 'aid' agencies, emphasizes 

looking to the future and often regards a strong adherence to traditions as an obstacle to 

development. Yampolsky states that the "fundamental premise underlying Depdikbud's 

upgrading programmes is that there is something wrong with the arts as they stand.. ." and 

unfomuiately, local traditions are too often seen as part of the problem that dwelopment agencies 

seek to improve as opposed to part of the solution (Butt 1996). For example, the official mono of 

the Jayawijaya regency, "Tomorrow must be better than today," or Yogotak Hubuluk Motok 

Hmrogo in the local Dani language (Pemerintah Daerah Tingkat II Jayawijaya 1995) positions 

the past - and the present as inferior to the hture. What these appmaches fail to mcognize is that 

different cultural values do exist, as the tribal peoples of Irian Jaya are keenly aware. 



Headhunting raids and tribal warfiue within and behveen ethnic groups in New Guinea provide 

exberne evidence of this, as does the cunent unwiilingness of many Inanese to assimilate quietiy 

into Indonesian society. Therefore, we must ask to what extent can local allegiances be dislodged 

by new religious and political structures? 

There is a long history of resistance to foreign rule in Irian Jaya manifested as early as the 

1850s as millenm*an and secular uprisings. These were rnessianic or prophet movements that are 

best documented on the island of Bi& and resulted fiom dissatisfaction with Dutch coionial rule 

and with promises made by missionaries." In the 1940s, seeds of the first West Papuan 

independence movement germinated and in 1965 under lndonesian control, the OPM or 

Organisasi Papua Merdeku (Free Papua Movement) resistance movement was formed? 

The Indonesian govemrnent, until ncent events brought on by the resignation of 

President Suharto in May 1998, had never oficially acknowledged the OPM or any degree of 

popular support for West Papuan nationalism. Instead it referred to "Wild Terrorist Gangs" 

(Gerakon Penpacau Licr or GPL) and altematively to "Security Disturben" (Gerombolan 

Pengucuu Keamman or GPK) that threaten civilian welfare and state security with tenorist 

tactics (Osborne 1985:viii). OPM's acts of defiance to Indonesian rule have varied fiorn peaceful 

raisings of the West Papuan nag:' organizing political resistance in Irian Jaya and oveneas, and 

guerilla activities including the taking of both Indonesian and foreign hostages, and attacks on 

transmigration camps, military posts and cornpanies operating in Irian Jaya (logging, road 

construction and mining) that employ Indonesians. The OPM has experienced overwhelming 

logisticai difficulties in organizing and mounting its opposition. As Peter Hastings writes, 

"Melanesians have to date demonstratcd they have neither the weapons nor organization in a 

Millenarian movements also took place amund Lake Sentani in the 1920s 130s (see Defert (1997) for 
more about the Framai movement). Nonie Sharp has explained that 'These occasions see the rise of a 
prophet or universal leader who may draw together and give expression to the feelings, the strivings, the 
hstrations, and above ail the hopes of the members of a group of which they themselves are part" (Sharp 
19945). 

" It is oflen wmngfully presumed that West Papuan nationalism was bom in the pend when Holland 
began preparing West New Guinea for independence. In the Iate 1940s and 1950s, some Papuans 
supponed Indonesia's claim to the temtory because they were a l d y  engaged in opposing Dutch colonial 
rule (Osborne l98S:3 1-32), 

'' The momuig star flag was choxn as the ~ymbol of Papuan identity by Papuan repmentatives in 196 1 
when the region was being groomed for independence by the Dutch. The morning star reprcsents Venus, 
the brightest star in the morning sky. The morning star is also the symbl of Koreri, a Biak concept that 
originates in mythology and is integrai to Biak identity. It is an indigenous Biak philosophy and spiritual 
teaching passed d o m  through generations and it has been the basis of many millenuian uprisings in Biak 
and related Cenderawasih Bay areas. For more on Koreri, see Sharp (1994), and Kamma (1972). 
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country of small social units and hgmented terrain to mount an effective insurgency" (Hastings 

1984: 146). 

Indonesia's representation of the OPM as terrorist gangs has made many Irianese 

unwilling to openly support the OPM, for fear of reprisais by the Indonesian military. The long 

history of human rights abuses in the province has recently been receiving more attention by local 

church groups and non-govemment groups (NGOs), often in collaboration with foreign NGOs 

(ACFOA 1995). West Papuan nationalist sentiment, however, is very strong among the 

indigenous population in the province and rumoun continuously circulate about the prospects for 

independence. Relations among the OPM's chah of command and West Papoan nationalist 

groups are unclear. OPM, in its broadest sense represents independence or greater politicai 

autonorny for West Papuans and is something that most West Papuans embrace, though not 

necessarily through guerilla actions. 

One reason for the broad appeal for West Papuan nationalism is that tribal peoples 

throughout Irian Jaya now share similar grievances over the "deve1opment" tactics employed by 

the Indonesian State. Irian Jaya was rated close to the bottom of the Human Development Index 

in the 1996 Social Econonic National Survey published by the indonesian Bureau of Statistics. 

Ironically, the province also had the second highest non-oil income per capita, due to the huge 

eamings of the Freeport gold and copper mine (Ballard 1998:433). The discrepancy in these 

statistics highlights pmblems that are of considerable concern to lrianese peoples. Infiastructure 

development is almost always tied to the expansion of industry in the province, with few services 

in remote areas. Provincial govemors of Irian Jaya have continuously cornplained of the lack of 

trickle down effect to the province as profits fiom resource exploitation are absorbed in Jakarta. 

Many Irianese people question the benefits of centrally imposed development and there is 

a growing belief that the Indonesian govemment is not really interested in improving conditions 

in the province for Irianese people. Traditional leaders still maintain power in their communities, 

but they are subordinate to govemment decisions and so villagers must deal with kepula desa 

(govemment appointed village leaden) for pcoblems with govemment initiated directives. 

Kepda desa gain more power in this way because they represent the Iink to govemment. 

Migrants and transmigrants fiom other islands continue to hold many of the most 

influential roles in government institutions and dominate employment oppominities in the 

province. George Mealey, past pmident of Fmpon McMoran Copper and Gold, remarks 

The indigenous Irianese are at a marked disadvantage in cornpethg for these 
jobs. Compared to the Islamic and Christian cultures of Western Indonesia, the 
Melanesian cultural traditions of Irian Jaya are a poor match with the demands of 
modem capitalist economies. The jump fiom shifting cultivation of yams and 



gathering of sago to wage employment servicing truck transmissions is a long 
one. Outside of a few mission schools, there was no education here before the 
amival of Freeport and the Indonesian govemment in the late 1960s.. . For these 
reasons, in its development work Freeport feels a special obligation to the 
indigenous Irianese, especially the local Amungrne and Kamoro (Mealey 1996: 
29 1). 

The perception that Irianese peoples are not sophisticated enough "culturally" to 

participate in the modem capitalist system is another problem that local peoples face. Despite 

Freeport's claim that it feels a special obligation to the local people, after 35 years in the area 

ninety-six percent of its employees are Indonesian but less than ten percent of these are 

indigenous Irianese, and most occupy unskilled laboring positions (IRIP 1995). The stereotype 

that Irianese people are primitive and backward (terbeIahg) penists, and many Irianese have 

corne to perceive themselves and their cultures in this way. In 1998, the wife of the Provincial 

Govemor of Irian Jaya, Annie Numberi, henelf an lrianese woman, was quoted in Tva Irian (a 

provincial newspaper run by the Catholic Church) as saying? 

We with the ugly faces, Fnzzy hair and dark skin, who chew betel nut, are said to 
be backwards. Let us bury this reputation and struggle to work towards proving 
these conhised remarks false in the future (Tifa Irian 1998: 1 2).93 

Yet even early reports of interactions with Papuan peoples indicate they were quick to 

capitalize on exchanges with foreignen. Early traveler and missionary accounts tell of being 

approached by Papuans eager to sel1 their carvings or local products. The Dutch Naval Medical 

oficer G.A.J. van der Sande, who joined an expedition to Dutch New Guinea in 1903, collected 

over 600 objects. He wrote that he met people keen to trade their artifacts and that he "passed the 

time by trading for artifacts Iate into the night." (Smidt 1992: 199). Other collectors explained 

that Papuan people were often very specific about what they would and would not trade and what 

they wanted to receive in exchange. Some Papuans, when they heard that foreignen had arrived 

in a viilage other than their own, would make a special trip to that village so that they would have 

the opportunity to trade. Of his trip in 1889, Horst wrote "While we were staying here 

mum boldt Bay area], we were visited by people in about fi@ canoes From Tanahmerah, who 

came to offer al1 sorts of ethnographical objects in exchange for beads, axes, and knives" (in 

Smidt 1992: 197). 

This is my translation of the indonesian: "Kita berwajah jele&, berambut iteriting M i t  hitam, makan 
pinang, dianggap tertinggal- Mcvi kita kubwkan semua iîu dan kembali berjuang &n bermaha agar 
semua anggapon keIh itu kita buktihn pu& masa-masa yang akun &rang " (Tifa Irian 1 998: 12). 

" Anthmpologist Michael Hitchcock has analyzed the repmentation of Irianese peoples in Indonesian 
publications (see Hitchcock 1985). 
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Early accounts also indicate that locals exerted the control they could over the trade in 

their cultural objects. The hardest things to buy were said to be objects that local peoples were 

still using for their own spiritual purposes, like amjlonir (or konuar) ancestor figures in Biak, and 

sacred flutes fiom the ceremonial houses of Lake Sentani and Humboldt Bay. Missionaries who 

attempted to get local peoples to tum in their ritual objects associated with animism reported that 

local peoples would hide or tum in brand new carvings to avoid have to tum in the objects that 

remained important to them (particularly in Biak). Once villagers had converted to Christianity 

or were forbidden to keep their ntual paraphernalia, they were willing and eager to at the very 

letut sel1 and receive some retum for the ioss of their objects. Before long, in many cornmunitirs 

Papuans identified the sorts of objects foreignen were collecting and began rnaking them 

specifically for trade. lac. Hoogerbrugge noted that in the Asmat in the 1960s, Asmat carvers 

who saw foreigners chop off the intricately carved openwork tops of canoe paddles and leave the 

shah behind, began making only the openwork tops, called ujour, which eventually became a 

new style of carving (Hoogerbrugge 1 993: 1 50- 1 ). 

The following chapters explore some of the diverse responses that local communities 

have had to foreign contact and intrusion into their lands and their lives. These range frorn 

extreme despair and resignation at the changes to their cornmunities that have accornpanied 

development in the region. to m e d  resistance in defiance of foreign domination and control. 

The case snidies conclude with examples of Irianese artists whose sense of place and commitrnent 

to their art and culture hm given them powerful, creative visions for the future. 



CHAPTER 4 

GLOBAL INFLUENCES: FREEPORT9S PATRONAGE OF KAMORO ART 

None of the guidebooks on Irian Jaya will lead you to the town of Timika on the 
Southwest coast of  Irian JayaP" (see Map, Figure 4-1). Tirnika is the main town 
servicing the needs of the worlds' largest copper and gold mine, operated by P.T. 
Freeport, Indonesian subsidiary of Freeport McMoran ~nc?  At present, virtually 
no tourists seem to turn up in Tirnika, as the town is not of acticular appeal to 
tourists and the mine is only accessible to official visiton. P 
Following a trip to the Asmat region of Irian Jaya, an m a  renowned for its 
carven; in early December of 1995 1 unexpectedly arrived in Timika, some 150 
kilometen up the coast from the Asmat town of Agats, and found myself stuck 
there for the next four daYs." This provided me with some time to explore. In 
downtown Tirnika, to rny surprise, 1 came across a spectacular large wooden 
building that was carved and painted with tribal motifs. It was so unquestionably 
*?ribal," yet unlike anything 1 had previously encountered in my travels or in my 
literatun review of Irianese arts. Its appearance was somewhat reminiscent of a 
h m  tambarun from the Sepik region of PNG, if only because of its coIourfu1 
and highly decorated facade. The sign out front identified the building as the 
"Gedung Seni Kamoro" (The Kamoro Art Centre - see Figure 4-2). 

Historically, the arts of this region are not well documented, and I had no 
knowledge of  their existence. Ofïthe beaten tourist path, I felt I had made my 
own "discovery" ". . . (Excerpts from 1995 field notes). 

The thne most common guidebooks relevant to Irian Jaya are: Lonely Planet's Indonesta, Periplus's 
Irian Jaya by Ka1 Muller or Bill Dalton's lndonesia Handbook None of these recomrnend Timika as a 
tourist destination. 

95 PT Freeport uidonesia is the Indonesian subsidiary of Le multinational resource extraction company. 
Freepon McMoran Inc., which recendy changed its name to Freeport McMoran Copper and GoId reflecting 
the significance of the company's operations in Irian Jaya (refemd to in this thesis as Freepofl). Freepon 
headquarters are in New Orleans, USA. 
% Mile there has k e n  some tak of Fretport offering mine tours, the company seerns unlikely to open its 
doors in this way. According to company spokes peopie, they already have more than enough official 
visitors to accommodate each day, so many in fact, that in 1992 Freepon decided to build its own hotel to 
accommodate company guests, the Sheraton Timika, discussed m e r  in this Chapter. 
97 The only commercial plane out of Agats (Merpati) was cancelled for several weeks. Eventually, 1 
caught a ride out of Agats on a cargo (luggage) boat chartered by a Canadian tour group. It went to Timika, 
a sizeable town with a commercial airport h m  which 1 could r e m  to the provincial capital Jayapura ... 
but not for a fiill week, because a11 flights out of Timika were fully booked for days (for reasons that will 
become apparent later in this chapter) 
98 The Mimika / Kamoro temtory ranges 300 kilometres between Etna Bay and the Otakwa River. 
Mimika and Kamoro are names of rivers in the area, and both are used interchangcably to refer to the same 
p u p  of people and the temtory they inhabit. Most of the wtiting on the arts ofthe region uses the name 
Mirnika. The fast major publication on the arts of the region was by the Dutcb scholar Simon Kooijman, 
published in 1984, and does not include a reference to Irian Jaya or West New Guinea in the titie - one of 
the reasons 1 was unaware that the art existed and therefore felt 1 had "discovered" something that 1 did not 
kno w ex isted when I f5st saw the G e h g  Seni Kamoro. 



This chapter presents a case study that examines the motivation and effects of 

contemporary art patronage along the southwestern coastal region of Irian Jaya. Over the course 

of the past decade, a new patron of the arts, the transnational mining Company, P.T. Freeprt 

Indonesia (to be referred to fiom here on as Freeport), has been activeiy involved in sponsoring 

local art production in this region. This patronage takes place within a very specific context, for 

Freeport is mining in the nearby mountains, and in 1997 accounted for 88% of export income 

fiom the province (Ballard 1998:438)? The artists who have received Freeport patronage are 

predominantly frorn the lowland Kamoro, Sempan (their immediate neighbours) and Asmat 

tribes. The Kamoro, and two highlands tribes, the Amungrne and Damal, are the three groups 

indigenous to Freeport's project area or Contract of Work (cow).'~ The Amungme are the 

indigenous inhabitants in the highlands vicinity where the mining site is located while the 

Kamoro inhabit the swarnpy coastal lowlands area where the mine's tailings or waste 

accumuIates in the Ajkwa river, and where its portside facilities are located (see Figure 4-1). 

lust how P.T. Freepon came to be the new patron and instigator of the Kamoro artistic 

revival. is a compiicated story that demonstrates extemal patronage and international 

manipulation of politics and culture in the region. This chapter raises the following questions: 

what is patronage and how does it affect art production? To what extent has patronage changed 

in the region and what has been the effect of that change in patronage? Who is in control of art 

production? What control does the patron have, vis a vis the control of the artist? What 

motivates patrons to support the arts? And vice versa: what motivates artists to accept particular 

instances of patronage? To what extent is the exchange between patron and artist reciprocal? 

The Politics of Patronage 

To begin this discussion, it is necessary for me to dari@ my use of the terni patronage. 

Patronage virtually always indicates sorne type of controi or influence of the patron over the 

artist. In tribal communities, this patronage was often a collective act on the part of an entire 

village, and artists were expected to maintain the pmrogatives of the community in producing art 

according to established protocols for specific events or uses. A pst-colonial perspective has 

" Most of this wealth is collected in taxes and royalties by the Indonesian nationd govemment in Jakarta 
and there is a strong sense in Irian Jaya that most of this wealth should remain in the province. 

lm Freeport's sponsorship of art& activities for the Amungme and Damal appears to have k e n  
negligible. 



allowed for a broadened definition of patronage, because it understands the cultural expressions 

of subjugated post-colonial peoples as influenced by the colonial power. Colonial culture and 

colonial patronage are seen to have favoured and promoted certain foms of cultural expression 

over others, particularly those most in keeping with the colonizing culture. Ashcrofl et.a1. (1998) 

define patronage as: 

. . . a term that refers to the economic or social power that allows cultural 
institutions and cultural forms to corne into existence and be valued and 
promoted. Patronage c m  take the form of a simple and direct transaction, such 
as the purchase and commissioning of works of art by wealthy people, or it cm 
take the form of the support and recognition of social institutions that influence 
the production of culture (Ashcrofi et.al 1 998: 43-44). 

This definition of patronage is broader than conventional definitions that denote the 

financial sponsonhip of artists and the commissioning of artworks from artists by wealthy or 

powerful individuals and institutions. It explicitly recognizes that patronage is a form of power, 

whether it is economic or political, that can signiticantly influence the forms and uses of art and 

culture. This definition then, in rny view, includes the support of artistic expression that 

reinforced their image of supenonty and the suppression of cultural practices they found 

threatening or distasteful. Patronage, therefore, can be more than mere philanthropy; it can 

become a politicized act.lO' 1 believe this definition with al1 its post-colonial economic 

implications, reflects the situation observable around Freeport. 

History of the Kamoro and Kamoro Arts 

The Karnoro people have received far less international and national attention than their 

neighbours and traditional enemies to the southeast, the ~ s m a t . " ~  The Asrnat are renowned 

Io' In the west, corporate patronage of the arts was criticised in the early 1970s when socially and 
environmentally conscious artists and activists began making social and environmentai statements in their 
art (e.g. Hans Haake). At the same t h e ,  national govenunents were finding it increasingIy dificult to 
fund the arts and non-state corporations increasingly became the sponsors of art and culture. Some of the 
more socially and environmentally conscious artists saw immediately how corporations did not sponsor arts 
that denounced their corporate activities as  socialiy unjust or as detrimentai to the environment. 
Comparable criticisms of sponsorship of indigenous arts by corporations actively and contestedly 
exploithg resources in the lands of the same indigenous peoples has occurred in Canada as well. One 
example is the controversy surroundhg 'The Spirit Sings" exhibition which was boycotted by the Lubicon 
Cree due to the corporate sponsonhip of Shell Oil, with whom they were engaged in a dispute. 

l m  Most of the discussion in this section draws on the article by a Catholic missionary who worked with 
the Crosier mission and the neighbouring Asmat people, Father F. Trcnkenschuh, O.S.C. (Ordo Sanctae 
Cmcis, uidicating he is a member of the Crosier ûrder) (Trenkenschuh 1970). He explains that Kamoro 
and Asmat lanpages are relaîed and together fonn one language family, namely the Kamoro-Amat 



intemationally as former headhunters and for their traditional carving, hailed as among the 

world's finest tribal or "primitive" art still king produced today. The Asmat will proudly tell 

you how their villages have been visited by such celebrities as Michael Jackson, Arnold 

Schwarzenegger, and Mick Jagger (who are reported by the Asmat to have arrived and stayed 

aboard yachts, travelling to the villages to buy art by day and partying on deck well into the 

e~en in~) . ' *~  That some Asmat are aware of these global superstars, suggests that they are not 

isolated or "primitive" as tour operaton would Iike us to believe.lM Until very recently, Kamoro 

artists have been largely obscured on the international scene, ovenhadowed by their Asmat 

neighbours. There are several possible Rasons for this, which I will outiine below. 

HistoricalIy, the Kamoro came into contact with foreigners much earlier than did the 

Asmat. As early as the 17th century, it is reported that Chinese traders came to the Kamoro area 

to hunt crocodiles and trade with the local people who subsequently adopted Chinese gongs and 

dishes, which they acquired as items of bride price exchange (Trenkenschuh 1970: 78). In 1632, 

the Dutch explorer Jan Cantenz, sailing along the south Coast, first saw the distant snow capped 

peaks that would later bear his narne and draw other Europeans to explore the southem interior of 

West New Guinea. Catholic missionaries entered the Mimika region in 1927-28, some thirty 

years before contact with the Asmat was established and before the 1938 western "discovery" of 

the Baliem Valley in the central high1ands.l0' Catholic missionaries began the work of settling 

the nomadic population into permanent villages and setting up schools, which was continued 

under the Dutch authorities. During WWII, an estimated 1000 Japanese occupied the Mimika 

- - - -  . 

language family. This language famiiy is made up of approximately six distinct Kamoro dialects and six 
distinct Asmat dialects (Trenkenschuh i970:77). 

'O3 Tobias Schneebaum, a world expert on Asmat culture is said to have accompanied some of these tom. 
These celebrity visits seem to have received little Westem media coverage, so it came as some shock to me 
to be told this by villages in Agats, though it seemed matter of course for the Asmat to receive such high 
profile visitors. They delighted in telling these stones and were most curious to hear about how famous 
these people were in the West. No concerts seem to have been played in the area, so we might assume that 
Asmat has become a place - so underdeveloped and remote - where these stars c m  get away from it al1 and 
relax in a place where they stand out only as another Westemer with obvious wealth. in Agats, the main 
town of the region, there are only two modest losmen for tourists and visitors, but according to stories told 
by town dwellers the celebrity visitors lived and ate on their yachts and made day trips upriver into the 
villages. 
104 Isolation from Westem influence is seen in Western 'prirnitivist' thought as proof of the 'authenticity' 
of the tribal culture. The notion that other cultures can not remain ' p u '  or maintain their integrity in the 
face of Western influence is now seen as ethnocentric. Tourists are encouraged to seek authentic and 
different experiences h m  their overseas holidays by tour companies promoting cultural tourism along 
these lines. 

'" The American advenhinr Richard Archbold 'discovereâ' what he called the Grand Valley of the central 
highlands, a highly populated arw hitherto unknown to Europeaas. The Grand Valley is today hown as 
the Baliem valley, and this region will be discussed m e r  in Chaptcr Six (see Archbold 1941). 
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area, and according to Fr. F. Trenkenschuh, O.S.C., the soldien were harsh and brutal with local 

people who did not assist them. Father Trenkenschuh suggests that it was this cruel treatment 

that soIidified the Mimikans reactions toward outsiders. He writes ''This fiirther contact with the 

Japanese had 1 belicve, lasting effects on the people's attitude toward both govemment and 

mission" (Trenkenschuh 1970: 78). 

Father Trenkenschuh faults the successive Dutch, Japanese and Indonesian governments' 

lack of local development and unfulfilled promises to the people as contributing to the Mimikans' 

negative and apathetic attitude towards foreignen, which manifested itself as passive hostility and 

resistance. Overconsurnption of segera paim wine, a traditional alcoholic drink made by the 

Kamoro, has been documented as a problern throughout the history of con ta~ t . '~  Trenkenschuh 

writes that at times the situation was so bad that few missionaries wouId remain in the area for 

longer than a year at a time (Trenkenschuh 1970: 79). Despite the similarity in the artistic styles 

and ritual practices of the Kamoro and Asmat, the Kamoro were overiooked while the Asmat 

became subjects of international attention. The mystery surrounding the disappearance of 

Michael Rockefeller, (as his body was never recovered, nimoun circulated that he was possibly 

the victirn of cannibalism, a revenge attack on the enemy "white" aibe) also captured the West's 

imagination. The unwillingness of the Kamom people to engage with foreigners in either an 

impressive and aggressive show of force and prowess or in a friendly and cooperative waylO' may 

be part of the reason why foreignen have not been strongly attracted to the Kamoro or their arts, 

as they lack mmantic or exotic appeal, or perhaps they have simply been ovenhadowed by the 

popularity of Asmat art 

Fo'ollowing World War 11 and up until the early 1990s, the Kamoro or Mimika area was 

not well known for its arts or its cultural enthusiasm. Yet, in 1954, Dr. J. Pouwer, a Dutch 

government ethnologist determined of the Kamoro that "They had developed the abiiity to be 

totally Christian in the presence of the pastor but totally Mimikan with al! their beliefs and 

practices intact when they were alone" (Trenkenschuh 1970: 78). Pouwer noted that the 

Kamoro's attitudes to foreipen and reactions to situations of contact went through a series of 

distinct phases: 

Freeport publications have nfemd to alcoholim amongst the Kamoro as a pioblern in theù community 
development initiatives. 

lm The idea that passive behavioun can be deliberate and effective foms of cultural resistance has 
recentiy been taken more seriously by academics. What fieldworkers such as missionaries and govemment 
workers had obsewed on the ground becam a subject of anthropofogical and sociological discourse in the 
eariy 1980s (see James Scott 1985, ). 



Initially the people showed both enmity and hostility as well as a respectful feu  
of the intmdea. Gradually this fear was replaced by a period of cautious 
reproachment which developed into a stage of active good will and a strong 
desire for Western goods. Then a serious twning point was reached. Real 
disappointment with both outsider and ail that they repnsented replaced the good 
will. This hostility could not manifest itself with direct resistance so it took the 
form of passive resistance to any atternpts to change their nomadic and ritual way 
of life. This passive resistance became a weapon to kill the contact situation - 
but it was also realistically accompanied by a type passive resignation to the 
outsider's permanent presence. In effect, they could do nothing about outsiders - 
but they at lest  did not need to cooperate with him [sic]. Mimika had reached 
the place where they would respond only to force (Pouwer 1954, paraphrased in 
Trenkenschuh 1970: 78). 

Trenkenschuh also made this observation: 

It is not a pleasant sight - a people totally indiffennt to your presence; people 
educated but without a place in their own society. Mimika strikes a penon as 3 
dead area tilled with zombies. There is no work and no interest in work. By 
1970, almost al1 art had disappeared and al1 artists were old men. Religion of the 
past is no longer celebrated and the Christian religion means nothing to the 
people. The past is gone forever. The present lacks vitality. The future holds no 
hope (Trenkenschuh 1970 78-9). 

In his 1982 monograph on the art of the Mimika, Simon Kooijman also quoted 

Trenkenschuh, who stated that Mimika 'Ys a society without pride in itself and one that totally 

lacks any sense of excitement or enjoyrnent of life" (Kooijman 1984). In April of 1998, the tirst 

Kamoro art and cultural festival took place, and there appemd to be plenty of excitement 

surrounding the event. What happened to bring such excitement to this place? 

Negotiating ita place - Freeport's entanglement in Indonesia's cultural polities 

In 1936 Dutch geologist Jean Jacques Dozy, a member of the Colijn expedition to climb 

Mount Carstensz, took the first rock samples fiom Mount Ertsberg, a mineral rich rock 

outcropping in the Carstensz valley, a location that he remarked was so nmote that "It was just 

like a mountain of gold on the moon" (Mealey 1996: 7 1). In 1959 Freeport Sulphur's chief of 

explorations, Forbes Wilson came in contact with Dozy's expedition report and conducied a 

second expedition in collaboration with a Dutch mining Company to determine the mining 

prospects of the region. "The results of this sexond expedition were sufficiently promising for 

Freeport to pursue their option on the deposit, but the takeover of Dutch New Guinea by 

Indonesia in 1962 forced a delay in its development' (Ballard 1997a: 2). 
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The Freeport mine has a long history of entanglement in the cultural and economic 

politics of Indonesia, as it must negotiate its ternis of operation with the Indonesian govemment. 

The New Order govemment awarded Freeport its first Contract of Work in 1967, which 

represented the fiat foreign investment enterprise to be undertaken during Suharto's New Order 

regime. The Indonesian govemment was slow to provide basic utilities and infiastrucmre to the 

area, so Freeport assumed responsibility for almost al1 of these services. After five years of 

intensive infiastructure development, the mine was ready. 

President Suharto made an official visit to the province for the mine's inauguration in 

1972. The President "rode by jeep up the magnificent road, and the next day narned 

Tembagapura -- 'Copper City' - and dedicated the new mine. He also. unexpectedly and on the 

spot, renarned the province Irian Jaya, or "Victorious Irian." (Mealey 1996: 106). The renaming 

of the province symbolizes the deep sentimental and financial importance of Irian Jaya to 

Indonesia and the imagined limitless resource wealth of the province. During the 1970s and 

1980s, as mine productivity grew. Freeport revenue becarne an integral part of the Indonesian 

economy. In 1988, Freeport was the highest corporate taxpayer in Indonesia and what was once a 

small and relatively obscure mine in Irian Jaya was considered one of Indonesia's ten 'national 

assets'. (Ballard 1997a: 3). The Indonesian govemment is also a "minority owner." owning a 

10% share of the Company. Provincially, the mine accounts for 88% of Irian Jaya's non-oil 

expom, though there is much resentment about how much of these profits actually make it back 

to the province once it has k e n  paid out in royalties to Jakarta. Freepon had known that the 

Ectsberg's gold and copper wealth would not last more than the twenty years it took to exploit the 

orebody, so company executives at this time had a short-term view of their work in Irian Jaya. 

But this vision was about to change. 

Grasberg discove y and expansion 

In 1987, a massive new ore body was discover~d very close to the existing Freeport mine 

and it changed the Future outlook for the company, the local people and the Indonesian 

govemment in Irian Jaya. The discovery of the Grasberg deposit "saw Freeport enter the mining 

stratosphere" (Ballard 1997a: 3). Freeport is now the "single richest mining complex in the 

world," with the world's third largest resewes of coppet, the second largest reserves of gold, and 

silver r e s e r v e ~ . ' ~ ~ o  explain the impact of this discovery, Chris Ballard States: 

la Chris Ballard adds chat the full extent of the mine's wealth is as yet uabiown as the Grasberg orebody 
is so big that its depth has yet to be detemined (I997a:2). 



The process of discovery of the different orebodies that make up the Freeport 
complex is important to grasp because it's the variable financial viability and 
potential of the mine at different stages in its history that has yielded different 
strategies by the company in relation to the indigenous communities (Ballard 
1997a: 2). 

With the Grasberg discovery came massive expansion of Freeport operations, 

infrastructure and output. In 199 1, the company signed a new fi@-year Contract of Work 

(cow).'* Freeport celebrated their contract renewal with an arnbitious Expanded Inframucture 

Project intended to dramatically improve facilities for its 15,000 employees through the creation 

of an entirely new town out of "pristine jungle." This New Town (in its various stages refemd to 

as New Town and Kuala Kencana) was to be located in the lowlands, approxirnately twenty 

kilometers from the boomtown of Timika that had expanded rapidly during the Ertsberg years. 

The Grasberg discovery and Freeport's massive expansion resulted in increased local and 

international scnitiny of the company's corporate, environmental and social practices and its 

cooperation with the Indonesian government and military. 

Freeport and indigeoous peoples 

The discovery of the Grasberg orebody in 1987 and the realization that they 
m ight be there another 50 years forced Freeport to reconsider its policy towards 
the Amungme [as weil as the Kamoro] - or rather, to develop a policy in the first 
place.. . (Ballard 1997a: 7). 

In 1967, Freeport established a pattern for its interactions with local peoples when it 

began setting up its highland faciiities. For the Amungme, the Ertsberg (known to the Amungme 

as Jdsegel Ongopsege!), and nearby peaks were home to their ancestral spirits and fonned the 

basis of their cosmology. Amungme people resided Freeport's encroachment by erecting 

wooden crosses (salib) - signs traditionally used to demarcate that b'üespass beyond the point 

indicated was not permitted by the owner of the land" (Ballard 1997a: s ) . "~  

The 1967 Contract of Work did not stipulate any land compensation for Amungrne 

people who were displaced fiom their land. The only compensation paid was that deemed 

reasonable by the Indonesian government to cover the costs of relocation and new dwellings - 

'" The new Contract of Work stipulates a 30 year renewal of Fmport's Contract of Work with two 10 
year extension options and a new Conûact of Work area of an additional 26,000hz (known as COW-6). 
110 Freeport has long been sceptic of the Amungrne's claims but the recent doctoral thesis by John 
Ellenberger, a former missionary in the area confms the significance of the rnountains to nibes in the are* 
including the Amungrne (see Ellenberger 1996; Ballard 1997a). 



which amounted to some tobacco and trade goods. The Amungme, continued to protest as 

Freeport continued its explorations, and in 1974 a formal agreement known as the "January 

Agreement" was signed by Freeport and the Amungrne. While Freeport thought it had been 

given consent for its Contract of Work area from the Amungme, today Amungme leaders daim 

they did not realize the full implications of what they were agreeing to and that they did not ever 

intend to give up permanent rights to their land (see Ballard 1997a:S-6). 

In the past few years, resentment of the mining company has also grown among the 

lowland Kamoro whose health and livelihood has been compromised by the company's waste 

tailings (pulvenzed rockj and chemicai additives expelled into the Ajkwa river. Some Karnitro 

tribes have also been relocated without adequate compensation for the loss of their ancestral 

lands. Both the Kamoro and the Amungme have suffered the effects of massive migrations to the 

area - both lrianese and other Indonesiaqs looking to get a job with Freeport. To the dismay of 

local peoples and other Irianese. semi-skilled migrant labouren from other islands of Indonesia 

fil1 most positions. 

In 1 99 1 ,  Freeport's fim Community Development and Government Relations 

Department was launched in an effort to improve company relations with the local peoples. 

Community development programs established by the department included small-scale livestock 

rearing projects and small-business incubator projects. The concems of indigenous peoples 

within the mine's jurisdiction, on the other hand, includc access to training, employment and 

economic benefits from the mine, the unauthorized appropriation of their lands, destruction and 

resettlement of villages, the invasion by migrants and transmigrants h m  other areas, the strong 

Indonesian military pmence"' and associated human rights abuses, a general atmosphere of 

insecurity, and lack of concern for their well-being (see Ballard 1997a). Many of Freepon's 

development projects were not well received by local peoples; some failed miserably. Local 

peoples sought fundamentai change in their relationship to the company, including recognition of 

their rights and what they perccived as company responsibilities. 

From the start and increasingly as its operation grew in size, Freeport has been the target 

of resistance movements by indigenous peoples dissatisfied with the company and its 

"' The number of Indonesian soldien stationcd within the concession area varies considerably with the 
political clirnate but a mugh estimate of ZOO0 at any given time is reaiinic, fluctuating up to 3000 in times 
of unrest (Elallard 1996:44). These forces include a Kostrad (Strategic Resewe) unit whose sole purpose is 
the defence of the mine. In each of iîs Contracts of Work with the govemment, Freeport has been obliged 
to house, supply and transport govemment officials and members of the security forces withh the COW 
area and this is increasingiy a point of contention (Ballard 1997a:4). 



collaboration with the Indonesian govemment and militaiy involvement in the province."' The 

mine's security has been forcefully guarded by a strong security presence controlled largely by 

the Indonesian military. Indigenous resistance has been met with violent, and sometimes lethal 

punishment. In 1995, the tint independent human rights report in years from within Irian Jaya 

was released intemationally by the Australian Council for Oveaeas Aid, a non-govemment 

organization concemed with issues of development and human rights.'I3 n ie  report was 

originally written by local Irianese in Indonesian and was edited and translated into English for 

publication by ACFOA (see ACFOA Apnl 1995). Known as the ACFOA report, it artests to 

human ri&$ abuses in the vicinity of the Freeport mine, which had been ignored for alrnost 30 

years. The human rights violations described in the ACFOA report were subsequently 

investigated by the Catholic Church of Jayapura (see Bishop Munninghoff s report, May 1995) 

and the Indonesian National Human Rights Commission. Reports by both the Catholic Church 

and the Indonesian National Human Rights Commission supported the ACFOA allegations that 

human rights violations had occumd in the area fiom June 1994 thmugh to February 1995, and 

the Munninghoff report included additional evidcnce of another massacre of a fùrther 1 1 people 

in May of 1995. The violations were cornmitted by the Indonesian military, as reprisais to 

resistance by mernbers of the OPM who in 1994 and early 1995 staged a series offlag raisings of 

the West Papuan Moming Star Flag in the vicinity of the mine. Human rights violations were of 

six types: torture of civilians, sixteen murden (including the 1 1 which occurred in May), arbitrary 

detentions and arrests, excessive surveillance, disappearance of civilians and the destruction of 

property. m i l e  Freepon has denied any involvement in these incidents, and Bishop 

Munninghoff s statement referred specifically to abuses committed by Indonesian soldien and 

did not directly implicate Freeport employees or secunty staff, Fmport was indirectly implicated 

in these reports, as abuses were reported to have taken place at Freeport company facilities, 

including Freeport secunty posts, Freeport shipping containers and workshops. Within Indonesia, 

four soldiers were sentenced to minor jail ternis as a result of the reports, though many of the 

"' On several occasions during the 1970s and 19805, organised resistance activities targeted Freeport 
infrastnicnire. In 1977, Irianese seekig independence blew up the main pipeline h m  the mine to the 
Coast, costing the company benveen USâ6- 1 1 million dolIars (Ballard I996:33). Some of the resistance 
activities around the mine have been lead by members of the OPM and have included raising the morning 
star (the West Papuan) flag. The problems around the mine have aggravated clashes between military and 
separatisr since it is so heavily protected by the Indonesian military and reprcsents unwanted colonisation 
to the separatists. 

'13 Chris Ballard (1997a: 15) poinîs out that pnor to 1995, al1 impact assessrnent reports of the mine 
spoasored by Freeport focussed strictly on environmental impacts of the mine and did not address social 
impacts or human rights concems. 
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additional findings of Bishop Munninghoffs report have not been investigated further (Ballard 

1997a: 9). Freeport has denied involvement in these violations and has blamed the Indonesian 

m i l i t ~  for human rights problems around the mine. However, independent human rights 

andysts have not received permission to investigate in the region in order to assess whether the 

Company has been involved or not (Bryce 1998). 

The local Kamoro and Amungme communities have continued to contest the presence of 

Freeport and the Indonesian military in the region (see Appendix A for a chronology of 

significant events that occurred during the time span of my research for this thesis). The ACFOA 

and Munninghoffrepons have drawn increased international attention to the region. One effect 

of the 1994 to 1995 human rights violations has been an increased awareness on the part of local 

peoples about the processes of documenting abuses and working with international NGOs to 

publicize their situation. In April 1996, the Amungme tribal council, LEMASA (Lembaga 

M11syuwarah Adar Suku ~ r n u n ~ m e ) , " ~  in defiance of Freeport and the Indonesian govemment 

began two separate independent US. based legal challenges to Freeport's operations in their 

lands. Tom Beanal, a LEMASA leader, filed a federal class action lawsuit with the New Orleans 

District Court on behalf of the Amungme. The suit alleges Freeport's corporate policies have led 

to environmental destruction and human rights abuses amounting to "cultural genocide" and 

stipulated damages arnounting to six billion U.S. dollars. While Beanai's suit has been rejected 

three times to date, a second class action suit by an Amungme elder, Yosefa Alomang, has been 

allowed to move forward in Louisiana suite court. Alomang is an outspoken Amungme, who 

alleges she was taken from her home by Indonesian military in October 1994 and taken to a 

police station where she was locked in a closet for three weeks. Her Iawsuit also claims 

environmental darnages and hurnan rights abuses. A LEMASA statement of Decernber 12 1998, 

indicates its commitment to continue to press on with both lawsuits ''until such time as a 

comprehensive, honest and fair solution has been reached between the parties, on an equal 

footing" (see LEMASA 1998). 

The Amungme communities are almost unanimous in their support for LEMASA and 

leader, Tom Beanal. The tenacity of the Amungrne people can be seen through the commitment 

of LEMASA "which can justly claim to represent the vast majority of Amungme as its members" 

(Ballard 1997a: 10). Ballard also States that in "the rural areas beyond the townships of Timika 

and Tembagapura, LEMASA provides the only civil infiaseucture of any consequence, 

"' LEMASA is headed by four elected Directors who each lead a council of approximately 90 
representatives h m  each of the Amungrne settiements (Ballard 1997a: 10). 
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conducting its own censuses, and representing the interests of the more remote comrnunities 

through an impmsive network of volunteers" (Ballard 1997a: l0).'I5 

In contrat to the cohesion of the Amungme, the Kamom are more divided in their stance 

on Freeport. The Kamoro population is much higher than the Arnungme population and more 

widely distributed. As a result the effects of the mine amongst the Kamoro Vary significantly 

from one Kamoro comrnunity to another. Kamoro comrnunities directly affected by the mine 

include those fiom the villages of Koperapoka Lama, Nawaripi Lama and Negeripi on the banks 

of the Ajkwa and Muamiuwa rivers. In Ianuary of 1997, memben of these villages subrnitted a 

letter to Freeport on behalf of 87 families (totaling 300 people) protesting that the mine's taiiings 

have forced them off of their ancestral lands, flooded sago groves and forests and poisoned the 

waters and fish with toxic chernicals and overburden (Kamoro Protest to Freeport 1997). 

Freeport's sponsonhip of art and culture in southwestern Irian Jaya needs to be understood within 

this broader context. 

A New Patron of the Arts 

Freeport's fint major sponsonhip of the arts of Irian Jaya was in 1989 when it donated 

Rp267.5 million (at the time approximately US$ 140,000), to the art and cultural "Festival of 

Indonesia," which exhibited in the United States in 1990-91. This followed the 1987 discovery of 

Grasberg and Freeport's hope for continued operations within Indonesia and Irian Jaya. At this 

tirne it was to Freeport's advantage to foster cross-cultural appreciation and goodwill between the 

nvo countries. The organizer of this festival was the former Indonesian rninister of foreign 

affain, Dr. Mochtar Kusumaatmadja, and the festival was endoned and prornoted by both 

countries' govemments and business cornrnunities. Of the three major exhibitions associated 

w ith the Festival, Beyond the Jma Seo: Art of Indonesia S &ter IsIands (see Taylor 1 99 1 ), 

included some of the first art fiom Irian Jaya (other than Asmat) to tour the United States, 

although no Karnoro art appeared in the e~hibition."~ 

IJ Since 1996, Chris Ballard and Glenn Banks of the Australian National University have been conducting 
the fmt social mapping project of the area of the Freeport mine. This information is intended to provide 
detailed census information and histories of the Amungme and Kamom peoples directly af€ected by the 
mine. 

The two other major exhbitions that toured with the Festival of indonesia were: Scuiptu~e of 
Indonesio, and Court Ar& of Indonesia Both of these exhibitions represented works of art that have been 
ernbraced more seriously by Western biased art historical appmaches, the fht focusing on the ancient 
classical Hindu Buddhist sculptures of lndonesia and the second on court arts which have generally been 
accorded status of art due to the precious materials they are made of and their association with royal 
patronage. Beyond the Jma Sea wan exhibited predomhantly in N a m 1  History Muxtuns, as opposed to 
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In the period between Freeport's Grasberg discovery in 1987 and the renewal of its 

contract by the Indonesian Government in 199 1, company involvement in arts, culture and 

community development programs increased dramatically. In 1990, the Company established the 

Freeport Irian Iaya Foundation: 

The Foundation was created to assin the social and economic development of 
Irian Iaya with special emphasis on the population in the ana of Freeport's 
exploration and mining activities.. . The Foundation accomplishes its objectives 
through (1  ) planning assistance, (2) the provision of infrastructure, (3) operations 
assistance in the early phases of new projects, (4) encouragement and support of 
selected new small econornic enterprises and cultural activities, and (5) providing 
education and training opportunities (Freeport 19945). 

Freeport's involvement with Kamoro arts and culture seems to have been instigated by 

the sub-provincial Fakfak Regency (kecantatan) govemment. Between IWO and 1992 the 

government Department of Industry assisted Kamoro carvers by providing them with carving 

tools, sponsoring a shon publication on Kamoro carving (see Terupun 1990) and by searching for 

a sponsor. On March 23, 1992, Yayman Freeport Irim Joya, the Freeport Irian Iaya Foundation, 

became the Bapclk Angkm or "foster Fathei' of Kamoro arts and culture. 

The Gedung Seni Kamoro or Kmoro Arts centret" was built in 1993, serving both the 

hnction of a Freeport community development project and the broader interests of its Expanded 

Infrastructure Project. The main projects of Freeport's Expanded Infrashvcture Project included 

the establishment and building of Kuala Kencana; an associated International Five Star Hotel for 

company guests - the Sheraton Timika; and an 1 Qhole golf course, the Rimba Irian (Indonesian 

for "Irian Jungle"). These new facilities are significant to the history of contemporary Kamoro 

arts because moa of the art produced at the Gedung Seni ffimoro became incorporated into these 

new company settings. The Gedung Seni Karnoro is located in downtown Timika on the mad out 

of town towards the mine and Freeport facilities including the Sheraton and Kuala Kencana 

(located twenty kilometea fkom Timika). This location is at odds with its tribal appearance 

because Timika is a booming Indonesian style town where more migrants and ûansmigrants [ive 

than do Kamoro. 

The Gedung artists were happy to explain about the centre. The Gedung Seni Komoro, 

they explained. was built in 1993 and was not based on a traditional Kamoro ceremonial house or 

- - - - -- - . . . - - - 

art gdieries. A fowth exhibition allowed later in the festival's planning process was an exhibit of modem 
lndonesian M Modem indonesian arts have &O been excluded in much Westem centric art history (see 
Wright 1994). 

"' The building is approximately 25 by 60 feet, and about 20 fcet taIl at the h n t  side with the roof rloping 
down to a wall approximately IO feet in height at the back. 
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~ Q P Q O  (Kamoro ianguage), but has traditional motifs and elements derived from aspects of 

Kamoro art and culture (see Figure 4-2). The structure bears a striking similuity to a photopph 

of a Kamoro ceremonial house first published in an expedition report by British Omithologists 

Union explorer Alfred Wollaston fiom 1912 (Figure 4-3). Similarities shared by the two 

stmchires are the shape of the building with a flat roof that dopes down at the back and multiple 

doors in the front as well as vertical supports along the front, which in the case of the Gedmg are 

repiaced by mbitoro, carved Kamoro poles that were erected in fmnt of ail ceremonial houses 

while they were in use. The Gedung is elevated on stilts above the ground with a corrugated iron 

roof and walls constructed of carved and painted wooden pianks, rather than traditional panels of 

woven thatch as seen in Figure 4-3. The Gedung artists told me that carvings were made for the 

exterior of karapuo, but that these were generally made on smaller panels or ceremonial shields 

called yumate (see Figure 4- 17 and Kooijman 1992: 63). The Gedung Seni Kamoro was made 

more spectacular and '%aditional" in appearance, with the all-over hand-carved patterns and 

coloured designs. The Gedung artists seemed proud of the building and their new careers as 

carvers sponsored by ~ree~ort."' 

Many of the Gedung artists were discovered in Kamoro villages relatively nearby to 

Timika and were invited to corne to Timika to work at the centre, Timothius Samin, the head of 

the Gedung, told me he left his position as kepalo desu (Indonesian govemment temi for 

appointed govemment position of village head as opposed to a traditionally appointed village 

head) of Kiura village where he originates in order to corne and work with the Gedung. 

Timothius and a second Gedung artist were part of a delegation of lrianese artists sent by the 

govemment to a training session on carving techniques and how to make a living from handicraft 

production in Bali in 1993. 

The interior of the Gedung in 1995, was set up as a museum, with labels and displays 

including a small scale mode1 of a karapao or ceremonial house erected for the traditional male 

initiation ritual and nose-piercing cerernony. Behind the Gedung, is a large work yard where 

carven work on large pieces."9 In Figure 4-4, two Gedung carvers are working on a large 

wernuwe or iwumapuhr ancestral figure poles denined for Kuala Kencana. Gedung carven 

generally work in groups on the larger commissioned poles. It was estimated that a large pole 

""espite the menmient and stijpa associated with Freeport, employment with Freepon is considered 
prestigous by many local peoples. 

'19 During my research trips to the Gedwg in 1995, 1996 and 1998, there have k e n  an assortment of 
simple houses at the back of the wotkyard where artists and their families Live. Most recently, in 1998, I 
noted that several families were a h  living kneath the Gehag itself (in approximateIy a four fmt 
clearance). By 1998, Tho, the head carver, had pmhased a television and satellite dish for the Gedung. 
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like this one, would take roughly two weeks to complete for a tearn of five carven using a chah 

saw to rough out the form and assorted chisels for finishing the carving. The Gedung received its 

first major commissions for carvings from Freeport for the Sheraton Hotel and Kuala Kencana. 

According to Gedung carven, Freeport requested ovenized replicas of wemuwe, which were 

traditionally substantiall y smaller to fit with their landscaping designs (the largest were 400 

centimeten high and 70 centimeten in diarneter for landscaping in Kuala Kencana). Wemuwe 

statues traditionally ranged between 40 to 180 centirneters in height. Freeport provided carvers 

with ironwood fiom their site excavations for these commissions. 

The design scheme of the Sheraton Timika focuses on Karnoro and Asmat art. There are 

roughly a dozen large Karnoro poles from the Gedung situated on the hotel grounds. The interior 

decoration was inspired by Mary-Anne Murphy, the wife of Paul Murphy, then director of P.T. 

Freeport's Irian Jaya operations. M n .  Murphy incorporated as much local art as she could into 

the hotel."' It is an international standard hotel intended almost exclusively to serve the needs of 

Freepon. "' The Sheraton group has been guaranteed payment for fifty percent occupancy by the 

Company every night (the hotel has 84 rooms). Tourism in Timika is almost exclusiveiy 

restricted to visitors to the mine (who must have speciai authorkation) and very few casual 

tourists make it to Timika. 1 observed that the hotel can be quite discriminatory towards lower 

income peoples and non-Freeport guests or employees and backpacken or budget tourists are 

dis~oura~ed.'" Administrative employees of the hotel are mostly Indonesian or European. Many 

of the lower level ernployees are Inanese (though few are Karnoro or Amungme). Service 

employees dealing with guests in the hotel generally Wear dress that reflects an "lrianese" style of 

dress (such as Batik Irian or a headband made of IocaI materials). 

Adjoining the hotel's f imako bar (which features a spectacular Asmat sou1 ship hanging 

over the counter as well as big screen televisions with satellite links), is the billiard room (See 

Figure 4-5). The overall decor is comprised of Asmat shields and spears, the spears displayed in 

a pool cue like rack. The effect is somewhat reminiscent of early colonial collections and the way 

a curiosity room would have been decorated without any labeling - as talking pieces of sorts. In 

this way, objects once made by Asmat men to temfy and stun their enemy in warfare, are 

'" This is in keeping with a general trend in hotel design in indonesia given indonesia's promotion as a 
cultural tourism destination (also seen for instance in Balinese hoteh decorated with Balinese temple 
sculptures). 

"' The hotel daims to have tive-star service and rwms and four-star dining facilities. 

I P  An example of the hotel's discriminatory policies is its prohibition of motorcycles on hotel gmunds. 
Motorcycles are a common and relatively inexpensive fonn of transportation used by luwer and middle 
cfass indonesians. 
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neutralized and given only decorative meaning. Freeport's insensitivity to local artists is apparent 

in this treatment as these shields were carved recently and many purchased by Freeport 

executives at the annual Asmat auction where the names of artists are provided to the buyer of 

each carving, but no labels accompany or acknowledge these works. 

The pathway to the pool is thmugh a colonnade of Iarger than life rijar (hand drums), 

produced at the Gedung. Ancestral wemowe sculptures are scattered in the sunounding gardens 

and overlook the pool (Figure 4-6). There is no indication of what is mily ''traditional" and what 

is a creative adaptation for design purposes. With the exception of paintings and pastel drawings 

done by Western artists that portray [rianese tribal peoples peering out from behind foliage or "in 

the village," none of the artwork displayed in the Sheraton is acknowledged. Noken (hand woven 

or crocheted carrying bags), are fmmed behind glass, as if they are 'art', but their maken are not 

credited as artists. 

There is a small carving shop in the hotel that sells local Asmat and Kamoro 

woodcarvings. The shop was started as one of Freeport's small-business incubator projects. To 

add insult to injury the hotel gifi shop sells small bronze replicas of wemme made in Bali that 

sel1 for substantially more than the woodcarvings made by Kamoro artists in the carving shop 

(see Figure 4-7).13 M i l e  the hotel appean to be a place that embraces local culture, on October 

17. 1990, neighbouring airport facilities were burnt by Karnoro people in reaction to the 

appropriation of land for the Sheraton Hotel. As with most protests surrounding Freeport 

facilities, this one was quickly brought under control and business resumed (Ballard l996:36). 

Fmport's New Town: Kuala Kencana - UGolden Estuary" 

New Town became essential because Freepon's operations were expanding to such an 

extent that it made sense for them to build a New Town to house its employees and lowland 

logistical and administrative operations. New Town consists of an oh-alun Javanese style town 

square, a retail and entertainment cornplex, a sportsplex, a mosque, a multi-denominational 

Christian Church, P.T. Freepori lndonesia administrative offices and a govemment office 

'21 in April of 1998, these "made in Bali" 6 inch hollow bronze w e m w  figurines were selling for Rp 
130,000 (at the t h e  of the monetary crisis in April1998 this was approximakly USSl3). One foot high 
wooden Kamoro wemuwe sotd for approximately Rp40,000 or USW. These bronze replicas were available 
onIy in the Sheraton gift shop and not h m  the Gedung or any of the other art and souvenir shops in 
Thka. They were packaged in carciboard boxes Iined with batik cloth with Asmat motifs. 





building."4 Freeport's information brochure on New Town provides a sense of the town's overall 

concept, dernonstrating that the town was planned by Indonesian designers to fit into a perceived 

Indonesian town aesthetic (as opposed to a local Karnoro or even Irianese style of village plan): 

The Town Center was designed by an Indonesian consortium led by P.T. Puri. 
The heart of the Center will be the Indonesian town square or alun-aiun, the 
central congregating area. The alun-uIun will be smunded by the community's 
main symbols of authority. The future government office building will be 
positioned north o f  the square. The other two corners will be anchored by the 
PTFI office building and the Retail and Entertainment Complex. The triangle 
symbolizes the daily relationship in the cornmunity between Govemment, 
Commerce, and People. This interface will then be blended with the spiritual, as 
the two prirnary religious facilities Rank either side of the triangle, representing 
their influence in al1 aspects of daily life (Freeport Indonesia 1994, pages 
unmarked). 

In late November and early December of 1995, final preparations were being made in 

New Town in anticipation of the inauguration and official opening of the town site by President 

Suharto. On December 4", 1 was invited to join Freeport staff and Gedung artists at the entrance 

roundabout to the town to watch the installation of five wemowe poles (each approximately 4 to 5 

meten ta11 and 0.7 meten in diameter), see Figure 4-8. The poles were lifted into place by 

Freeport cranes. A short dance was perfomed by Kamoro men and women (some wore festive 

outfits to give a sernblance of traditional dress, yet others wore Javanese batik) during which 

Freepon expatriot personnel joined in. As is traditional with the Karnor~, the men danced at the 

front, moving fonvard in a group with the women falling in behind them. and drummers 

following. The event was informal and finished within an hour. 

Nyuman Nuatta 3 "Sltield" 

The following day, on December 5. 1995, President Suharto officially opened New Town 

and named it Kuala Kencana (Golden Estuary). He also inaugurated the artistic centrepiece of the 

town at the center of the alwr-oiun, a monumental bronze-cast sculpture called ~hieldl" (Figure 

4-9). Freeport cornmissioned the sculpture fiom the Balinese artist Nyoman Nuarta, a favorite 

'" In the original concept phase of New Town, the town plans included an "Irian Jaya Culture and Nature 
Park" which has yet to materialise. The New Town brochure resds: "Directly east of the entrance road, 
this park wilI be an ana dedicated to celebrating the traditionai culture, art, customs and skiils of the local 
people, as well as the flora and fauna of Irian Jaya" (Freeport Indonesia 1994, pages unmarked). While 1 
have no real sense of what exady was planned for this park, the association of local culturc with local flora 
and tàuna seerns degrading. 

'= Thvc is no name for mis sculpture on the inauguration plaque signed by b i d e n t  Suharto. The work 
is titled "Shield" on the Equator Web magazine (1996). 
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artist of the late Ibu Tien Suharto (President Suharto's wife). Nuarta typically works on 

prestigious and monumentally scaled sculptures. With the assistance of his studio, he is currently 

working on the world's largest sculpture to be situated in Bali, the Gmda (Eagle) Wisnu 

Kencana, intended to be finished by the year 2000 to mark the rni~lenniurn.'~~ 

The sculpture is made of a copper alloy with an oxidized copper finish. This green-blue 

colour is symbolic of the copper ore deposits found in the nearby Fneport mine concession. This 

copper ore has been cut into blocks and is used extensively in the landscaping of Kuala Kencana, 

including the alun-alun. The sculpture is approxirnately ten meten high. It sits on a three tiered 

black marble fountain base in the centre of the alun-alun park The central portion of the 

sculpture consists of four shield-shaped ovoids with stylized Iacelike patterning reminiscent of the 

Asmat style of shield or contemporary panel carving unique to the village of Sawa-Enna (the 

designs on Sawa-Enna carvings are generally smaller and more tightly spaced creating an al1 over 

pattern that is unique in comparison with carvings fiom other Asmat regions (compare with 

Figure 4-5 and see Hoogerbrugge 1979:Figures 13 1 - 134). Raised on the middle of each shield 

are turtle figures derivative of motifs found on ancient petroglyphs along the shore of Lake 

Sentani at Doyo Lama. At the top of each of the four shields stands a human figure, also in 

Asmat style, with amis raised to support two spiraling birds of paradise (a cornmon symbol of 

Irian Jaya). Traditionally, many Asmat shields are topped with part or al1 of a human figure that 

represents an ancestor - compare with the shields in the Sheraton Billiard Room (Figure 4-5). 

Freeport daims this sculpture represents the Indonesian govemment sanctioned ideology 

Pancas da: 

The centrepiece will reflect the Republic of Indonesia Pancasila, the Vive 
pillars', which comprise the national philosophy - belief in the Almighty; 
Humanity; Unity in Indonesia; Consensus; Justice - md will celebnite Irian Jaya 
and Indonesian culture (Freeport lndonesia 1994, unpaginated). 

Intentionally or not, Shield, with its pan Irianese motifs, also symbolizes many other 

aspects of Irian Jaya and its role in the Republic of Indonesia. The sculpture's monumental size 

can be seen to symbolue the great wealth that Freeport has brought to Indonesia, incorporated 

into the Indonesian New Order carnpaign of dotting its landscape, near and far, with nationalistic 

monuments. It also represents both Freeport's and the Indonesian government's lack of concem 

'" Balinese famen and peasants have pmtested against this sculpture because of its Unmense con, 
condemning the wasteful spending of the goverment which could have put the rnoney into local 
development projects (iRiP 1993). The project is currently delayed due to the economic crisis in 
indonesia. 
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for the appropriation of individual cultural property. Kuala Kencana was carved out of jungle 

belonging to the Kamoro people. The town's name and design is Javanese and this, the central 

sculpture, h a  been made by a Balinese artist and his studio out of precious material mined hom 

the land inhabited by the Amungme people, the waste of which is disposed into the river systems 

of the Karnoro people. This sculpture, set in the public context of Freeport's new enclave mining 

community, is monumental in size and cm be approached fiom a distance by paths on ail four 

sides that divide the central park, or alun-alun. 

The Kamoro pole raising ceremony could have been delayed a day so that President 

Suharto might attend, but perhaps the event - one that celebrates traditional Kamoro art and 

artists, was not considered important enough. The modesty of this event must have contrasted 

sharply with the official opening of Kuala Kencana and New Town, which was closed to the 

public."' While Freepon maintains that Kuala Kencana was built for the benefit of al1 in the 

region, until now it has remained in effect a company enclave with spectacular facilities 

accessible only to an elite cornmunity. 

Kuala Kencana also hosts an intemationally recognized private 18-hole golf course, the 

Rimba Irian, managed by the Sheraton Timika. As in the hotel, the Rimba Irian clubhouse is 

decorated with local carvings and motifs and the interior is finished in a rustic style with local 

timber and Stone. Golf club lampshades were made at the Gedung Seni Kumoro by local carven 

who were provided with punches and copper sheeting and asked to apply Kamoro designs (See 

Figure 4-10). The round shapes with radiating line stenciled in Figure 4-10 are mopere 

(Kamoro), motifs central to al1 Kamom carving. which represent the navel and the essence of life 

to Karnoro people (Pouwer 1954:78; Kooijman 1984: 4). The lampshades were produced in two 

styles - round table lamps for the dining tables of the golf club and four sided pyramid shades for 

the entrance hail. The lamps are complimented by batik tablecloths with stylized lrianese motifs 

manufactured in Java (Figure 4-1 1). In the front entrance, several two-foot high wooden 

wemme statues had hollowed heads filled with sand to serve as ashtrays (Figure 4-23). 

Asmut G o m ,  by Bena 

In the R h b a  Irim clubhouse, a new style of carving, statuettes of Asmat golfen, were 

displayed behind glas with engraved plaques on them as the Rimba Iriun's tournament tmphies. 

127 Every hotel in Timika was full for the week smunding Suharto's visit and there was a visible military 
presence in the sinets. 
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These were also used to decorate the pro shop (Figure 4- 12). These Asmat sculptures are the 

innovation of an Asmat artist named Bena. Bena rnoved from Agats in 1993 to take part in one of 

Freeport's business incubator projects. When the project fell apart, he decided to set up a carving 

studio with other Asrnat fnends and family members in a small village between Timika and 

Mapuru-Jaya (see Figure 4-13). He daims to have been the first person to came golf figures and 

he has had great success in selling these to official Freeport visiton to Kuala Kencana's golf 

course. The golfing sculptures are in a contemporary "daily lifeT7 Asmat style, s~ipped of body 

markings and conspicuous male genitalia, the hallmarks of traditional Asmat carving. The 

carving of secular and everyday scenes began with the Asrnat auctions, and were encouraged by 

officiais at the Asmat Museum of Culture and Progress who felt this new style of carving could 

offer new possibilities for the creative expression of issues of concern to Asmat peoples in 

today's changing environment and social setting. We know the figure that Bena has carved is an 

Asmat man golfîng because of his pierced septum and the plaited am and leg bands, traditionally 

worn by Asmat people. The addition of fiben from the sago palm was also a characteristic of 

traditional Asmat carvings. This sculpture shows the Asmat stylization of the human body, 

though the posture is more life like than in many traditional Asmat carvings. Many of the newer 

style of genre carvings have a flat carved wooden base which allows for a more representational 

or narrative scene to be carved, in which al1 elements rest upon a horizontal plane, creating a 

more visually realistic depiction of space. One interesting feature of this carving (and that in 

Figure 4- 1 3), is the unrealistically small golf bag. This could reflect Bena's unfarniliarity with 

golfing or that Asmat artists are unaccustomed to carving in realistic style, or that they feel this it 

is unnecessary for such details to be portrayed literally. 

While it seems unlikely that many Asmat people golf, it is intensting that Bena should 

suggest this possibility through his carvings. When I spoke with him he appeared to be arnused 

by their content and the interest they have generated. 1 felt certain that to at least a small degree 

these camings are an expression of Bena's hope for the future. Bena could have chosen to carve 

a Westemer golfing but instead the figure is an Asmai. These golfen are witty and playful, and 

they appeal to a Western audience because of this. As a result they sel1 more readily than the 

Kamoro carvings. 

When I visited Bena in A p d  of 1998, he and other Asmat in the studio were capitaliting 

on t r a c  between Timika, Kuala Kencana and the Sheraton and the site of the first Sempan- 

Kamoro Art and Cultural Festival - "Sempm ffimoro K L I ~  Ndmuoitita" (Kamoro) - Pesta 

Budaycl Sempm ffimoro (Indonesian), in Hiripau village. As Asmat, these ariists were not 
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involved in the cultural festival, so this was their way of cashing in on the eventSi2' Ironically, the 

festival that Bena was excluded fiorn, was modeled afier the annual Asmat auction held in Agats 

(See Chapter Three). 

Sempan-Kamoro Cultural Festival 

From April23 to 27, 1998, the first annual Kamoro art and cultural festival was held, 

sponsored by PT Freeport Indonesia and (nominally) the local govemrnent or Kabuputen of 

Tim ika ( fomerly Knbupaten FakFak). This festival has its origins in Freeport's 1 996 decision to 

abandon its cornmunity developrnent projects foilowing negotiations in which local peoples 

expressed their lack of satisfaction with most of these projects. These negotiations took place 

after riots dunng March of 1996 that closed the mine for three days until military reinforcements 

arrived to control the dem~nstrators.''~ A 1% fund for local development was established 

instead. Under this agreement, 1% of the mine's annual revenue is paid to an assortment of 

NGOs set up by local people. This move is intended to distance Freeport from developrnent 

problerns and fnistrations it feels should be directed at the local govemment. With this decision, 

Freeport deliberately removed itself frorn direct involvement in development projects, and its 

support of the Gedung Seni Kumoro ceased. While Kuala Kencana townsite and Freeport staff 

continue to commission works from carven (who have made their home at the Gedung), 

disagreements over management have resulted in some of the Kamoro carvers leaving the centre. 

As soon as it was established, the 1% fund was causing problems. While the highlands 

Amungrne outright refused the offer, disputes over the way the rnoney would be distributed 

caused fragmentation among the Kamoro (LEMASA 1996, Corporate Watch 1998). The idea for 

the Pesta Kamoro was in part intended to engender both pride and unity in the community. For 

yean Freeport employees and executives have chartered Company planes and flown down to 

Agats to attend the auction, and they have genemlly comprised the majority of the bidden since it 

is exceedingly difficult to reach Agats as casual tourists. In 1997 a delegation of Karnoro was 

invited to accompany Freeport staff to the Asmat auction in Agats to decide if they would like to 

have a similar auction in their area. Upon retuming, Kamoro delegates including the head of the 

Gedung Scni Kamoro, Tirnotius Sarnin, decided they wanted to go ahead with an auction of their 

own. 

'" Umla Konrad, a noted Amat art collector and scholar orderrd twenty of Bena's golfmg sculptures on 
this day. 

'" The nots m e d  after a Dani man was injwed as a result ofbeing hit by a Frcepon vehicle. 



85 

The auction was organized by a Freeport employee and anthropologist and Kal Muller, a 

photojoumalist now in the employ of Freeport ~ndonesia."~ Few expenses were spared. Al1 

Kamoro villages were invited to participate as were their close neighboun, the Sempan. TO 

entice villagers to take part, each individual was paid Rp50,OOO for participating."' Al1 travel 

expenses, accommodation and food expenses were covered by Freeport. This was at considerable 

expense as some villagers came by motorized dugout canoe, some from 150 kilometers away, so 

fuel expenses were high. 

The site chosen for the festival was a village called Hiripau, some 40 kilometen east of 

Timika. The site was chosen because of the river and road access, making it as accessible as 

possible to mine employees, invited guests who were staying at the Sheraton and to the Karnoro 

and Sempan. The Hiripau people cleared a piece of the jungle for the site and a large wooden 

pendopo - a Javanese style raised and covered stage with open sides was built. There was some 

controversy over this as Freeport staff was unhappy with the site clearance because it should have 

been compacted to make the ground firm and flat, but there was no time for this. The local 

people of Hiripau seem to have been foot dragging while getting the site ready because the 

ownenhip and compensation for the land use was under question. Meanwhile Freeport staff 

knew they had an obligation to have a site and ternporary housing ready for the date when 

thousands of Kamoro villagers were set to arrive so they encouraged the people of Hiripau to be 

better hosts and rnake a good impression. In the end, not enough accommodation was prepared 

on time and last minute shanty shacks were set up with the help of Kamoro who had anived from 

other villages. When the min came the site tumed to rnud and rnany people got cold and wet in 

their makeshift accommodations. 

The pendopo was opened with the raising of a tnbitoro pole that is traditionally erected 

by the Kamoro at the start of ali ceremonies and at the entrance to al1 ceremonial houses (See 

Figure 4-14).'" The mbitoro remained in place throughout the duration of the festival as it would 

have remained in Front of a ceremonial house or karapao while the ceremonies were ongoing. 

The Kamom mbiîoro poles are similar in style to the Asmat big poles and were, like bisj, carved 

out of the tmnk and a protmding butkss mot of a mangrove tree. Mitmo carvings were 

''O Ka1 Muller is the author of most of the Periplus guidebooks to Indonesia, including the pidebook for 
han Jaya. In addition, he has published numemus photo essays on Indonesia. 

At the tirne this would have amounted to approximately USSS but would have held almost as much 
purchashg power locally as when the Rupiah was worth more. 

'" The evening prior to the start of the festivities a m u t e  between two punilia (committee members) 
escdated into a brawi which resulted in the pendopo king minorly damaged and a few maIl holes were 
bumt in the thatch roof. 



üaditionally part of several Kamoro rituals, including the male initiation nose-piercing ceremony, 

and were associated with life, rebirth and death rituals. The carved figures on mbitoro are 

believed to symbolize the presence of the dead at village ceremonies. The stoic rigid and stylized 

appearance of mbitoro poles can be explained by Kamoro beliefs about the separation of the 

physical body and sou1 after death. Kooijman explains that 

According to Mimika beiiefs, when death occurs the Gu. the penonal spirit, 
leaves the body together with the nota. the 'inner body'. Only the extemal 
visible body, the h o  or nnd, remains. The kao is al1 that is left of the mbitoro 
figure, too. This relationship between the mbitoro and the h o  and ipu is 
founded on a myth in which it is told that 'in the beginning', the men made 
(fernale) mbitoro figures. At first these were no more than the km, the casing, 
the outer body. But then the beating of drums brought the nata and the ipu into 
the kao, and this turned the mbitoro into living people (Kooijman 1984: 1).')' 

During ceremonies rnarking life and death, the mbitoro accumulated "a vital energy, an 

impenonal life force (kapita)." Following the ceremony, the mbitoro was removed and allowed 

to decompose in the sago stands. When the wood began to decompose, it was believed that it 

released the accumulated kapita into the sago palm so that the plants would remain healthy and 

fertile (Kooijman 1984: 9). Following this Kamoro festival, however, the mbitoro was hauled 

away by a Freeport staff member. 

The festival opened with an elaborate procession of seventy to eighty canoes paddled by 

Kamoro dressed in ceremonial attire as they made their way upriver to the festival site. The 

festival activities included a dance competition. a rowing competition and the art auction, which 

was juried by panifia (cornmittee). Prke rnoney was awarded for the top three carvings in each of 

the following twelve categories: yamute (shield / panel), traditional tale, fixe-style, srnall mbitoro, 

medium mbiforo, large mbitom, tifo (drum), dai ly use items, mbiiho / nataho (spirit masks), 

wemawe / iwamupaku (figura1 sculptures), animal category, and braided or plaited pieces. The 

auctioneers for the event were Kal Muller and Youven Biakai, the curator of the Asmat Museum 

of Culture and Progress who also does the auctioning for the Asmat auction. The top eight juried 

items in each category were auctioned off (see Figure 4-1 5). Meanwhile, entrepreneurial cmers 

who had been too late to enter their carvings in the auction or whose pieces were not accepted set 

up shop and did business around the edges of the floor (Figure 4-1 6). 

Artists were asked to corne forward and hold their pieces while they were being 

auctioned off. In Figure 4- 17, a man is seen holding his yamate carving. As a category, the 

In Kooijman references this dineussion to the works of Jan Pouwer 1955 and 1954. I use Kooijman as 
Pouwer is written and published in Dutch, which I am unable to tead. 
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yamate were highly sought after and at the auction received many of the highest bids. 

Traditionally the yamute are thought to have been used as ceremonial shields in various Kamoro 

rimals where they are thought to have incorporated souk of deceased ancestors. Yamate were 

generally placed around the entrance on the façade of a traditional house or knropao. Several 

types ofyumute were carved, many with open work and relief carving and coloured with natural 

pigments. This yamate shows more of a conternporary influence in that the motifs are more 

pictorial and less stylized. (The artist is wearing a formal Batik Irian shirt). 

Women artists were also included in the aüction. They pmduced the majority of the hand 

woven items - such as baskets, fishing nets, and plaited nokm or canying bags and clothing 

(vests and skirts), traditionally made by women. In Figure 4- 18, a Karnoro woman stands with 

her creation - a hand woven basket net used traditionally by women for fishing in riven. This 

piece was purchased by the well known Asmat art collecter and author, Unula Konrad, who was 

keen to purchase the piece because these fishing baskets are rarely made by the Asmat anymore. 

They are dificult to find and today are used only in the remotest villages because most women 

now choose to purchase nylon nets fiom ûade stores. Despite the obviously meticulous work that 

the women artists put into their woven items. they received substantially lower prices than the 

men did for their carvings. The western prejudice against utilitarian items and their lesser 

designation as craf't as opposed to art is the likely cause for this disparity. While bidding for 

carvings generally started at anywhere between RpS0.000 - 150,000, most of the woven items 

received opening bids of Rp 10,000 - 30,000. 

Only one woman artist entered the carving cornpetition. While the cornpetition was not 

restricted in any way along gender lines, Kamoro women are traditionally prohibited frorn 

carving, as carving is a male activity. The small wooden sago bowl in Figure 4- 19, created a stir 

arnong female biddea in the audience, some of whom deliberately raised their bids on the bowl 

because it was presumed to have been produced by a pioneering woman. Male Karnoro carvers 

at the Gedrmg Seni Kumtoro whom I later spoke with could not believe that the bowl was actually 

carved by the wornan and they suggested that she mua have been selling it on behalf of a male 

farnily rnem ber. While 1 could not confirm this, - the incident may, nevertheless, prompt more 

women to carve in the fbture, especially when they see that wood carvings make substantially 

more rnoney than fiber pieces (which are at least as time consurning). This caniing fetched 

Rp400,OOO while most woven items sold for between Rp40,OOO and 100,000.'~ The above two 

13' At this t h e  the exchange rate was mughly RQ 10,000 to USSI, though local spending power had not 
changed much. 
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examples illustrate cases in which Freeport expatriots impose Western values (in one instance the 

hierarchical value placed on art over crafi and in the other an expectation of gender equality or 

equal pay for equal work) through their interactions with local people. 

The dance contest was another area where great creativity was displayed, especially in 

the costumes made and wom by the dancers. Villagers had k e n  requested to dance in 

''traditional costume," and were asked to stay away from commercial materials in their 

decorations (in other Kamoro dances 1 have seen dancen Wear costumes with btightly coloured 

and even fluorescent commercially dyed fabrks and feathen). This request for a traditional 

palette and natural fibres produced a range of results that showed a mastery of local materials. 

The dancer in Figure 4-20, was asked by Freeport's photographen to step aside following his 

performance so that pictures could be taken of his elaborate costume. Painted on the tunic is a 

Iizard or dragon motif, representing the role he was performing in his village's dance. The 

Kamoro have a tradition of producing barkcloth with painted designs for clothing, but most 

designs were extremely stylized with geometric and angular lines seen in the surface treatment of 

Kamoro carvings (see Figure 4-8). Some elaborate painted barkcloths stunned the auctions' 

organizers to suggest that next year they should include a separate barkcloth category. 

A dnim mer w ith another dance group (Figure 4-2 1 ), had the words "pakaian adaf" 

(Indonesian for "traditional costume") painted on the back of a hand plaited grass vest which he 

wore with a pair of commercially made shorts for his role as a dnimmer. This caught the eye of 

audience memben who responded by laughing at what seemed to be an expression of sarcasm on 

the part of the dancer. His dance vest and use of the words "pahim adat", struck me as an 

underhanded form of social commentary through a work of art or visual statement in a way 1 had 

not seen in any of the communities 1 visited in Irian Jaya. Unfortunately, due to the 

circurnstances of this event, and the large number of participants and spectaton, the dmmmer 

disappeared into the cmwd before I was able to discuss his intention with him. Plenty of 

motivations for why he did this present themselves. He may have felt he was being helpfûl in 

labeling the portion of his costume that was, in fact "traditional", or he may have been alluding to 

the ignorance of foreignen who make demands for "traditional costumesy' but know little about 

traditional Kamoro culture nor acknowledge that for the Kamon, people themselves, "traditional" 

may have a much different meaning than it does to foreigners, and that it may in fact be an insult 

to be told by a foreigner what constitutes an acceptable "traditional Kamoro dance costume". 

While it is impossible for me to be certain of this man's tme motivation(s), given the history of 

resistance in the region, it is tempting to think that his costume rnay have been designed as an 

intentional slight on the stereotypical "traditional costume requirements" stipulated by Freeport's 



89 

organizers of the event. By labeling the vest as 'hditional costume", the drumrner may have 

been consciously trying to indicate that while he and other Kamoro may consider that 

conternporary dance costumes designed by Kamoro made with whatever materials they choose 

could still be "traditional costume" to the Kamoro, that he was prepared to accommodate (even if 

facetiously) Freeport's qualifications for 4Yraditional costumes" simply to receive the payment 

offered by the Company for participating in the event. In this way, the labeling of the vest might 

be seen more as an active expression of resistance to outside expectations, and an assertion of 

Kamoro authority in matten of Kamoro cultural tradition, even if done in a playhl and humorous 

way. 

In the course of both the dance cornpetitions and the art auction, art foms rarely or never 

before seen in Mimika appeared. such as the carving in Figure 4-22. representing a Komodo 

dragon. The Komodo, which features in Karnoro rnythology, was most likely derived from 

contact with Chinese traders and ceramics,"' though as a sculpture it seems to be the fiat of its 

kind. It was drarnatically unveiled as a prop in one of the dances said to have been based on a 

traditional myth. In another performance, a dancer was whirling a bull-roarer, thought not to 

have been made or produced by the Kamoro. 

Following the festival, Freeport organizen and the festival committee (panitia) 

assembled the participants and gave them copies of a glossy full colour twenty-five page 

promotional brochure entitled: Warta Freeport Budoycld; Seni - Maryarakat dm Freeport: 

Bahu-Membahu (Freeport News on Art and Culture - Freeport and the People: Shoulder to 

Shoulder). Freeport's Kamoro festival appeared to be a success, although some skepticism did 

surface. Articles in both provincial and national newspapers and magazines in Indonesia in late 

April and early May of 1998 discussed the festival - "They Are Crying in Hiripau: Kamoro 

Culture is Reawakened Through a Festival. Let's Hope It's Not Just for the Sake of Freeport 

Indonesia's Public ~elations."'~~ and "Reviving the Dead in Kamoro Culture: Efforts Taken to 

"' lac. Hoogerbrugge has traced the source of Chinese dragon motifs among Asmat carvers to an image of 
a dragon used on a box of Thai matches discarded in the tegion. Thai tishermen are known to have f ~ h e d  
off the southwest coast of the island for decades. (Hoogerbrugge 1993: 150). 

13' This article appeared in Indonesian. This is my translation of the Indonesian title, "Mereka Menangis di 
Hiripau: Kebudayaan Suku Kamoro Bangkit Lagi, Lewat Sebuah Festival. Semoga Tak Sekadar Public 
Relations Dari PT Freeport Indonesia" (see Lubis and Kadir 1998). hnically, despite the inciusion in the 
title that it is hoped that the Festival is not just for the sake of Freepon's Public Relations, this article is 
rnarked with the Indonesian word i h ,  for advertisement. 
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Give Birth to Great Artists corn the Karnom 'T'ribe.""' In its article, the local provincial 

newspaper TVu Irian reported some of the festival statistics including the names of the winners in 

each of twelve categories as well as the total auction proceeds from the sale 96 pieces, 

Rp.42,970,000 (at the time just below USS5,OOO). The expense of staging the fint Kamoro 

festival and art auction was estimated at Rp.90,000,000 (at the time around US$10,000), 

including the incentive money (Rp.50,000) paid to each of the estimated 3,000 participants, pnze 

money of Rp.Xl,OOO,OOO and more than Rp. 13,000,000 in transportation costs. 

Analysis of Main Issues 

In attempting to assess the success of the Karnom auction, it is useful to compare it with 

the Asmat auction it was modeled upon. The Catholic Crosier missionaries in the Asmat and 

particularly Bishop Alphonse Sowada, O.S.C., are widely credited with preventing the destruction 

of Asmat caniing traditions. Their auction was initially designed to try to stimulate interest in 

carving among young people and to create an incentive for artists to try to do their best work and 

be creative. The huge expenses covered by Freeport for the 1998 festival is in stark contrast to 

the Asmat auction. In my convemtions with them, the Bishop Alphonse Sowada and Youven 

Biakai (Asrnat curator of the Asrnat Museum of Culture and Progress) were both critical of the 

Freeport auction because of the precedent it set for paying incentive money in order to get people 

to participate. The Bishop said that the Asmat auction was forced to begin much more modestly 

due to a lack of money on the part of the mission. As a result, it was left up to artists to decide 

whether they were prepared to put in the serious effort required to get themselves to Agats and 

find their own accommodations while they were there. When the Asmat art auction began in 

1973, virtually al1 participants were from Agats due to such constraints. It is possible that some 

Kamoro simply went to the festival for a fixe trip and some money to spend in tom. Bishop 

Sowada thinks that the people should not get 'sornething for nothing'. Nor should they be enticed 

to participate in their own culture. The Bishop's concem is that in 1999 the Kamoro will not 

participate unless Freeport offers equivalent or better incentives. 

In Irian Jaya there is almost no political transparency or openness.. This pmblem is 

compounded when parties with vested intemsts are the only source of information. Joumalists 

are not allowed into Inan Jaya without a special permit Corn the Indonesian government, and 

'37 This article also appeared in indonesian. This k my translation of  the Indonesian title, "Menghidupkan 
yang Mati di dalam Budaya Suku Kamoro. Upaya untuk Melahirkan Seniman-Seniman Besar dari Suku 
Kamoro." See Tifa irian (May 1998: 5). 
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those who manage to reach Timika, are ofien highly critical of what they see. If we believe 

Freepoit's optimistic, at times misleading, public relations carnpaign, we might accept that: 

The loss of the Karnoros' ancient culture has siowed down during the past few 
years thanks to more enlightened attitudes of government and church officiais - 
and the esteem given to the Kamoros by a mining company (Muller 1996:24). 

This statement was written by the travel writer, Ka1 Muller, in a style that resembles an 

ordinary travel feature in an in-flight airline magazine. However, in small letten at the top of the 

page is the word "advertisement", indicating to a careful reader that this is how Freepon is 

portraying itself, through the employ of Ka1 ~ u l 1 e r . l ~ ~  How do we evaluate this claim, or the 

implicit and explicit motives that undencore Freeport's relationship to the local people in its 

Contract of Work? 1s Freeport, as patron, choosing to acknowledge, support or privilege certain 

foms of cultural expression over others, attempting to control cultural expression by making 

what it perceives as acceptable and favourable cultural forms economicalIy rewarding for the 

local people. How do we evaluate Freeport's sponsonhip d e  in the revival of Kamoro art and in 

what ways should this support be scrutinized? 

Freeport has a long, undistinguished history of cultural insensitivity in Irian Jaya, which 

mua be considered when evaluating their motives as patron and their self-promoted role as the 

champion of local cultures. Several examples of this have been discussed in this chapter. When 

highlands Amungme raised crosses (soli&) on their land in 1967 when the company fint began 

construction in the a m ,  Freeport ignored these signs and trespassed on the land and ignored the 

cultural expression of the Amungme people. In 1999, more than 30 years later, Freeport has yet 

to acknowledge this intrusion into Amungme lands. In the 1990s, when Freeport expansion 

created a New Town, with an international five star hotel and eighteen hole golf course, the only 

works of "art" acknowledged were those by "artists" from distant lands. In 1998, three years 

after artists at the Gedung Seni Kumoro had completed copper lampshades and woodcarvings for 

the Rimba Irian Golf Club House; these artists had yet to see how their work had been used. 

They may reasonably be shocked to find their wemme. traditionaily carvings of ancestors serving 

as ashtrays in the Kuala Kencana golf club, but none of these artists have ever k e n  inside the 

clubhouse at Rida  Irim, (sec Figure 4-23). Finally, participants at "the tint ever Kamoro 

Auction and Cultural Festival" might be surpnsed to discover that while they try to profit from 

"' Freepori's manipulation of its media coverage, its paid advertisements and its policy of hiring 
prominent individuals and even outspoken critics of their operations to their public relations team is 
discussed in Bryce (1 996). 
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fie event by se lhg their wooden wemuwe sculptures, a nearby cornpetitor, the Sheraton Hotel, is 

stocked with bronze Kamoro wemawe sculptures made by Balinese craflsmen. Local people 

continue to feel they are being excluded from the training, education and jobs they deserve with 

Freeport. They also continue to express their fnistration with Freeport's initial appropriation and 

continued environmental abuse of their lands, and with their unaddressed demands for 

compensation for the use of their lands. In this conte* can Freeport be considered to be a 

champion of local culture or is the company's patronage of art and culture in the region merely a 

Public Relations campaign intended to distract potential critics fiom exarnining other more 

fundamental and long overdue issues? 

What will the market be for Kamoro arts in the future? While Kamoro arts have now 

made their way into art markets and shops throughout the province and even as far away as Bali 

(see Figure 3- 19), will there be a sustainable demand for these carvings? The presence of the 

mine has brought Indonesians and Irianese of various ethnicities together, al1 competing for the 

same thing - a piece of the Freeport pie which invariably leads to disputes and tensions that 

periodically erupt into Street Rots and violence. The end result is that the atmosphere of Timika 

town is becoming less and less conducive to tounsm and mine employees. Freeport's decision to 

separate itself from the growing social and economic problems in Timika through its enclave of 

Kuala Kencana, does Iittle to convince Iocal people of the company's cornmitment to (or interest 

in) their culture, their art and their well-being. 

While in the Timika area, 1 found that the Karnoro artists were in general content to 

accept Freeport's sponsorship, which they felt was a good tl~in~. ' . '~ With few economic 

opportunities, this was one way Kamoro people could eam an income. So far, however, 

Freeport's sponsorship of Kamoro arts has not stopped local peoples from asking for more retums 

from the wealth in the surmunding mountains. 1 feel it remains important to continue weighing 

the benefits to the artists vis a vis the benefits to the Company. 

'" As 1 only met with hem on a handhil of occasions, 1 am uncertain whcthrr the Kamom artists would 
have felt cornfortable enough to say mything critical about Freeport's programs to me, however. 



NATIONAL INFLUENCES: BARKCLOTH REVIVALS, PAST AND PRESENT 

This chapter will discuss the revival of barkcloth painting and art of the Lake Sentani and 

cultural1 y related peoples"O along the stretch of coastline towards the Papua New Guinea border 

in Northeastern Irian Jaya. Barkcloth was traditionally produced for clothing - everyday and 

ceremonid, among a relatively srnaIl number of tribes in Inan .laya.IJ1 A unique transition to 

barkcloth produced expressly as paintings occurred in the Lake Sentani and Humboldt Bay 

regions in the iate 1920s, at the same time that missionaries were actively dismantling traditional 

Sentani men's houses and forbidding carving.I4' This output appears to have been instigated by 

the interests of European buyers, but by the early 1950s painted barkcloth was virtually 

unobtainable. In the early 1990s a second revival of barkcloth painting began, stimulated by 

foreign demand, the development of barkcloth as a regional art by the Indonesian govemment, art 

traders, and the initiative of a handful of painten. These competing interests are struggling to 

l" This chapter focuses predominantly on the production of barkcloth in the Lake Sentani village of Axi. 
the location of the biggest boom in contemporary barkcloth. Asei is known to have been a center for 
traditional barkcloth production though it was made in other Sentani villages as well. The Sentani language 
is a Tram New-Guinea language, spoken today by approximately 30,000 people (according to 1996 
statistics taken by SIL). The Sentani speakers, whose name for thernselves is "Buyuka", live in 
approximately 30 villages around the shores and islands of Lake Sentani, though today many live in the 
larger cities and toms in the area. Lake Sentani is a freshwater lake fifteen miles in length located close to 
Humboldt Bay (known to the Tobati people as the Yotefa Bay). The Nafri and Tobati peoples of Yotefa 
Bay also produced barkcloth and are cuiturally related to the Sentani people as indicated by their art and 
0 t h  cultural attributes. Today there are less than 2,500 speakers of Tobati, an Austronesian language 
(according to 1975 statistics taken by SIL). The Nafri Ianguage is spoken by approximately 1,500 people 
in one village, and is related to Sentani and is also a Tram New Guinea language (according to 1975 
statistics taken by SIL). 1 discuss barkcloth produced by rnembers of these communities in this chapter. 

'" Few studies have been made of barkcloth in Irian Jaya In his book on omamented barkcloth in 
Indonesia, Simon Kooijman ( I  963) refers only bnefly to the "marginal area of West New Guinea." It is 
mainly in the context of the current barkcloth revival that barkcloth in Irian Jaya is being studied in more 
depth. Michael Howard (1996b) identifies six regions of Irian Jaya where barkcloth is known to have been 
produced. Three of these areas fail within the present &y kabupaten (regency) of Jayapura: Sarmi, Waris - 
Senggi and the Nafn, Humboldt Bay, Lake Sentani and northeast coastal peoples fiom Tanah Merah Bay to 
the tip of Cape d'Urville. Outside of the Iayapura ngency, the Kamoro people made decorated dance 
aprons fiom barkcloth, as discussed in Chapter 4. Barkcloth clothing was also made by the peoptes of 
Cenderawasih Bay, including Biak, and on the West Coast near Bintuni Bay and the Bomberai Peninsula It 
is quite possible that in remote and understudied areas traditional use of barkcloth remains unidentified by 
scholars. 

'" Similar transitions have occurred in numerous instances in the history of indigenous artforms in the 
twentieth century, fkom Inuit and First Nations prints to the acryk paintings of Australian Aboriginal 
artists formerly produced on bark. The transition usually consists of an adapting of traditional art forms for 
production in new media and styk to suit the artistic tastes of a global market. These transitions were 
ofien initiated by outsiders and they have been one way that art forms thaî have lost theu devance to local 
communities have contùiued to be produced, often developiag aew meaniags to local peoples. 



control or at least influence contemporary barkcloth production and painting. The history of the 

production of this art form has been characten'zed by periods of near abandonment by the Sentani 

people and revivals stimulated by foreign demand and a desire for profitable trade on the pan of 

local people and competing art traders. This second nvival of barkcloth or mmo as it was 

traditionally called by the people of Sentani and Humboldt Bay, and the story of one Sentani 

artist, Agus Ongge and the community of Asei where he lives, are the focus of this case study. 

Early production of barkcloth as clothiog 

Pnor to Western influence and with the exception of rnarried women, the people in the 

Lake Sentani and Humboldt Bay region wore little clothing at dl, and the Dutch referred to the 

area as 'Papua Telandjang' or 'land of the naked Papuans' (van der Sande 1907:38). Married 

wornen in Tobati wore knee-length wrapped barkcloth skirts and married Sentani women wore 

longer below-the-knee wrapped skirts. Van der Sande described how "on the day when the bride 

is led towards her bridegroom, she wears a petticoat of prepared bark, which reaches one tum and 

a half round her waiQ here supported by a girdle, and hanging down below the knees. This 

petticoat she further continues to Wear as a rnarried woman and also as a widow" (van der Sande 

19O7:38). The barkcloth was most often undecorated or plain as evidenced in historical 

photographs of the region (Figure 5- 1). 

Trees used for the production of bark were of several types that yielded different colours 

and quality of ~loth.'~' The bark was traditionally collected and prepared by women. Its 

preparation, in the past and today is as follows (also see Figure 5- 1): 

A piece of bark from the stem of a young tree, about two yards long and in 
Jiameter some five and a quarter inches, was scraped clean with a shell and 
beaten until the bark loosened and could be cut away. Then the fleecelike imer 
skin of the bark was scraped off, and the beating proper began. The strip 
gradually became thinner and wider until it formed a piece of cloth about a yard 
wide; it was then soaked in water, wmng out and put in the sun to dry 
(Hoogerbrugge 1992: 128). 

Two early expedition accounts include engravings of Humboldt Bay women wearing 

painted barkcloth but these drawings are not detailed enough to give an accurate idea of the 

Suzanne Greub suggests that the barkcloth trees belonged to the genera Artocarpus and F i a s  
(1992: 1 1). I received three different names of trees used for batkcloth, but as these were in Sentani 
Ianguage 1 have been unable to translate them. The type that yielded the best barkcloth was d l e d  Rombo 
in the Sentani Ianguage. They are rare in the Sentani region today, and 1 was toId by Sentani painters that 
they cm only be found deep in the jungle today, as the rest have already been harvested 
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desigmLU Painted barkcloth from Lake Sentani was first collected in 1921, and there are two 

extant pieces dating f'kom 1926 that were collected by Swiss ethnologist Paul Win. Missionary 

and ethnological accounts inform us that these painted barkcloths were wom by women (some 

indicate women of the ondoforo clan) on festive occasions and were sometimes hiing next to 

graves (see figure 5-2). The designs on these paintings al1 followed a similar pattern based on 

spiral motifs that were also found in relief cawing in the area. To these were added animal motifs 

or elements such as birds, fish (said to represent wealth and status) or legs with joints ('elbows'): 

"the maro painting collected . .. between 192 1 and 1926 al1 have .. . a central theme consisting of 

a horizontal row of connected and interlocking spirals frarned on tbe left and right by straighr 

lines suggesting pain of legs (Hoogerbrugge 1992: 128). Little is known about the production of 

these early painted barkcloths; it is not known whether men or women painted them. While 

women produced the cloth, men traditionally did the woodcarving and sacred arts such as the 

playing of bamboo flutes. The meaning of Sentani designs and the symbolisrn of the arts are not 

well documented by Westernen, and much has been forgotten by the Sentani people."' 

According to a Sentani myth told to me by Agus Ongge, two ancestral Sentani women, Ayokhoi 

and Hebeakhoi wore barkcloth skirts with fouw motifs in two different variations. Ayokhoi, the 

eldest, wore a single interlocking spiral motif (iuga) while Ayokhoi wore NO double spirals 

(hakhuiu). The fouw motif is thought to refer to clan genealogy and social hierarchy, and to 

symbolize etemity and clan continuity, and was reserved until recently for use by clan chiefs 

(ondo foro) and their fami lies. 

In this respect, a bief synopsis of a Sentani origin myth is relevant, sketched by lac. 

Hoogerbrugge as fol lows: 

In the beginning heaven rests heavenly [sic] on earth causing primordial 
darkness. The Culture Hero then separates heaven and earth, lifts up heaven, 
thus enabling light and the anceston to appear. .. The separation however does 
not mean that the contact between heaven and earth ceases to exist - on the 

These engravings, dating fiom 1858 and 1885 are reproduced in Hoogerbmgge (1992: 126-7). Both 
Hoogerbrugge (1 992) and Howard ( 1 W6b) discuss these early descriptions of barkcloth in more detail. 

'15 The most cornprehensive description of the meaning of  Sentani artfoms can be found in 
Hoogerbrugge's 1967 study. From 1956 to 1963 Jac. Hoogerbnigge was stationed in Jayapura as a 
shipping agent. He developed a passion during this tirne for studying the art and mythology of Sentani 
people and he rccorded several Sentani origin myths which are recorded in his 1967 publication. This 
publication is in Dutch and includes only a one-page summary in English, Between 1969 and 1974, he 
continued to survey Sentani art while he headed the United Nations Development Rogramme's ( F W W I )  
Asmat Art Project, after which he returned to Irian Jaya agah in 1993, and has made several short annual 
trips shce then. Mr. Hoogerbrugge's feeling is that few Sentani people today still remember many of the 
myths he collected. In my fieldwork, 1 found it very ciifficuit to gel any in-depth information about the 
meaning of most Sentani motifs, for reasons 1 will explore later in this chapter. 



contrary: pnserving this contact becomes an important feature of the cultun. In 
the myths this contact is maintained by the Culture Hero who climbs to heaven 
using a rattan or a tree that quickly grows upwards or clouds that shape into 
ropes.. . The information received h m  the inhabitants regarding the meaning of 
objects and omaments al1 point at a cosmic basis and refer to primordial action as 
recorded in the myths.. . the two ends of the wooden bowl represent heaven and 
earth; the spiral-ornament in between them represents the clouds between heaven 
and earth; the straight lines connecting heaven and earth are the rattan-ropes used 
when descending from heaven to e h .  Also the spiral-line is compared with the 
clouds which shape into ropes used by the Culture Hem to climb to heaven 
(Hoogerbrugge 1967:90-9 1, See Sentani ohote (bowl), Figure 5-3). 

Sentani art traditions were passed down through male lineages and were taught to young 

men at aeir  time of initiation in the Sentani men's houses (see Figure 5-44}. Al1 men were taught 

to came functional items. such as canoes, oan, bowls, sago spoons and other household items 

which were ofien cwed  with motifs indicating clan status. The ondoforo house, the home of the 

village chief and his family, were supported by elaborately carved houseposts (see Figure 5-S), 

made in a style similar to Asmat bisj poles, that were cawed hom a mangrove tree turned upside 

down so that the bumess roots were at the top of the posts and were carved with openwork 

designs. Objects c m d  for the ondoforo or his farnily were given special treatment by specialist 

carvers frorn designated lineages related to the ondoforo farnily and assigned by the ondoforo, 

who were allowed to came every day and ceremonial objects for the ondoforo. Objects for the 

wife of the ondojoro had motifs reserved only for her use. Whether painted barkcloth was wom 

only by ondoforo wives and what if any restrictions existed with regards to lineage rights to paint 

on barkcloth nmains ~ncertain."~ 

Shift from barkcloth as clothing to barkcloth as paintings 

Protestant rnissionaries first arrived in Sentani in 1925, and with govemrnent support they 

ordered the destruction of the Sentani ceremonial men's houses and ondoforo houses (Kooijman 

and i-foogerbrugge 1992:93). With this shift in religious authority, the majonty of  Lake Sentani 

art left the community and was bumt, thrown in the lake, sold or surrendered to foreignen. In 

1929, a French art collecter by the name of Jacques ~iot" '  collected as many as fi fky painted 

barkcloths fiom the village of Tobati on Humboldt Bay. On the same trip he also visited Lake 

It is possible there were restrictions shce ritual objects and motifs were usually reserved for anists fiom 
the ondoforo heage. 

'" Viot was aiso a fïiend of many sumalist anins in Paris, including loan Miro who's paintiags are 
believed to have been at lem in part hspired by Sentani M m  (Peltier 1992: 155-7,159,172,174-175; 
Cowling 1992: 186). 



Sentani and obtained more than sixty carvings, many of which were found submerged in the lake. 

A Geman man by the name of Herr Saber living in the Humboldt Bay area h m  1917-40 traded 

ethnographie objects and local flora and fauna on board visiting ships, and some forty-one 

painted barkcloths that he collected among the Tobati people were sold to a ûaveling Amencan, 

Jul ius ~leischmann,'~' in 193 1 (Hoogerbmgge 1 992: 13 1 ). 

The ongins of these painted Tobati barkcloths are unknown because there are no extant 

examples of early painted barkcloth fiom Tobati. Prior to 1929, al1 Tobati barkcloths collected 

by foreignen were unpainted. The sudden new trend in painted Tobati barkcloths collected by 

Viot and othen after him continued into the late 1940s, and Sentani artists also began producing 

barkcloths with different motifs from those seen previously (Figure 5-6 and 5-7), possibly 

indicating that artists had begun to paint cloth for foreignen (Figure 5-8). The motifs on these 

Sentani and Tobati cloths are the same as those found in woodcarving and on Tobati pottery 

(Figure 5-9). Jac. Hoogerbrugge has suggested two possible reasons for the sudden explosion in 

painted barkcloth in the region. In 1903, Dutch officer van der Sande gave pencil and paper to a 

Tobati youth who produced designs reminiscent of those later found on barkcloth - of birds and 

sea creatures (see van der Sande 1907:285, Hoogerbrugge 1992: 129-30). Both Lake Sentani and 

Humboldt Bay artists painted or rubbed pigment into their carvings, so this could have been 

applied to barkcloth which, when foreignen took interest caused the flowenng of a new art style. 

The second scenario proposed by Hoogerbrugge (1995: 1 75-8) is that in 1929 a contingent of 

thirty-five north coast artists went to Jakarta to attend the 'Arts and Crafts Exhibition' held at the 

Royal Batavian Society for Arts and Sciences (now the National Museum in Jakarta), where they 

came in contact with four hundred and fi@ artists fiom twenty-two different regions of the Dutch 

East Indies. This event, which featured textiles and art may have stimulated the north coast artists 

to decorate their barkcloth in new ways. 

These barkcloths, numbeting around four hundred in museums today, are treasured as 

rare examples of the brilliance of Sentani art. The barkcloths collected by Viot were exhibited at 

the Musée d'Ethnographie du Trocadéro in Paris in 1933 in the exhibition "Tapa of Dutch New 

Guinea," where they were received with interest and enthusiasm by critics and Surrealist artists 

(see Champigny 1933, Duchartre 1933), and inspired more colIectors to venture into the field. 

148 The collection of Julius Fleischmann was donated to the Cincinnati Museum and is discussed in Meyn 
1982. A photographw with National Geographic Magazine by the name of Amos Berg traveled with 
Fleischmann, and one of the photographs published in a 1934 issue of the magazine illustrates the 
Fleischmann yacht surrounded with uuioes full of Humboldt Bay men wanting to trade thek art objects. 



The Decline of Barkcloth 

The collecting of barkcloth lasted until the start of the Second World War, and by 1944 

because of its strategic location, the Sentani-layapura area was transformed into the Allied forces' 

Southwest Pacific Headquarters under the command of General Douglas MacArthur. More dian 

250,000 troops were stationed in the region, and no reports suggest that barkcloth was produced 

during this period. AAer the Japanese sumnder, the Netherlands resumed authority of Irian Jaya 

and by the early 1950s colonial officers reported that painted barkcloth was extremely dificult to 

obtain. Ironically, in 1 959 the first feature exhibition of Sentani Art in North Amerka "The Art 

of Lake Sentani" was held at the old Museum of Primitive Art in New York just as field officers 

were alarmedly writing that barkcloth was almost gone: "In the area of Lake Sentani we asked 

everywhere about tapas [maros], but these new ones are hardly made any more and the colon are 

made From red lead and so on. What a shame!" (letter from C.M.A. Gmenevelt, 1952 quoted in 

van Duuren l992:2 12). 

Before long there were few practicing barkcloth artists and most of the remaining dual 

objects of the Sentani people had been destroyed or sold to overseas collecton. In 1960-61, Jac. 

Hoogerbrugge took photographs of barkcloths from the exhibition catalogue produced for the 

Museum of Primitive Art's 'Art of Lake Sentani' exhibition (Kooijman 1959) to Sentani villages 

to see if any artists could still make these paintings. He acquired only a hmdful of poorly 

executed paintings. In 1971, Hoogerbntgge was again cirtulating villages in search of artists and 

found two elderly barkcloth painten in the Humboldt Bay village of Nafn by the narnes of Nyaro 

Hanuebi and Sibo Sriano. These two men produced a series of barkcloths for Hoogerbnigge 

depicting local spirits living in their village. In Figure 5-9, Nyaro Hanuebi holds one of his 

painting which he described as follows "At night 1 see the luminous dots of spirits (uaropo) 

moving on the beach close to my house, spi& coming from the sea and the bush" 

(Hoogerbrugge l992: 138). Hoogerbrugge was convinced that the works of these two painters, 

who would only have been teenagers when missionaries tore down ceremonial houses in Nafi-i, 

were comparable with those of pre-war artists. Both men had died by 1976, however, prornpting 

Hoogerbrugge to ask "Did the spirits of the sea and the bush die with them, and were Nyaro 

Hanuebi and Sibo Sriano the last of the old-sty le mur0 painters?'(Hoogerbrugge 1992: 1 39). 

Coitemporary barkcloth revïval 

The obstacles to a nvival of painted barkcloth are substantial, as Sentani people have 

been h w n  into the Uicreasingly urban and modern environment of the provincial capital 
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Jayapura Moa Sentani people began wearing Western clothes to church in the 1930s at the 

insistence of missionaries. Pnor to that some women had already begun wearing Indonesian (or 

Malay) cloth and sarongs through trade. Even in the relative seclusion of Asei Island, Sentani 

people were wearing clothes and going to church (most are Protestant) pnor to World War II. 

Between 1962 and 1999, the population of the Sentani-Jayapura area swelled fiom 14,500 

(Garnaut and Manning l974:64) to approximately 300,000 (based on population projections 

€rom: Kantor Statistik Propinsi Irian Jaya 1994:77). n ie  airport (built in WWII) serving Jayapura 

is Iocated on the shores of Lake Sentani and the town that grew around it is called Sentani. Today 

it is linked by paved road and public transport to Jayapura, the provincial university and 

govemment offices. 

Following the success of the Asmat Art Project, the provincial branch of the Indonesian 

govemment department of small scale industry (Perindustrian) began providing carving tools to 

Sentani villages. including Babrongko and Asei island in 1982. The restriction of carving to 

those with hereditary carving rights was lified at the suggestion of Perindmim to local 

ondoforo, as it was othetwise feared that carving traditions would die out.Id9 The art no longer 

served the same ritual function that in the past necessitated secrecy of motifs and specialized 

status of carvers. As art production became a govemment sponsored development project; ail 

Indonesian citizens were entitled to participate. The government gave its sanction to any carver, 

with traditional rights or not. Perindustrian organized carving classes where traditional carven 

taught othen their skills. Agus Ongge was one of those who took up carving at this time. Agus 

was bom on Asei Island. He is m h e d  to Maria, a woman fiom Biak, and they have seven 

children. He does not corne corn a carving lineage, which on Asei island belongs to the Ohee 

ondoforo clan, although Aguso grandfather and father had both done some art commissions, 

though not for the ondojoro. His grandfather carved figures of Adam and Eve on posts in Asei's 

Protestant church, and his father made a cernent replica of a Sentani housepost for the gardens of 

the provincial museum (see Figure 3-9).'j0 Among Agus's early carvings was an ohote bowl with 

a bird of paradise painted and carved in relief in the center. A p s  claims this was the fim bowl to 

"' This information was communicated to me by Bernard Mitraart who fomerly worked with the 
Department of Indusay and by several Sentani artists who took part in the prograrns as teachen or students. 
It was previously discussed in this thesis in Chapter Three52-53. 

"O Agus Ongge has also produced sculptures h m  cernent. His most well known work is a giant rijà 
( d m )  that is cast in cernent and brightly painted witb Sentani moti8. This sculpture stands on the edge of 
the main Sentani-layapura road at a lookout point overlooking Lake Sentani. Unlike many orher public 
sculptures in the Jayapura regioa, it was not commissioned by the govemment, but rather by a graduating 
class of students fiom a highschaol in Jayapura. 



have this type of nontraditional design on it and that it was so well received that offen were made 

for him to have govemment sponsored carving training. 

In the early 1990s the GKI (Gereja Kristen Injd or Evangelical Christian Church), 

established a project involving painted barkcloth that was instrumental in spumng the 

contemporary revival of barkc~oth.'~~ The GKI church runs the PW Pengembangan d m  

Pembinaun Wanita (the Centre for Women's Development or "P3W as it is commonly called) 

devoted to skills training for Irianese women. Among other skills, women at P3 W are taught a 

variety of handicrafts that are marketed in their own shop. Small cards decorated with painted 

barkcloth are one of the items produced by Irianese wornen. Card sized barkcloth paintings are 

provided by artists fiom Nafn and Sentani (see Figure 5-1 1). These are generally made using a 

stencil for the black outline that is then filled in with red and white by hand. In the early years of 

this project, Agus Ongge produced a large number of these card size barkcloths and eventually 

began providing larger paintings of amund a foot square in size. The head of the P3 W is a Dutch 

woman who is rnarried to an Irianese. On seventl occasions she took sorne of these paintings and 

cards to Holland with her where they wen exhibited by the church and offered for sale. Initially, 

according to Jac. Hoogerbrugge, the larger paintings done by Agus were very rough and difficult 

to sel1 (persona1 communication 1998). Agus persisted in developing his ski11 as a painter 

through this sponsorship since it enabled hirn to eam a small incorne.'" While early church 

sponsonhip was important in stimulating the revival of barkcloth art, recent developments have 

been led by growing exposure of  the artfonn and its rapid commercialization. 

In 1992, two exhibitions of Sentani barkcloth were instrumental in promoting the 

production of larger painting sized barkcloths, generally over two by three feet in size. though 

variable. One was held at the Cenderawasih University's Anthropology Museum, the Museum 

Loka Budaya, which featured the work of Sem Ongge (Agus Ongge's ~ncle),"~ an elderly man 

whose painting 'by hand' were original for the way he filled the entire barkcloth with images 

(see Figure 5- l2).lS4 This exhibition was organized by Nico Tanto, a member of the museum 

"' This support oftraditional arts is in c o n m  to the earlier destruction of sacred objects by Protestant 
churches in the region. It reflects the church belief that the production of arts and 'handicrafts' no longer 
holds spiritual significance to local peoples. 

"' P3 W sells primarily to ex-pats living in the Sentani ana There are a number of ex-pats living in the 
area because of the proximity to government offices and also because it is used as a base for rnissionary 
families and is the location of the international school. Few tourists make it to P3 W because it is not 
advertised in English. 
in Agus says that he kanit to paint batkcloth h m  his father, not his uncle, Sem Ongge. 

'" k m  Ongge died in 1995. in regards to the literatute on contemporary baikcloth, the man that Howard 
=fers to as Sem Ongge, appears to be the same man rrferred to by Jac. Hoogerbrugge as U w u  ûngge. 



staff. Nico Tanto also helped with arrangements for a mearch crew from Jakarta organizing an 

exhibition of Lake Sentani barkcloth held at the Bentara Budaya gallery in Jakarta in 1992 on 

behalf of the Jakarta Post (a daily English language newspaper). The exhibition, which is said to 

have k e n  a success (Howard 1 W6a: 8, Hoogerbrugge 1995: 1 75), was accompanied by the 

launching of a book on Lake Sentani published by the Jakarta Post. called "Old and New in the 

Land of the Clear Water," 

An increased awareness of barkcloth paintings resulted h m  these exhibitions."' Since 

the early 1990s, large hand painted barkcloths have been sought by a small number of foreign 

collectors and tourists, who want pieces in the style of the eariier paintings. Nico Tanto has 

played an important role in filling this demand by commissioning paintings h m  Asei artists 

which he markets at the Museum Loka Budaya art shop and at his pnvate 'Nico Tanto An 

  ho^."'^ These large scale barkcloths, such as those seen in Figures 5- 13.5-14 and 5-15 by 

Agus Ongge are ofien copied directly from printed reproductions of older pieces (compare with 

Figures 5-6.5-7 and 5-8) given to artists by foreign buyen or by Nico ~anto."' These three 

The similarity can be seen in the unique style of his barkcloth paintings and in the photographs of him (see 
Hoogerbrugge 1995: Fig. 40,4 1; Howard 11 996b Fig.26). 

15' 1 tint became aware of contemporary Sentani barkcloth paintings in 1995 when 1 went to the UnCen 
Loka Budaya Museum. There were some paintings in the museurn which I had presumed were old, but on 
speaking with one of the Museum employees, I was told that they were of ment origin. Afier Our tour of 
the museum 1 was show barkcloth for sale by Nico Tanto, the museuni employee who runs the museum's 
art shop. There were approximately thirty paintings for sale, and 1 bought two. 1 was told that artists on 
Lake Sentani were producing barkcloth. mis was the fm tirne 1 had seen any painted barkcloth other than 
stencil barkcloths at the Harnadi market which were of non-traditional pan-[rianese motifs such as birds of 
paradise and drums which 1 had presumed were made by non-Irianese market employees. 

15' Nico Tanto is of mbced parentage. Chinese and Irianese, in contrast to the majority of art traders in Irian 
Jaya who are mostly migrants from South Sulawesi. He personally profits fiom the sales at the Museum 
Loka Budaya art shop. This is problematic because the Museum Loka Budaya lacks a regular operating 
budget. ïhe collection is in disarray, in need of proper storage facilities and conservation work. Nico takes 
the initiative to keep the museum shop running and the responsibility for purchasing items to sell. He also 
pays for cleaning supplies, coffee, tea and sugar for employees with 10 - 15 % of the money he earns fiorn 
sales. This rnight be seen as a conAict of interest but it is not seen as such by other members of the 
museurn staff who see that Nico does most of the work maintaining the shop. Museum staff believe that 
shce the Museum is designated a non-profit institution, it cannot generate income even if the money is 
used towards its operating budget. Nico Tanto has stimulated artists to bcgin producing ûaditional carvings 
art again in many regions of the province, particularly along the north Coast through his buying trips. He 

goes direct to villages and lets art& and potential a r t h  know chat he is willing to market their work. 
Even though he takes what by Western standards is a high cut of the seIlhg price, this opportunity is one 
that many artists have not had. 

ln nie  book Ukiran- Ukiron Kuyu Irian Jayu / The A n  of Woodcwing in Irian J q 4  (ed. Jac. 
Hoogerbtugge), published in 1979 by the provincial governent with the assistance ofthe United Nations 
Development Programme is available at book and art shops in layapura Its 140 black and white plates of 
traditionai art h m  around the province serve as a usefil pattern book for many artists. Five plates 
illustrate barkcloth paintings fiom the Lake Sentani-Humboldt Bay area. 



pieces by Agus Ongge were produced as part of a commission of twelve pieces for a foreign 

dealer of Indonesian arts and ethnographie objects in 1997. The dealer asked Agus to try to 

capture the quality of the line in the earlier pieces, and gave Agus photocopies fiom the Greub 

book (which it tumed out he already had). He was asked to use traditional maten'als, motifs and 

techniques"' but to feel free to use his own creativity, emotion and inspiration. The resulting 

paintings were considered by Agus and the dealer in question to be among Agus's best works, 

and among the best paintings being produced in Sentani today. Agus told me later that he 

enjoyed this work because it encouraged him to try to improve his carving and to get a better idea 

of what foreignen will buy.I3' The dealer, however, did not feel that these works were as good as 

pre-WWII barkciotb paintings. where the quality of the line is much more expressive (In Figure 

5- 16, Agus Ongge is painting barkcloth outside his home on Asei Island). Agus has frequently 

been referred to as an excellent draftsman by his foreign patrons. The lines in his paintings are 

very consistent in width and are smooth and steady handed. Despite the fact that Agus still uses 

the traditional painting tool, the tip of a sago palm rib, and traditional pigments in his paintings 

(the process is more like drawing with a quill pen than painting), Westem collectors have 

expressed their desire to see more of the scratchy and varied lines seen in the older paintings 

(personal communication, James Barker). Most of the compositions of his paintings are more 

geometrically aliged and evenly baianced in terms of spacing than the older paintings were, 

which visually creates a more aatic feeling. Westem collectoa feel that the earlier pieces had a 

certain sense of rnovement and unease to the placement of the figures that gave the figures 'life'. 

These traditionally based hand painted pieces are in contrast to smaller stenciled 

barkcloths produced as less expensive souvenir items and sold at the Hamadi art and souvenir 

shops. An example of the style of these paintings can be seen in Figure 5- 17, where the motifs 

used need not be traditional, but decoratively npresent more general and provincial sqmbols of 

Irian Jaya such as the two birds of paradise on branches and the simplistic representation of a 

'" From my field observations, a h o a  ail barkcloth artists draw the outline of their desigs in black fmt. 
TraditionaIly bIack paint is water mixed with charcoal or soot (that has accumulated on the boaom of 
cooking pots exposed to an open flame). Some contemporaty amsts prefer to use black ink, because this 
gives a finer Iine, reflecting the cornmon desire among buyers fur what they see as refmed (halus) work. 
ïhe black outline is then filled with white paint, although this is no< traditionai. Barkcloth in the past was 
h m  the bark of the kornbo tree which is off-white, so onIy black, tenacotta red and occasionalIy yellow 
pigments were used. When kombo trees k a m e  scarce, artists started to use white paint, made h m  baked 
and then powdered clam shells. Today, the white paht is a mixture of water and lime (kapur) which is also 
used to enhance the effect of chewing betel nut @inan@. Agus said that he often lets his wife Maria (or 
even his children) paint white onto a barkcloth once he has outiined the work in black. 

IS9 I n  1998, ABUS was given several significant commissions for baricclotb h m  foreign buyen, including 
one for 70 barkcloth fiom a collector of PNG arts near Albiuy, in Australia 



dnim (tifo) on its side. The commercialization of barkcloth in a contemporary context is 

problematic since the motifs used are not ones the local people beiieve in anymore. 

Contemporary carving and painting on barkcloth takes place in a secularized and commercial 

context, and for this reason even collectoa and dealers sometimes have dificulty viewing these 

contemporary works as artistic expressions. The irony is that by asking artists to paint the subject 

mafier and in the style that no longer speaks about the artist's realities or their contemporary 

concems, it is unlikely that the artists will be capable of producing much more than copies with 

linle individual expression. From the point of view of creativity, is there much difference, 

artistically, behveen the paintings based on past symbols and those based on provincial symbols? 

Barkcloth artists also take inspiration fkom traditionai motifs carved on new and old 

objects such as canoe pmws, oars and ohote bowls. The multing paintings based on carved 

objects are sometimes more creative than those copied directly from books. Many Sentani artists 

now refer to paintings not based strictly on traditional designs as 'new creations' (beasi b m ) ,  

while copies of traditional paintings and those based only on traditional motifs are called 

'authentic' or 'original' (ahJ. In Figure 5- 18 for instance, a sea spirit is depicted with the body 

of an ohote bowl. Many of these bowls used to be carved with similar spirit motifs. The artist 

plays on the idea of motifs imbuing an object with meaning and here paints the reverse - an 

object becorning part of the spirit itself. This painting represents some of the new directions that 

artists in Sentani are taking with their barkcloth paintings, as their lives are distancing fiom the 

more spiritually focused realm of the past where the motifs represented spirits and cosmology. In 

this new context, artists expriment with novelty, as they are continuing to test the tastes of 

consumers and finding new ways to express themselves. 

The revival of arts in Sentani has been stimulated by increased commercial oppominities 

resulting h m  the broader development of the Jayapura-Sentani region as the provincial capital of 

Irian ~ a ~ a . ' ~ '  Agus Ongge and other mtists, who leck their own venues for marketing and selling 

their art, supply barkcloth and carvings to numerous art and souvenir traders in the Jayapura- 

160 Sentani tom is located approximately forty kilomeûes ftom layapura, but development has basically 

bui1t up along the paved road that links the two. This mad nuis h m  Sentani town through Waena, a town 
on the eastern edge of Lake Sentani which is where the Batik Irian factory, the P3 W ofice, the Provincial 
Museum and the new campus of the Cenderawasih University are located; to Abepwa where the original 
Cenderawasih University campus and the University's anthropology museurn, the Loka Budaya Museum 
are Iocated; CO Enttrop town where the new bus terminal servicing the m a  is lowtpd; to Hamadi wtiere a 
large market including the art / souvenir market is located; to Jayapura proper, where govemment buildings 
and the central business district ate located. 



Sentani area, mon of whom are located at ~arnadi.'~' Bugis-Makassame migrants fforn South 

Sulawesi began opening souvenir shops in the Hamadi market in 1985-86, about the time trian 

Jaya was opened to foreign tourists (discussed fùrther in Chapter Six). There are now 

approximately twelve separate art shops in the Harnadi market, al1 owned by Bugis-Makassarese. 

These shops market art h m  a11 over Irian Jaya, and the majority of shops have large stocks of 

Asmat carvings including monumental bisj poles and large canoes with spirit figures in them 

known as 'soul ships' and smaller stocks of carvings and objects h m  other regions which they 

market to foreign art dealers and the occasional tourist. They eam the majority of their incorne 

from foreign buyen or traders in Bali and Jakarta (for instance Baso Basri, who's art shop in the 

tourin area of Kuta, Bali is seen in Figure 3-19), who may come once or ~ i c e  a year and 

purchase enough material to fil1 a shipping container. Their most regular buyers have been 

domestic tourists, however, who purchase small gifts or oleh-oleh for their fiends and family. 

Generally they desire inexpensive, portable and decorative items which has prompted the Hamadi 

merchants to create souvenirs for this market. This often includes gluing together recognizable 

objects from around the province to create small composite wall hangings or fieestanding 

sculptures. These may be composed of arrow tips, penis gourds, dried flowers, photographs of 

highland Irianese and coiled baskeay plates made in the highlands. Barkcloth is also sewn into 

carrying bags by Hamadi merchants and painted with motifs similar to those seen on the penis 

gourd creations in Figure 6- 1 1. 

Hamadi merchants ofien employ younger bmthen and nephews who come to Irian Jaya 

from Sulawesi to get away from the overcrowded conditions and lack ofopportunity in Ujung 

Pandang a large city in South Sulawesi. ïhese youths work as shop assistants and are called anak 

buah in exchange for room and board. In order to earn some money, some will make souvenirs 

themselves to sell. One souvenir trend started by the anak buah, is to paint in acrylics on 

barkcloth, which has become an identitiable 'Hamadi style'. Generally the barkcloth is treated as 

a canvas, and is whitewashed fim and then painted over. They take their imagery fiom postcards 

and directly copy these images in highly realistic or photographie style ont0 barkcloth. Virtually 

"' The Hamadi market is the second largest market sewing the layapura - Sentani ama. It has layapura's 
largest k s h  fish market and the only art and souvenu market. SeIIers and buyers corne fiom the 
neighboring regions of Sentani, Depapre, Arso (a mixed transmigration community), and Genyern to attend 
the Hamadi market. The trade at the Hamadi market is dorninaîed by south Sulawesi migrants, Bugis and 
Makassame. Most of these migrants came to Irian Jaya in search of economic oppominity and found a 
niche for themselves as market meccham, a role they have played historically in other parts of indonesia as 
well. Generally, the Bugis-Makassarese do not produce the products they sel1 in their shops. They 
generally source products h m  indigenous lnanese and h m  transmigrantts. In this capacity they do form 
buying cartels and do sometirnes refuse to purchase the products of econornically disempowered peoples 
for fair prices. 
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al1 the scenes are of what 1 cal1 'Irianica' or stereotypical images of Irian Jaya including birds of 

paradise, romanticized (postcard style) village scenes fiom Asmat and Lake Sentani and Wamena 

honai or traditional houses. (see Figure 5- 19). 

Harnadi traders were crucial to the early commercialization of barkcloth, but over the 

years dissatisfaction has gmwn among local artists with the prices they receive Çrorn these 

'middlemen'. A r t i s ~  on Asei, who are the main producers of contemporary Sentani barkcloth, 

generally now only sel1 to traders as a Iast resort. On average these traders will pay only 

Rp 10,000-Rp20,OOO (approxirnately US$ 1 - 2 in Apd 1998) and then se11 these barkcloth to 

tourisrs for between Rp 50,000 to Rp 150,000. An increasing number of tourists and ex-pats now 

visit Asei, and artists who previously were deliberately kept unaware of the prices that traders 

were receiving, have lemed what foreignen are willing to pay for barkcloth and woodcarvings. 

Agus Ongge, who has received the greatest number of foreign visitoon, began to encourage other 

artists not to sel1 to the Hamadi market or to Nico Tanto. Today Nico Tanto employs one painter 

to produce the large, hand painted barkcloth he sells in his shop. Artists have recently found that 

the provincial museum staff will accept their works on a commission basis, and this is now their 

preferred outlet for selling their works if they cannot sel1 them on the island. When they are in 

immediate need of money, however, they will still sel1 to Hamadi or Nico Tanto. 

The use of stencils even in large paintings was developed by one Sentani artist by 1995 

(the use of stencils is photographed in Pratiknyo 1995: 1 15) and today virtually al1 artists use 

stencils on some of their paintings (personal communication with Jac. Hoogerbnigge. 1998). The 

use of stencils seems to have been an innovation developed as a nsult of the low prices the m i a s  

receive for paintinp. The results Vary with regards to composition. and a good stencil can be 

used advantageously to produce interesting printed barkcloths of good quality. Given that even 

foreigners pay relatively low prices for these barkcloths, the development of stencils makes sense. 

Despite the proliferation of stencils, many artists still paint or embellish stenciled pieces by hand. 

With the use of stencils, barkcloth paintings are reasonably quick to produce, they may take 

roughIy one to three hours to produce compared with five or mon hours for a hand painted cloth. 

The stencils are used to produce the basic outline of the design in black, which can then be filled 

in quickly by hand by virtually anyone, including children. Nico Tanto has the painter he 

commissions work where he can supervise him to make sure that the work is of good quality ond 

painted by hand, which is what many foreig buyers want. 



The traders, for their part, have been unwilling to give up any of the profits they make 

selling souvenirs and art because it is a highly cornpetitive bus in es^.'^' Many resent the higher 

prices that artists are now asking as they feel the paintings are increasingly of poorer quality, 

which encourages them to keep their p ices  low or even to commission paintings from non 

Sentani and even non Irianese producers.'63 As a result. Hamadi shopkeepers generally only have 

access to low quality barkcloth paintings, since artists tend to keep their best work for direct sale 

to foreigners. 

Some of the carvings thrown in the lake at the insistence of early missionaries have 

subsequently been retrieved at the request of foreign collectors and traders Iooking for authentic 

old pieces. although this source is believed to have been virtually exhausted following searches 

by dive tearns. This has resulted in contemporary carven and Harnadi merchants artificially 

aging carvings by submerging them in the lake and drying them in the Sun repeatedly to give 

them a weathered look. The housepost in Figure 2-2, carved by Tinus Melangsena of Babrongko 

village, Lake Sentani is currently being aged. Woodcarving was not as completely abandoned by 

Sentani people because many of their functional objects remained dependant on carving skills. 

Canoes are one example of this and m o a  canoes on Lake Sentani are still carved by hand out of 

hollowed 10gs.'~ Carving seen by colonial authorities as purely decorative was allowed to 

continue. The fronts of canoes, traditionally incised with motifs, have been in high demand 

arnong foreigners. Many carvers will use a canoe until it is in need of replacement and then allow 

16' In a recent anthropological survey of the Hamadi market, one shopkeeper by the name of Anwar, one of 
the first traders to open a shop in Harnadi in the mid eighties, is recorded as stating that while art and 
souvenir sales were at one t h e  a profitable business, today he fin& it difficult to obtain items to sell, and 
he has few buyers, sornetirnes only one per week. He aIso stated that he might open a grocery store again 
which was his business before he began selhg souvenirs (Apomfires, Poli and MatatuIa 1997: t 2). In my 
own conversations with Anwar, he explained to me that when he first began he could obtain old and 
vaIuable items fiom local peoples for low pnces. Today, virtually al1 of the old objects have already been 
sold and Irianese peoples ask high prices for remainhg heulooms. 

'" Hamadi merchants have experimented with cornmissioning carvings h m  Javanese carven now living 
in the Jayapura-Sentani area. One Hamadi merchant named Thamrin told me in May of 1998 that he was 
considering having Sentani carvings made in Bali since the Babmngko cawers were continually raising 
their prices. Thamrh had also paid a highlands man to teach him how to do fmishing plaiting and weaving 
work for stone axes and cassuary bone dagger sheatha I also observed that Hamadi merchants were buying 
rough and unfmished carvings and fmishing them in Hamadi themselves. This generdly consists of 
coating the carvings in permanganate to mat  them for insects and to give them a dark brown colour which 
ouierwise would be obtained by soaking in water. In this way merchants justifL paying Iower prices for 
carvings because bey are unfiished when purchased Sentani artists who bring their work in to sel1 are 
of?en confmnted by the shop assistants or anak-buah doing fiiishing work and they a this as taking 
incorne away fiom local people. 

Today, however, outboard engines power some of the largm canocs. 
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the carved prow (which by then appears old and weathered) to be cut off and purchased by 

foreign col lecton and traders. 

In the past two years Sentani villages have begun to receive groups of tourists coming 

direct to their villages, particularly Asei. Grand Irian Tours, the Iargest tour operator in the 

province (based in Jayapura), began scheduling a one day tour of the Jayspura-Sentani ana  into 

their package tours of Irian Jaya, which previously centred only on the highlands.'6s A boat trip to 

the island of Asei is increasingly popular for tourists. Asei is a tiny and picturesque island with 

approximately fi@ houses and a population of roughly four hundred. Though at its closest point 

it is only a few hundred meters from the mainland, the island has no electncity, potable running 

water or shops. The rustic and timeless feeling of the island has contributed to its growing 

popularity as a tourist site, which, ironically, is having an impact on the livelihood of the people 

and could wind up reducing its tourist appeal as the villagen get more money and modemize their 

village. The work of Asei artists needs to be understood in relation to these bmader development 

circurnstances, as it is difficult for Asei people to find work. 

Asei people lay their barkcloths out on the ground whenever tourists come (see Figure S- 

?O). Sometimes mon than one hundred barkcloths are for sale and today most men in the village 

and even women and children do some painting on barkcloth. In general, however, Agus Ongge 

estimated that only one or two toutists will buy a painting in a given visit, which leaves many 

artists disappointed. Sales to tourists bring the most money to local artists, and this is what most 

hope for. Toun'sm in the Sentani area is very limited and unpredictable, however, and in a month 

only one or two groups of tourists may visit Asei Island. 

Agus Ongge has emerged as a cultural production manager for Asei and coordinates 

tourist arrangements with Grand Irian Tours and the people of Asei. He lets artists know when 

tourists plan to come and tries to get them involved in whatever ways he can so that Asei people 

protit fiom tourists by transporthg them to and fiom the island, preparing barkcloths for sale and 

doing dance performances and art (carving and barkcloth painting) demonstrations. In March 

1997, a large French cniise ship cailed the Mermosz docked at the Jayapura harbour and roughly 

A few years ago, virtually no tourkts made it to Lake Sentani despite the fact that mon flights into the 
highlands leave from the Sentani airport. As these flights tend to leave first thing in the moming and a 
txavel permit or surat jaIan is required for tourists outside of Jayapura and Biak, it is usually necessary for 
tourists to ovemight in Sentani town. Most visiton stare out the window in awe as the plane canying them 
in to irian Jaya for the first time circles the green rolling hills surroundhg Lake Sentani in preparation for 
landing, and yet few of them visit the lake. Plans are currently undenvay to increase tomhn in Sentani and 
the Hotel Sentani indah, a t h e  star hoai has been built to accommodate tourists. Before this new hotel, 
there was not even a single star hotel in Sentani, oaly mail and basic guest houses or losmen. 
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350 tourists went to Asei Island in four separate groups.166 Agus organized two dance 

performances and coordinated logistics for the performances. This was the largest tourist event 

the Asei community had ever held. 

Villagers wearing "nibal" dance regalia paddled out in their traditional dugout canoes 

and performed a non-traditional dance (while standing in their canoes) as the tourists approached 

Asei Island in motorized boats. While Agus had choreographed this "welcome dance", he did not 

join in during the performances as he was busy following notes on his ~l ipboard '~~ and organizing 

villagers on the island. Once the tourists had arrived, they had time to walk around the island 

before a traditional Sentani dance was perfomed, accompanied by tifa (drums). The dmcen 

wore barkcloth blouses which waci never traditional (see Figure 5-21), while one woman wore a 

home made blouse of Batik Irian fabric with Sentani motifs.'" They also wore traditional sago 

string dance skirts (called yuboi, see Howard 1996: plate 7). After this dance performance, 

village men gave wood carving and barkcloth painting demonstrations while their families p laced 

barkcloth and carvings on the gmund for sale. On my previous visits to Asei, men would 

negotiate with the tourists but increasingly it appean that women have assurned this role. There 

were no prices attached to the objects, although in my observation. Asei people rarely ask for 

more than an item could be purchased for at a local art shop. Most Asei villagen speak virtually 

no EngIish or other European ~anguages.'~~ so many of these interactions were assisted by the 

Indonesian tour guides. The Asei peopie 1 spoke with said they liked doing these performances 

'" Grand Irian Tours had arrangcd for these tourists to visit the highlands as well as Asei and Lake 
Sentani. In this way, they staggered the visits to accommodate this very large number of tourists. 

16' 1 have observed diat clipboards are often w d  in such eventr to signify importance or the statu of 
organiser, even when the clipboard is not used. At this event, Agus was the only Asei islander to be 
dressed in formal Western clothes. Most of the villagers were dressed up in fiber skirts, and adorned with 
paim fionds, flowers and body paint. This was in contrast to several cimes where Agus was the spectacle at 
such events, and sat doing a painting dernonstration in 'traditional' costume. 

"' ~ontem~orary government sponsored dance cornpetitions in the Jayapura regency have helped to reveal 
barkcloth production in more remote areas of the kabuputen (regency) of Jayapura that had previously been 
unidentified or forgotten. Dancers Wear costumes that generally resemble, with varying degrees of fidelity, 
the traditional cenrnonial costumes of the region they are h m .  nie dances need not be absolutely 
traditionai, but they are in a traditional style and are accompanied by singing and drumming. This type of 
presentation is what Agus Ongge had prepared the dancers of Asei ta do. Many of the villagers who were 
not participating in the dancing had decorated themselves, either with body paint or with fionds and leaves 
to add to the atmosphere. 

Ib9 They were predorninately dealing with t o d  corn the Netherlands, Gemany, France, USA, Japan 
and Australia 
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because they al1 made Rp 15,000 for participating, an oppominity that is spread more evenly 

throughout the community than the few artists who profit on selling their work~."~ 

Agus has taken a leading role in trying to promote Sentani art and culture, and in doing so 

is creating a new hierarchy for who the custodians of culture are in his community. He has 

worked with the department of small scale industry, teaching other Sentani men and youths 

(male) to do woodcarving end painting on barkcloth in the traditional Lake Sentani style. He 

produced two short booklets on production techniques in Sentani art which he uses in the 

workshops he teaches (Ongge 1994 and 1995). He is cumntly trying to set up his own 

foundation devoted to the development of Sentani arü and tourkm and has been meeting with 

local govemment officiais for assistance with this project. Like other trianese artists, he lacks 

hnding. As part of his foundation's plans, Agus hopes to buiid a lakeside guest house as well as 

a replica of a traditional Sentani men's house on Asei as a tourist attraction and as a gallery space 

to display and market the art and handicrafb of Sentani artisans. He is currently recording his 

knowledge of Sentani culture. art motifs and production and hopes one day to compile this into a 

book. He is also working on designing tours to some of Sentani's most notable cultural locations 

and on organizing more performances and exhibitions of dance, music and art. 

Pameran & Lelang Lukisan Kdi t  Kayu, May 1998 

The most compelling indication that the people of Asei are losing control of 

contemponuy barkcloth production was the first major exhibition devoted solely to barkcloth held 

in Jayapura, on the weekend of May 23, 1998. The exhibition was titled Pameran & Lelang 

Lukisan Kulit Kayu 1998 (Barkcloth Exhibition and Auction 1 W8), and it was advertised on 

bannen in the streets of Jayapura and in the provincial newspapen for a week leading up to the 

event. The organizer of the event, as printed on these bannen, was the YOUtefa Advertising & 

Entertainment Company (sic), owned by a Makassarese businessman by the name of Hamzah 

Muin. Pak Hamzah has lived in Jayapura for fourteen years and makes his living from marketing, 

catering and organking parties and functions, designing nibber stamps and iron-on and silk- 

screened t-shirts with Irianese motifs and images or 'Irianica'. This cornmercially driven event 

seems to have been organized very quickly. Hamzah told me his initial inspiration had been a 

recent article on Asei barkcloth published in the April 18 1998 issue of the Indonesian magazine 

GATRA (see Ruba'i Kadir 1998). 

'" ûnly approximately a dozen barkcloth were sold to tourists during th& event 



In late April 1998, I made plans to spend a week, possibly two on Asei island to continue 

my research with Agus Ongge, but Agus suddenly disappeared for three weeks, and despite 

sending several notes and messages to A x i  and visiting the island once myself, I had received no 

response from Agus (this was completely out of character). I presumed that he had gone to get 

barkcloth fiom the Mamberamo area, as he had mentiomd to me in earlier correspondence that he 

needed to start filling ouistanding commissions for barkcloth paintings and would source the 

barkcloth himself."' On the trip I had made to Asei, there were few paintings available for sale, 

and 1 was told that the day before the Provincial Governor and his wife, Freddy and Ibu Numberi, 

had been to Asei and purchased approximately eighty barkcloths. When I fim saw the barkcloth 

exhibition bannen, t felt certain that Agus was in some way involved. 

Following this t went to the YOUtefa office, a modest building with a cone-shaped roof 

(of the Humboldt Bay "traditional house" type), in the old bus terminal of Jayapura. There I met 

Hamzah. who told me about his planned exhibition and showed me some of his company's 

barkcloth table coven and golf hats that were being produced on site. some hand painted, some 

hmd starnped and some silk-screened by his employees who were members of his family and 

other non-trianese Indonesians. The table covers, which were round, had a few motifs arranged 

neatly against the cloth background or as a border around the edge. Motifs included very simple 

stylized Sentani spiral designs. others were of birds of paradise and drums. Hamzah said that he 

had approached the Governor's wife, Ibu Nurnberi, with his idea for an exhibition and she had 

offerrd to help sponsor the event.ln Harnzah explained that the exhibition and auction would 

feature traditional barkcloth (kulit kayu) made by Asei artists and contemporary paintings 

(lukisun), portraits and landscapes in acrylic paints. He did not mention Agus' name. and took 

credit for promoting local arts, stating he could not understand why the local people had not yet 

done this themselves. He offered to put my narne on the guest list so that 1 couid attend the 

auction, which was by invitation. 

171 Around Sentani most of the trees with bark suitable for making barkcioth have bcen kiIled (to collect 
bark for barkcloth, the bark is generally completely removed h m  the lower tmnk of the me). Through a 
project with the GKI Chwch, barkcioth pmduced in the Mambemo region was being back-Ioaded on 
mission aîrcraft flying out fiom communities in the Mamberarno who now have some cash income for 
supplying barkcloth to satisfy the market in Jayapura. Agus Ongge said that when he wants to do a really 
good job (commission), he will go to the edges of the Mamberamo river basin itself and collect the very 
best bark he can find. 

ln Generally there is an expectation that the Governor's wife be involved in community miaded projects. 
1 did not have the oppominity to sp& with Ibu Nurnberi about her sponsorship of the event, but on the 
order fonns for barkcloths at the auction there was a note indicating bat  10% of the proceeds fhm the sale 
of barkcloth would go to help Foster Parents Plan pmjects in Irian Jaya 



The venue for the exhibition was the seventh floor of the new Bank Pembangunan 

Daeruh (BPD or Regional Development Bank) bank building, the tallest building (mughly ten 

stories) in ~ a ~ a ~ u r a . " ~  The event was held for one weekend, with the auction on Saturday, and 

the exhibition open to the public on Sunday. The auction was a gala affair with everyone seated at 

banquet tables, (we later al1 received a catered box lunch with tea and coffee service, which is a 

feature of many contemporary Indonesian officia! functions). At each seat then was a 

promotional auction package including: a YOUtefa brochure ("YOUtefa For Your BUSMESS" 

is the company's siogan);'" a photocopy of the GAïRA article on Asei barkcloîh painting 

featuring Agus Ongge, titled "Magical force fiom Asei" (Kekuatan Mugis duri Aset), photocopied 

sheets with captioned numbered thumbnail sized photocopies of photographs of the paintings and 

order fonns. In the center of each table sat piles of YOUtefa's barkcloth golf hats and tablecloths 

stacked in the middle with p h  tags on them. 

Roughly seventy paintings were displayed mund the periphery of the room. Of these, 

thirty-two were Harnadi style paintings and included; postcard style images of "Irianica" 

(traditional iandscape and village scenes of local peoples, flora and fauna - with some direct 

copies frorn commercially available postcards) or portraits of pmminent provincial businessmen. 

govemment and military officiais with their wives. These were painted in acrylics on barkcloth 

by young Sulawesi painters who aiso work at the Hamadi art and souvenir market. Two examples 

of these paintings can be seen in Figures 5-22 and 5-23, Figure 5-22 is a portrait of an Asmat 

man carving a bisj pole, probably for the tourist trade, given that the man is alone, indoon and 

wearing a t-shirt and not ceremonial attire. In Figure 5-23, a painting of Asrnat shields has been 

treated in a unique way because. unlike al1 of the other paintings in which the barkcloth is first 

whitewashed and then painted as if it were a canvas, the background here is unpainted and the 

texture of the cloth is incorporated into the composition. This painting was the only Hamadi 

acrylic piece that took advantage of the actual barkcloth material. Both of these paintings reveal 

some of the realities of art production in Irian Jaya and the role of migrants in the art trade and 

now increasingly, art production. 

In Agats, the main administrative coastal town of the Asmat region, the export of Asmat 

arts and crafts is controlled by Sulawesi merchants. One such operator, Pak Alex, tours Asmat 

ln Ironically, chi5 new bank building was opening jus as many banks in Jakarta were closing theu doors 
due to the fuiancial crisis of late 1997. 
174 This is probably a pun on the English 'you' plus t@i - a genMc Indonesian tenn for any irianese drum. 
Yotefa is also the indigenou Tobati name for what the ûutch called Humboldt Bay or what is now d l e d  
Yos Sudarso Bay by indonesians. 



villages Ui his motorized canoe and picks up carvings fiom village workshops, which he then 

ships direct to Bali or Jayapura. These carvings are then fùrther marked up and sold in art 

galleies in Java and Bali or in the Hamadi market."' Figure 5-23 depicts a collection of Asmat 

shields as they might appear piled up against a wall in a trader's shop. It is strikingly similar to a 

photo I took while in Agats of shields in siorage waiting to be shipped to Bali by another 

Sulawesi middleman (see Figure 5-24). There is a degree of irony in these paintings because they 

represent a further appropriation of the cultural heritage and identity of Irianese people for profit 

by non-Irianese. Asmat people a n  not in control of the sale of their carvings, and as a group, 

profit substantially less from their artistic production than do migrant midd~ernen."~ These 

acrylic paintings are an extension of the economic appropriation that migrant middlemen are 

performing by taking control of the profits of the handicraft and artistic industries of Irianese 

people. 

The remaining paintings on display at the auction were from Asei, and generally 

consisted of poor quality stenciled pieces. Figure 5-25 shows one of the few hand painted works. 

by an anonyrnous Asei artist who combined the Sentani spiral motifs with animal motifs. There 

were no labels with any of the paintings, as they were presented in an auction style, with details 

provided on a separate sheet (in this case as black and white thumbnails photographs). The 

captions included size, painter and a category called obyek (subject or title). Most of the obyek 

categories were lefi blank. Some of the Asei paintings were labeled emik or etnik Asei (ethnic or 

Asei ethnic), and while al1 the Harnadi style paintcrs were identified. for most of the "traditional" 

paintings, the painter category simply stated "Asei". Sir paintings were designated as the work 

of Agust. Ongge. In contrast to the typical presentation of barkcloths on the ground on Asei, 

these paintings were glued to brightly painted handmade wooden fiames (with no glass). This 

treatment highlighted one of the difficulties in marketing Sentani barkcloth, because it is 

exceptionally dificult to frame, or to make it look like it would fit into a "modem" interior. The 

Asei barkcloths, with their natural pigments looked washed out and overpowered by these frames, 

and the acrylic paintings, to a western eye, were quite garish There are no pichire framing 

businesses in Jayapura to date and these m e s  were built at YOUtefa. 

''' These carving workshops are, to date, never owned by Asmat or Irianese people. 

'" Middlernui take far more of the profits in virtually al1 culture related industries in Irian Jaya, including 
tourism. Most tourist agencies in the province and tourist guides are migrants as well, and in the Asmat 
region, Sulawesi middlemen, who are more likely to have a canoc with an outboard motor and can afford 
the high prices for fbel, offer to take tourists around with hem while they pick up carvuigs. 



Afler a designated period for viewing the paintings, the opening speeches began. A 

banner over the stage across the front of the roorn read: "Dengan Semangat Huri Kebmgkjtm 

Nasionai Kita T i n g k a h  Mutu. Keungguian dan Kemitraan Kerojnan Khas Irian Jaya" - 'In 

the spint of the National Day of Resurgence, we raise the quality and superiority and partnership 

of Irian Jaya Handicrafts,' (see Figure 5-26). The opening speeches were typically long and 

official, and spoke of the regions' need to honour and celebrate the National Day of 

ksurgencel" with this exhibition's contribution to the development of the nation's regional arts, 

with the nuance of Irian Jaya (bemumsa Irian Jayo). 

Tle auction drew prominent govemment, military and business figures of Irian Jaya (who 

were also the subjects of most of the portraits), into a heated frenzy of bidding. OnIy three 

paintings were auctioned off, despite indications more paintings would be auctioned (Figure 5-26 

illustrates these pieces).'" The paintings auctioned off represent, from left to right: the Govemor 

of Irian Jaya and his wife, Fredi and Annie Numberi; the Pangdarn VI11 Trikora (Partglima 

daerah militer - the Territorial m i l i t .  commander of Irian Jaya) General Amir Sernbiring and 

his wife, and a highlands man referred to as the Kepala Suku Besar, or tribal leader.'79 These 

paintings sold for extremely high prices, with prominent govemment oficials bidding the prices 

higher and higher. In the end the Numberis and the Sembirings each purchased their own 

portraits for Rp l6,OOO.OOO.OO and Rp l6,SOO,OOO.OO respectively (USâl6OO and $1650 in May 

1 9 9 8 ) . ' ~ ~  The Kepala Suku Besm sold for the highest price of Rp 20,800,000.00 (around 

US$2080). 

The rernaining paintings were exhibited only as sample pieces to be ordered for a fiwd 

price. Uniformed sales staff stood around the periphery of the mom and circled the tables to see 

if any orders needed taking. Few people ordered, however, because the prices were hugely 

ln The National Day of Resurgence is a national holiday held on May 20th of each year that 
cornmernorates Indonesia's early nationalist movemcnt. On May 20th in Jakarta and in other parts of the 
archipelago, anti-goverment student protests that quickly Ied to the resignation of President Suharto were 
continuing folIowing the shooting of four Trisakti University students by security forces. 

ln Two articles in the provincial newspaper Tifa Irian. suggested the exhibition and auction were of Asei 
barkcloths only. 

ln 1 have been unable to f l d  out exactly who this man is. People 1 asked at the auction could only say he 
was a Dani ''tribal leader." 1 do know, however, that there is a photograph of him in the Itkn laya pavilion 
at the Taman Mini lndonesia Indah theme park. 1 have since found out that this portrait as well as several 
of the 'Hamadi style' paintings in the exhibition were direct copies fiom photographs pubIished in the book 
irian Jaya: A New Fronlrér for Trade. Imestment and Tourh.  (Provincial Governent of irian Jaya 
1993), where his identity is &O not given. 

It would appear that these officiais were following some son of etiquette whereby they were obliged 
h m  the outset of the auction to hold the successfid bid on their portraits. 
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inflated. For a painting fiom the Lukisun Wajah / Flom F m  (portrait 1 fiora and fauna 

painting) series, the price was ten to twenty times what it would cost at the Hamadi market (from 

Rp 2,000,000 and Rp 5,000,000, at the time about USâ200-500). Also a clear 'modem' hierarchy 

was being established: the Asei paintings called Ukiran MotifIrian Jaya (Irian Jaya Motifs) were 

being sold for one million Rupiah less than the equivalent size acrylic paintings, suggesting the 

inferiority of the traditional pieces. 

The auction was followed by more speeches by Harnzah and government officiais who 

hailed the ability of Irian arts to command high pices and praised the beauty and ingenuity of 

barkcloth as a uniquely Lrianese product and commodity. No representatives of Asei or Sentani 

spoke. The event ended with the announcement of the winnen of a children's barkcloth painting 

competition, which had been run in conjunction with the auction. The three winnen, none of 

them Sentani or Inmese children, had been awarded prizes of Rp 150,000, Rp 100,000 and 

Rp75,OOO (for 1 ", 2"' and 3" place respectively) but these winning paintings were not displayed. 

it seemed implicit that they represented the future hope for Irianese barkcloth art. 

Following the speeches, Agus Ongge finally appeared on stage to do a painting 

demonstration, accompanied by a man from the town of Genyem who demonstrated the 

preparation of the barkcloth. Later Agus told me the arrangements he had negotiated with 

Harnzah on behalf of the people of Asei. Hamzah had ordered al1 of the barkcloth ahead of the 

event from Genyem and provided it free to the Asei artists so they only had to paint the cloth. 

Hamzah had promised that he would purchase ten barkcloth from every family on Asei that 

wanted to be involved in painting barkcloth and that he would pay Rp20,OOO (USS2) per 

barkcloth. He promised that with the success of this exhibition (and future exhibitions in Jakarta 

and Darwin, ~ustni l ia) ,~~'  he would be able to buy ten barkcloth h m  every family in the project 

in Asei each month. This promise of a regular income for many families on Asei was very 

appealing, but &er the auction, Agus expressed his dismay that the event had not been what he 

had expected. He was not invited to speak and he was not acknowledged except in the collective, 

as Asei artists were praised for their contribution and for their 'invention' of barkcloth, so that it 

could be developed into an artforni of Irian Jaya. Still, Agus was hopeful that some of the 

promises Hamzah had made to continue to work with the people of Asei would contribute to 

providing a more stable market for Asei paintea. 

"' Hamzah intended to go to Danvin for an Eastern IndonesiaiAustraiia joint handicraft expo and to pay 
for Agus to join him on this trip. Agus was very excited about this possibility as he was intrigued by 
Auscra1ia.n Aboriginal barkcloth paintings and this appears to have been part of the reason he accepted 
Hamzah's barkcloth proposa[. Agus Ongge did travel to Australia with Hamzah in lune of 1998 and 
exhibited his work in Danvin after I Iefi Irian Jaya. 





Analysis o f  main issues 

Agus Ongge represents a new type of Irianese artist who has emerged fiom the 

breakdown of traditional barrien to art production brought on by both rnissionaries and the 

Indonesian govemment. Though he does not have traditional carving rights, Agus is able to 

support his large family with the money he earns fiom carving. His persona1 goal is to be able to 

send his children to high school and univenity and to build a new house to accommodate them. 

His position within his community, however, is not uncontested by other Asei islanden who have 

seen Agus profit considerably from art production, which was not traditionally his Rght. Agus 

works hard to maintain his reputation with the memben of his community by sharing the profits 

from tourkm with them, and acting as a cultural prornoter for the island of Asei. On an island as 

small as Asei, communal ties and responsibilities remain very strong, even if they reflect more 

conternporary concems. This is particularly tnie of communities which have been (or feel) 

neglected by Indonesian development pmgrarns.'82 

There is an irony to Agus's story. Although the "traditional" origins and rights of artists 

to paint barkcloth are uncertain (as discussed earlier), Agus has benefited from the govemment's 

decision to lift carving restrictions in Sentani. For a while, this gave Agus new opportunities. 

first through the GKI Church sponsorship and later to commercialize his own work and seII 

directly to foreigners and local traders. During this time, he gained a reputation as a skilled 

carver and painter. Reflecting the emergence of such artists and these developments in 

contemporary barkcloth production (specifically prior to Hamzah's project), lac. Hoogerbrugge 

has stated: ''Thus it appean that the spirits of the bush and the sea, fotmerly the main source of 

inspiration, are not yet dead as was feared twenty years ago. Rather, they seem to have joined 

forces with powerful new spirits like publicity, cornpetition and cash. This new combination of 

incentives is keeping the art of barkcloth painting alive, at least for the time being" 

(Hoogerbrugge 1995: 1 75). 

Stenciled burkcIoth with Sentani andAsmat motYs (ktencil M g n  by Agvs Ongge and John 
Ohee, ppoiniing itsewmriibuted to Syors Ibo) 

Today, it is the very lack of conttols and restrictions on barkcloth production that threaten 

Agus's future as an artist and the hiture of barkcloth as an art fonn in Sentani. Figure 5-27 gives 

Despite their proxhnity to the provincial capital of layapurq many Sentani villages have yet to ceceive 
basic services such as road access to al1 viiiages. This is in contrast to the viIlage of Sabron-hsay, even 
m e r  fiom Jayapura than the Sentani villages. Sabton-Dosay is ihe first transmigration site to bave been 
established in [rian Jaya over twenty years ago. It has elecâricity and is Iuiked by paved mad to Jayapura. 
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an example of the dilemma faced by Agus and other artists like him. It shows a similar fusion of 

motifs to those of the Batik Inan, pan-lrianese design styles. These designs are considered 

interesting, creative and popular. This is a barkcloth produced with a stencil that employs Asmat 

motifs, including b q m e  (or boar tusk nosepiece symbol), an Asmat hombill motif, an Asmat 

styled human tigure and a crocodile (which could be either Sentani or Asmat) and some Sentani 

spiral motifs Uouw). When 1 asked Maria, Agus Ongge's wife, who had designed the stencil, she 

told me it was Agus and John Ohee, another prominent Asei carver. They had apparently both 

been teaching stencil design in a govemment organized painting workshop and this is the stencil 

that they were using to teach with. When 1 asked Agus who made the stencil, he initially clairned 

it was John Ohee. I presume Agus did not want to take credit for the stencil since 1 had 

questioned him several times about how he feels when Hamadi artists use Sentani motifs. His 

reply had always been that he did not like it."' Eventually Agus did admit that the painting was 

one of his once I was able to convince him that I actually liked the painting despite the issues of 

appropriation involved which he also acknowledged as being potentially problematic. Agus's 

genenl feeling was that he felt undecided about the appropriation involved. On the one hand he 

suggested that since Asmat ariists do not paint on barkcloth, perhaps his use of Asmat motif in 

this instance, which was done as an experiment, was all right. On the other hand, he 

acknowledged that he might feel upset if another tribal group used a Sentani motif in a similar 

way. 

Many barkcloths made from this stencil have been sold (at least four to foreigners) and 

the stencil is popular because it works well to create an overall composition.'84 In Figure 5-27, 

the stencil is repeated four times, and was tumed over to cnate the mirmred effect. The outside 

border of the painting is comprised of a ring of Sentani style fish. Despite the fact that some of 

the motifs are fiom Asmat, the stencil has the feeling of a Sentani barkcloth because of its 

radiating quality, which is the same visual element seen in the Sentani fouw motif. The emphasis 

on composition and symmetry are also elements traditionally found in the Sentani barkcloths 

(compare Figure 5- 2). The creation of this stencil was probably at least in part inspired by the 

Indonesian govemment's policies of loosening the past strict taboos on the use of motifs. As 

cultural appropriation is acceptable and even officially sanctioned by the Indonesian govenunent, 

this barkcloth might be seen more as a pan-Irianese designed barkcloth, strongly influenced by 

la This stencil is ununial in that it is used in different combinations and cepetitions to make an al1 over 
pattern that is filled in with some hand painting to mate different visual effects. 

'@ WhiIe thb painting was not produced by Agus Ongge himself, 1 am aware of othen using this stencil 
design that are amiuted to him. 
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Batik Irian. The novelty and visual effect of this barkcloth have made it a winner so far by the 

most pnigmatic contemporary standards for judging the merit of a barkcloth (does it sell?), and 

for this reason it could have interesting effects on contemporary barkcloth painting and art 

production in Irian Jaya, if other artists decide they too will break loose from traditional 

conventions and produce new works that focus on more forma1 artistic considerations such as 

composition. 

Harnzah's Barkcloth Exhibition and Auction of May 1998 has enormous implications for 

the future role of barkcloth in the community of Asei and as a regional art of Irian Jaya. If the 

Hamadi (and now Harnzah) style of barkcloth painting continues to gain popularity among the 

Indonesian elite, it could cause serious problems for Asei artists. One of the main concerns is the 

appropriation of the indigenous material and technology of barkcloth production, as the barkcloth 

trees are already extremeiy scarce in the Sentani area. Agus Ongge and other artists had already 

been sourcing the raw material for barkcloth from trees in Genyem (approximately fi@ 

kilometres fiom Sentani) because al1 of the easily accessible trees have been harvested in the 

Sentani area. Agus told me that in the past he was allowed to take the trees from Genyem for free 

(which he cuts into short lengths to transport on the bus), but he is womed that this may not 

continue now that Harnzah pays Rp 15,000 for a large pre-made bakcloth sheet in ~en~ern." '  

Asei artists could wind up with Iittle choice but to become low-waged employees of Hamzah, 

without access to barkcloth themselves. Hamzah has the available capital to push Sentani artists 

who do not collaborate with his new venture out of production, whether it is his intention to do so 

or not. He has better access to the Indonesian elite clientele who are able to purchase art in Irian 

Jaya, and his entrepreneurial activities appear to have the hiIl support of the provincial 

government. While Harnzah's deal might provide a more diable income for Sentani people, 

they are Iosing control of the production and sale of their barkcloth art. 

The manipulation and appropriation of indigenous rights, property and practices is under 

attack in Canada, the U.S.A. and Australia, and this has not gone unnoticed in Irian Jaya. On my 

last visit to Asei Island in lrte May 1998 ( d e r  the mignation of Pnsident Suharto), 1 felt a 

certain sense of unease among the villagers to my presence. 1 discussed this later with Agus, and 

he explained that the people had just been told that there should be certain conditions if foreigners 

(people fiom outside Lake Sentani) were to leam about Sentani culture. Agus said he had been 

185 lmnically, this was also the concern of Rizal, the Hamadi artîst who painted the Dani warrior barkdoth 
that took the highest bid at the auction. When 1 spoke to him, he was unsure of what, if any of the auction 
money he wouId receive. He said that it had not been clarified between himself and Hamzah beforehand. 
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given specific instructions about how much he should tell me (as a researcher)"' about his culture 

and that 1 should pay for this knowledge (which he disagreed with). This directive was issued by 

Theys Eluay, a Sentani man and Head of the Coalition of Tribal Leaders of Irian Jaya (Lembaga 

Adut Irian Joya). AAer hearing this, I tried to visit Theys Eluay several times in May and early 

June of 1998, but he was away in Jakarta hoping to meet witb the newly appointed President 

Habibie about the future of Irian Jaya. By late 1998, Theys Eluay and other Irianese tribal leaders 

were publicly calling for an end to Indonesian governance in Irian Jaya and independence for the 

peaples of West ~ a ~ u a . ' "  

'" Agus speculaîed that this may have been prompted by Indonesian researchers who came to Sentani to 
prepare the book Senfani: O(d and New in the Lund ofcfear Water (Pratiknyo 1995) for an exhibition of 
the same name. According to several Sentani artists, these jomdists (for the Jakarta Post newspaper) 
were apparently very invasive in their research style and the book has many inaccuracies. 

'" Theys Eluay has been under houx amst at his home in Sentani at different times duhg  the pan year, 
and interrogated by indonesian security personnel. 



CHAPTER 6: IRLANESE ARTISTS INVEN'I'ING LOCAL FUTURES 

The local is not necessarily the passive, dominated receiver of worldwide 
influences, but is busy selecting, reorganizing and reprocessing them in a creative 
way (Nas 1998: 1 84). 

This chapter discusses the role of local agency in art production through case studies of 

two contemporary Irianese artists, Nico Haluk from Siepkosi in the central highlands and Micha 

Ronsumbre from Biak Island. These two artists represent opposite extremes in what is 

considered by many Indonesians as the continuum of lrianese ethnicity. This Chapter exp tores 

how each of these artists, through their own initiatives and distinct cultural context, are 

contributing to contemporary artistic production in Irian. 

Nico Halu k of Siepkosi, Baliem Valley 

Nico Haluk, from Siepkosi village in the central highlands of Irian Jaya, lives in what is 

still stereotyped by many Indonesians and foreignen as a "Stone Age" world. Despite the 

complexity and sophistication of highlands peoples in Inan Jaya, including the remarkable 

irrigation systems used in their gardens, the highlands are unfortunately still bea known as the 

last place on earth where vanishing "Stone Age" cultures can still be seen. While this erroneous 

stereotype exists in general for al1 of New Guinea, the highlands are the main tourist destination 

in Irian Jaya today, and as such the region seems to draw the majority of these claims."~ithin 

Indonesia, the highlands of Irian Jaya are widely considered to be the least developed region of 

Indonesia, because many areas are still inaccessible except by air. 

Many highlands communities had no known "contact" with foreigners (other than their 

immediate tribal neighbours) until the arriva1 in the middle of this century of exploren, 

missionaries and colonial officiais. The fint permanent govemment presence in the central 

highlands was estabtished in 1957. Schools, trade stores and development projects have 

foilowed, Within this context, Nico Haluk has created a role for himself as an artist in his 

community and an entirely new art form. with important implications for art production in the 

highlands of Irian Jaya. 

One needs only look at adventure travel brochures or on the intemet to find such daims. 



I t  is generally believed that no "art" is made by the 420,000 tribal people who live in the 

highlands."' The anthropologist Karl Heider writes "In New Guinea it is the coastal and lowland 

cultures which produce the great art. The Papuans of the central highlands have Iittie art, and the 

Dani even l e s  than most" (Heider 197958). About 50,000 Dani (or ~ a l i m ) ' ~  people inhabit the 

Baliem River Valley in the central highlands of Irian Jaya and many live in or near the only urban 

center of Wamena. When 1 first visited in Wamena in October 1995, I was surprised to see the 

main street Iined with souvenir shops like those in Hamadi, several with narnes in English like 

"Baliem Valley Art Depot," or "Dani Art Shop" (see Figure 6-1). These shops, I found out, were 

owned exclusively by Indonesian migrants fiom South Sulawesi, and at l e s t  one Hamadi 

merchant owned a second shop here. Inside these shops there were typical highland souvenir 

items such as penis gourds (koteka in Indonesian, or holim in Dani language), stone axes, bow 

and m o w  sets, and women's net bags, called noken. Some shops also sold more specialized local 

items like fossils (found by local people in river beds), and ethnographie objects such as finger 

knives,I9' woven string bands adomed with cowrie shells - once used as money and as bride 

price, assorted "medicine man chamis," long flat stones called je (highly valued by local peoples 

and used in btide ptice exchange), woven platten. plaited armbands and rings.'92 These items 

were also sold by Dani souvenir peddlen in the streets and outside the restaurants of Wamena. 

'" This was the official estimate in 1995 of the Community Relations Department of the Local 
Government in Wamena for the entire highiands Kabupaten, or Regency of Jayawijaya (Pemerintah Daerah 
Tingkat II Jayawijaya, Bagian Hubungan Masyarakat 1995). 
190 George Aditjondro refers CO the Dani people as B a h  people [sic] because they almost ail live within 
the Baliem Valley and identiQ thernselves with the Baliem River. He argues that Karl Heider, in his 
seminal work on the "Dugum Dani" inappropriately named the ethnic group that lives in the Baliem Valley. 
Aditjondro suggests that B a h  would be a better category for these peoples, as Dani is generaily confùsed 
with Lani (an ethnic group found to the West of the Baliem Valley). See Aditjondro 1995:2. Highlands 
people refer to themselves by a wide range of narnes reflecting smaller social units. 

19' These are now more decorative thsn hctional. They are small heavy stones with a worked edge and 
woven handle, traditionally used in grieving rituah associated with fùnerals. Traditiondly this tool woutd 
have been used to sever the fun segment of a finger from one hand of the relatives (often female) grieving 
the loss of a family rnember. This practice, widespread in the highlands, was discouraged under 
missionaries and later b m e d  by Dutch and Indonesian governrnent officers 

"' These rings are traditionally used to secure a string to the holim (penis gourd) which is tied amund the 
torso to hold the holim close to the body (for more information, sec Heider 197956). See Figure 6-2 which 
uicludes a picttue of Yok-lar-rah, an elderly Dani man h m  liwika dressed in a hoIint and wearhg three 
feathea in a wig made of hand spun fibre coated in pig fat Pig fat among highlands communities is a 
ceremonid food with many other hctions. When applied as a grease directly to the ski., it is an effective 
barrier to the cold. It is also used to add durability and lustre to wooden and woven o b j e ~  including 
holim, woodcarvings, huntiag bows and tool handes. It is also used as a lubncant when sharpening stone 
edges (on stone axes, etc). 



More than half of the items for sale in the Wamena art shops were cawings from Asmat 

and other areas of Irian Jaya. In a few of these shops 1 noticed some carvings 1 had not seen 

before in Harnadi or in any publications. 1 was surprised to see that some of the figures depicted 

in these carvings wore penis gourds, and many of the carvings depicted men climbing lookout 

towers called kayo (Dani language), traditionally used as enemy watchtowers before tribal 

warfare was banned by missionaries and governrnent.'93 The shopkeepen confinned my 

suspicions that these were cmings made by Dani and irnmediately asked my opinion of them the 

works. They were wary of how the sculptures would sell, but they acknowledged that the Dani 

people were making an attempt to l e m  to carve ("Mereh sudah coba dm belajar bikin patung 

juga"). They could not, however tell me the name of any of the carvers. and clairned local people 

just brought them from time to time. The shopkeepers had no forma1 arrangement with artists yet 

as they were waiting to see if the carvings generated any intenst. AAer a day of asking other 

shopkeepers and Dani street peddlers, (some of whom I found were also selling the Dani style 

carvings), I was finally given the name of Nico Haluk. Nico was said to be the fint and best of 

the Dani carven by the most active and persistent group of Dani peddlen who would walk the 

m e t s  or sit in Front of the tsurist trying to sel1 their wares. One of these men was from Nico 

Haluk's small village of Siepkosi, about eight kilorneîres from Wamena. He offered to retum 

home that night and tell Nico that 1 was interested in meeting with him. 

The next moming at 7am. Nico was waiting in the lobby of my hotel with some of the 

street peddlers 1 had met the day before (Figure 6-2). As part of this interview, 1 asked Nico to 

write down the story of how he became an attist. Below is a synopsis of what he wrote in 

October 1995, including additions he made in subsequent meetings (al1 comments in parenthesis 

are mine). 1 have included his description in the body of this text because of its importance to his 

life. It is a story he tells with great passion and conviction. 1 also include it here because in my 

subsequent research. it became clear from others interested in highlands cu~hire,'~' that Nico is 

the undisputed creator of this new Dani style of carving and as such, his story (if left unwritten) 

would traditionally become part of local oral history and, perhaps eventually contribute to the 

mythology of the Dani people. (The importance of oral history to the peoples of New Guinea 

cannot be overemphasized and will be explored fùrther in the next case study.) 

193 The fint missionary group to settle in the Baiiem Valley was led by Myron Bromley in 1954. He was 
followed by the Dutch Government administrative post in the Mukoko Dani region (now the town of 
Warnena) in 1957 (Peme~tah Daerah Tingkat II Jayawijaya Bagian Hubungan Masyarakat 1995). 

'% including the Bupati J.B.Wenas, the head of Yahubla (a local NGO woiking on culturai development) 
and the UNESCO field officer for Irian Jaya, based in jakaita. UNESCO's activities in Irian Jaya will be 
discussed later in this chapter. 



Nico Haluk - age 38 

Wood Carver, (mameluok inoh in Dani language) 

Hawally Clan, Siepkosi village, Wamena (Jayawijaya) Regency 

Studio memben: (al1 men amund the age of twenty years) 

1) Demy Itlay 

2) Elias Walilo 

3) Nichanor itlay 

4) Jan Walilo 

5) Korintus Siep 

6) Dianus Walilo 

1 began rnaking sculptures on July 3, 198 1. The subjects for my sculptures corne 
from rny ancestry. When 1 was still in elementary school, 1 already enjoyed 
drawing and won many cornpetitions in the yean 1972-73 while 1 attended the 
Tomas Catholic Mission middle school. On May 3 1974,I became a teacher at 
the elementary school in Siepkosi paid with an honorarium. For 5 years 1 taught 
the students of Siepkosi and then i received a letter of termination from the 
missionaries infonriing me that 1 would no longer be a teacher at the school. 

The Diocese of Jayapura then invited me to study as a Catholic religion teacher 
for 5 years without any honorarium or wage. 1 received a letter of termination (in 
early 198 1). That year 1 was very disappointed as some of my fiends had been 
chosen to go to teacher's training college at the Cenderawasih University in 
layapura. 

On July 3,198 1 at 6:30 am, 1 was pondering my pmblern of having left school 
(and having no job), when I received a gift fiom God above and imrnediately 1 
envisioned a picture / image inside a nearby piece of wood. 1 had brought a knife 
with me so immediately 1 began carving a sculpture of a Dani / Baliem person. 
(he said that there was a child around playing with a bow and mow so he 
decided to carve an arrow first, with human figures and a bird on the tip. See 
Figure 6-3) 1 practiced carving fiom the 3rd of July 1981 until the 19th of July 
1992, when 1 took examples of my work and presented them to the Bupati, Head 
of the Regency of Jayawijaya, the Provincial Govemment in Wamena. 

The Bupati tested me for one week and 1 carved Dani / Baliern sculptures at his 
residence. The Bupati found these carvings to be very good, interesting and of 
merit. I have made thirty-seven Dani carving since 1 first met the Bupati. For 
one large sculpture (approximately one meter in height), 1 was paid on average 
Rp500,OOO by the Bupati (five hundred thousand Rupiah at the time was 
approximately USSZZO). 

The Bupati and I took sculptures to exhibit at the Development Expo in Jayapura, 
at the provincial level. Atter 1 had attended the Jayapura Expo three times (over 



the course of three years), the quality of my carving was equaVcompetitive with 
that of the Asmat in Merauke Regency. 

In November of 1993,I met with President Suharto, at the Expo arena in 
Jayapura / Waena. 1 took the opportunity to shake hands with the President and 
we talked for quite a while. 

At the Jayapura Expo in 1993, the President's impression of my work was good 
and in 1994 with the assistance of the ~ u ~ a t i ' ~ '  I got the opportunity to be sent to 
Java for training in wood carving techniques to broaden my work and technique. 
1 spent four months in Bandung - Subang (for carving lessons) before 1 retumed 
home to Irian Jaya Wamena on the 19th of January where 1 have remained until 
now, the 29th oPOctober, 1995. 1 brought back with me the carvings 1 made 
there and was upon retuming expected to continue improving my cawing as 
mentioned. (oflen artists who are sponsored by the government for carving 
lessons are expected to continue refining their skills upon their retum and to 
impart thern to othen as well in retum for the opportunity). 

Many of my carvings are of enemy lookout towen @atung mengarah pengintai 
musuh in Indonesian), or koyo /op suam in the Dani language [ - see Figure 6-41, 
This symbol is used today as the symbol of development and looking to the 
future in Wamena 1 the Jayawijaya ItegencY.'% Before there was the Gospel, 
missionaries or the govemment, tribal warfare took place and kayo /ap sunm 
were used. 

We went together to look at examples of his work in the shops. Nico described how he 

had long believed that Dani people should be able to profit from tourists who visit the Baliem 

Valley, and that it was a shame many tourists leave the Baliem valley with an Asmat carving as a 

souvenir. He also expressed his firm conviction that Dani people should not be represented only 

by the penis gourd, given that rnany Dani people are now Christian and Wear Western style 

clothing and some are even embanassed of the traditional dress style. (While Nico prefen not to 

Wear koteka his carved male figures always do.) Nico believes that Dani who don? Wear regular 

clothes (in Wamena) do so simply because they want to make some money charging tourists for 

photographs. In my experience, this is certainly true for the most spectacularly dressed men in 

Wamena, who often make themselves into works of art for tourist interest. Yet, even in villages 

19' Although neither Nico Haluk or Bupati Wenas acknowledged any involvement of LIPI (Lembaga Iimu 
Pengetahuan /ndunesiu) or the lndonesian Academy of Sciences, it is possible that Nico's training in Java 
was facilitated by LIPI. The Academy has a small office in Wamena and has established the Pemuda 
Sifimo or Youth Training Center near the Bupati's office in Wamena. Hen LIPI has a variety of project., 
including agricuitural test plots and a pottery studio which produces souvenir repiicas of highlands honat 
buildings. In Figure 6-1 1, pottery homi have been joined with koteh or penis gourds as a tourist souvenir. 
Unfomuiately I was unable to meet with LIPI stafîduring my time in Wamena. 

'" The local LIPI office in Wamena &O uses the kqyo as its symbol (see Figure 6-5). It is ironic that 
LIPI, which pndes itself on its visionary pmjects should use the Aayo as its symbol as the watchtowers have 
long been bamed (duc to their association with tribal warfare). There is only one permanent Kayo in the 
Baliem Valley (built specificalIy for tourists, see McCarthy 1994). 



quite close to Wamena, many Dani still Wear traditional dress and live quite traditional lives 

(although when they come to town, most will dress in Western style clothes if they have them). 

Nico feels it is only right that Dani people should profit from tourisrn. "Why should Asmat 

people profit, or migrants from other islands altogether" he asked, "when tourists come to Inan 

Jaya to see the Dani." 

In the souvenir and art shops, he identified some of the better quality carvings as his 

work. He takes pnde in doing refined work (halus), and he pointed out that a number of the other 

carvings were coarsely carved. probably by students still practicing. He explained that he wanted 

the Dani art style, to be different from the styiized art of the Asmat. Thus the Dani carving style 

was conceived at les t  in part out of a desire to be different and to assert an individual ethnic 

identity. Dani carvings are more munded, fleshy, and life like,lg7 and according to Nico, display 

a uniquely Dani perception of the human fom, distinct fiom the Asmat and other ethnic groups in 

Irian Jaya. He also believes that they are more detailed and require more technical skill and time 

to carve. As with most woodcarving in Irian Jaya, the works are made fiom one single piece of 

~ o o d . ~ ~ '  But Nico's best works were in the collection of his sponsor, the Bupati, J.B.  ena as.'" 
Nico arranged for to meet with Bupati Wenas at his office, where he expressed his happiness at 

rny interest in Dani art and invited me to his house that evening for dessert, coffee and a tour of 

his collection. 

Ir was clear that the relationship between the Bupati and Nico Haluk was strongly 

influenced by the status of the two men. Nico was once just a villager, now a carver with 

"promise." The Bupati was the Head of the Indonesian Govemment for the entire Regency, a 

former anny colonel, a keen art collecter and Nico's sole patron. While Nico came with me to 

the Bupati's house, he behaved in a very submissive fashion and never challenged the Bupati's 

version of the Dani art revival. The Bupati is very proud of his development achievements in the 

highlands. He claims the Dani Art revival is one element in his overall development plan for the 

layawijaya Regency. He told us that he had won the Pancasila award for upholding and 

pmmoting Pancasila values and another award for promoting nligious understanding and 

19' It is more than Iikely that Nico Hduk's development of the "Dani nyle" has k e n  shaped by influences 
fiom the nearby town of Wamena One of the most obvious possible influences is an indonesian 
monument to Kur. Mabel (see Figure 6 4 ) ,  a famous Dani warrior (discussed latcr in this chapter). 

Nico and the work of other highlands carvers suffers h m  the problems with sourciag and seasoning 
timber for their sculptures. Cracks are common in many of these pieces, particularly in the work of carvers 
still ieming technicd skills. 

Wenas claimed that he would donate the w o k  he had pmhased fiom Nico Hal& to the Museum in 
Wamena at the end of his term as Bupati. 1 have not been able to con- if he did this before leaving irian 
Jaya to retire in Manado. 



tolerance in the region. His wife, who joined us that evening, had also won awards for her role in 

the community and in the family welfare program, PKK (Pendidhm Kesejuhteruun ~ e l u a r ~ a ) . ' ~  

She offered me a serving of her most ment project, fned sweet potato and taro chips, which her 

group had taught Dani women to produce, package and sel1 at the Wamena market. 

The Bupati described the day he discovered Nico's talent, an ability he claimed to have 

suspected was lying latent somewhere among the Dani population, and which he had recognized 

in Nico Haluk. The Bupati made this "discovery" one day when he came across Nico carving 

arrows, one of which had a figure of a bird ai the top (sec Figure 6-3). The Bupati spotîed the 

bird, which is not a typical arrow motif, and Nico's skilful carving. He brought Nico back to his 

home and encouraged him to carve sculptures. While the fint were lacking in technique, the 

Bupati felt they showed talent and promise so he continued to supply Nico with wood. The 

Bupati said that to help improve Nico's carving skills and ensure that Nico's carvings would be 

economically competitive, he sent Nico to Java to study carving. Initially a large sculpture about 

four feet in height took Nico almost three months to complete. The Bupati boasted that with the 

timesaving techniques he leamt in Java, Nico could now make a big sculpture in three to four 

weeks. 

The Bupati explained his theory that the Dani people do indeed have artistic capabilities, 

citing their arrow production as partial proof of their craftsmanship, but moreover that they have 

tme artistic traditions that have been donnant for thousands of years. The proof, he explained, 

was visible in a photograph he had on his wall, of a palm-size carving of a stone bird. He 

believes this small bird to be 5,000 years old, and claims it is one of only three such birds in 

existence. One, he said was in Australia, another in New York and the third he claimed to be 

safekeeping for the collection of the Museum Pilamo (see Figure 6-7) once there was an adequate 

security system in place).2o' He said he was advised by a museum curator fiom Aumalia not to 

sel1 this piece, and that he has been offered 1 billion Rupiah for it fiom a museum in America. 

He feels it is important that at least one of these birds remains with the Dani people, especially if 

an artistic revival is to occur. 

'00 This is a national govemment program, directed at the village level and intended to train or help women 
in various aspects of family welfare. 

The Museum Pilamo in Wamena has two storeys and is in the shape of a traditional homi or house. 
The lower level is open to public access, while the upo<ain is closed to al1 but Dani people, as it stores 
traditional sacred objects. The downstaîrs collection is very limiteâ, and several of die souvcnir shops in 
Irian Jaya have more prized examples of highland's art available for sale. 1 have no real sense of what the 
collection of sacred objects upstairs in the museum is lüce as I found no musewn staff who could or would 
discuss this with me. 
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The revival the Bupati envisions will allow the Dani people to express themselves 

artistically in a modem sense, with no question of the art or the object assuming any traditional 

meaning. Wenas mentioned two of his strongest passions, the first is watching old 'cowboy and 

indian' movies, and the second is discovering any objects used in black magic, which, as Bupati, 

he then confiscates. These objects he keeps in a special room which he had built at his home in 

Jakarta, a room that his domestic worken (pembontu) are afiaid to enter after dark. As the Bupati 

observed Nico's progress, he felt certain that this ancient art of carving had been carried down 

through the generations and resurfaced in Nico, making the Dani art revival a natural and long 

overdue occurrence. The final piece to this puzzle, according to the Bupati, was Nico's own 

penchant for carving birds. Many of Nico's early works included bird motifs and at least one of 

the three ancient stone birds was claimed to have been found in Siepkosi, Nico's village.'*' 

Nico's interest in carving birds, however, is not surprising. In Dani mythology, there is a 

strong "symbolic association of man and bird" (Heider 1979: 1 19). The 1962 film, Dead Birdr. 

which according to Heider "has been responsible for making the Dani one of the better-known 

tribal cultures to introductory anthropology classes" (Heider l979:2 1 ), begins with a description 

of the myth. Heider describes the myth as follows: 

Snake and Bird had an argument about death. Snake held that people die, are 
cremated, and return to life ... Bird argued "No, that is not good. They should 
stay dead, and 1'11 smear rnud on rnyself and moum in sympathy." At this point 
Nakmanigi (the first man) settled the argument by saying, "1 don't like snakes." 
And so men die, and birds rnourn (Heider 1979: 1 17). 

Evidence of this mythological association between the Dani and birds, has been 

manifested in Dani ntuais, especially funerals, where grieving men and women srnear their 

shoulders with pale coloured clay, in an effort to reproduce the markings found on birds. Dani 

men often Wear bird feathers as adornrnent, and it seems natural that the Dani, who routinely walk 

New Guinea's harsh, rugged mountains, must have marveled at the gift of wings. Quite possibly 

Nico's early choice of a bird as a feature in his carvings repnsents this link with birds, and may 

have little or nothing to do with the Bupati's sense of destiny. M a t  is clear is that Nico's 

carvings appear to have always been inspired by subject matter from Dani mythology and 

traditional ways of life. His sculptures portray birds, pigs, men and women (in traditional dress), 

funerals and births, stone tools, animals linked to mythology, honai (homes), pig fences, gates 

" These birds are made of andesite and are said to k the size of îhe p a h  of the haud. A photograph of 
one of these birds is published in Pexnerintah Daerah Timgkat II Jayawijaya (1995). 



Figure 6-9. Nico Haluk carwig of a gupura and kayo 
(compound gate and iookout tower wdh 
bird on top), ca. 100 x 30 cm, when 
photographed in the collection ofthe 
Bupati of Wamena, I.B. Wenas, 1997. 



and farnily compounds. Figure 6-8 portrays a Dani myth of how a local and courageous dog 

saved his village from a poisonous snake. 

A Duni Compuund Entranceway and "Kqo" (lookout touer), by Nico Haïuk 

m e  carving in Figure 6-9 is representative of Nico Haluk's carvings of daily scenes fiom 

traditional highlands life. The sculpture depicts a traditional gapuro (gate) at the front of a family 

compound, with a kayo or watchtower alongside. A man is in the kayo, another is at its base and 

a third sits and plays a Dani jaw harp calledpikon. This scene, like many of Nico's carvings 

depicts "a day in the life of a Dani warrior" and shows Dani men engaged in the daily activity of 

safeguarding the village fiom enemy attack, a constant fear in traditional Dani society. Ritualized 

warfare, was one of the main preoccupations of Dani men, necessary for the balance of the 

community pnor to the amival of missionaries and the successive Dutch and Indonesian 

govemments, al1 of whom have banned me continuation of tribal warfare in the highlands. 

In al1 of his works to date Nico has chosen not to incorporate elements h m  Indonesian 

or global cultural influences (predominantly through tourisrn) on highlands peoples into his 

works, even though the nearby town of Wamena has reached into his and other highlands villages 

for its sense of As is typical of Nico's carvings, this scene depicts traditional Dani life 

and the unique local envimnment. It is painstakingly carved down to the finest detail. The men 

are al1 dressed in traditional everyday costume and Wear penis gourds (holim) and cowrie shell 

adomed neckpieces which he referred to as dusi, the Indonesian word for necktie. Even the 

individual strands of gras piled on top of the compound wall are visible. Inside the compound 

fence is a single Dani honai (dwelling), where the men of the village would sleep. In traditional 

Dani society, men and women lived in separate houses. Men's houses are typically round and 

srnaller than the houses where wornen would live (because they would have more than one fire 

for cooking). 

Nico is inierested in the technical aspects of carving, and he told me that he enjoys 

challenging himself to came intricate details and cutouts into his works, usually carved out of a 

single piece of wood. Many of his carvings break or split due to the poor quality of wood 

available locally. His highly realistic style was established to set Dani carving apart fiom other 

more stylized carving traditions in Irian Jaya. The style of this carving is at odds with traditional 

'O3 On my most recent visit to Wamena, severai people told the recent news that a German mort developer 
had negotiated for a large area o f  land to build a 4 star hotel close to Siepkosi. The only road (unpaved) to 
the hotel runs through Siepkosi, directiy past Nico's family compound. He seemed excited by the news 
that foreigners might corne down this otherwise quiet road and wants to set up a studio on the road to sel1 
his works directiy to tourists. 



Dani forms of visual expression which usually consists of simple sbstract motifs carved ont0 

functional objects such as spears. At the top of the knyo is a bird, Nico's signature motif. This 

piece is particularly interesting because of the skewed perspective in the carving. The upper 

portion of the carving is larger than the bottom portion which gives the impression of a bird's eye 

view of the 

n i e  Bupati's office and his residence in Wamena, like many other prominent buildings in 

town, including other govemment departments, the main marketplace, the Museum Pilamo (see 

Figure 6-7), and the Wamena airport, are architecturally reminiscent of a Dani house or honai. 

These stylistic elements, including mushroom-top like roofs and rounded walls, might be thought 

to be in sympathy with Dani aesthetics, while being unmistakably modem and Indonesian in their 

use of materials such as painted cernent, standard window h e s ,  comgated or flat tin roofing, 

interior and exterior floor tiles, electric lighting and gas cooktops. These buildings often have 

large gardens enclosed by a traditional wooden Fence and in 1995 most of the main entrances 

were Dani gopura. or wooden gateways covered with a thatch roof.M5 At some govemment 

offices and businesses, this is where the penjuga or security guard sits. 

Bupati Wenas has been credited with cleaning up the town of Wamena and painting it 

with some local colour. Nico Haluk explained that much of the present townscape - the clean 

streets with their shnibs and flowers, buildings in the Dani style and the decorative use of 

traditional pig fences and g a v a  - has occurred since Wenas took office in 1989. Architectural 

appropriation, however, would appear at odds with the continuing govemment effort to re-house 

Dani (and other tribal peoples in the country) into more "modem Indonesian" housing, which the 

govemment pmmotes with its rumuh sehar or "healthy house." In his 1979 ethnography of the 

Grand Valley Dani, anthmpologist Karl Heider quotes a govemment report critical of traditional 

Dani dwellings: 

Their housing is extremely poor. Huts are built of m e  poles with thatched roof, 
primitive structures with no attention given to hygienic or aesthetic factors. The 

2o.I 1 am unaware to what extent this efTect was intended by Nico. His pieces frequently dispIay distortions 
in spatial perspective, but this does not seem to concem him. He is more concemed that the individual 
objects or figures he cames are volumetrically proportional and lifelike as opposed to the whole 
composition or the spatial relationship of individual objects to one another. 

"' On my subsequent trips to the highlaads in 1996 and 1997.1 noticed that an inneashg ~umber ofthese 
wooden thatch gapwa were being replaced with concrete replicas. According to people I spoke witb, some 
local people were bwning the old wooden gapra in syrnbolic acts of protest against the indonesian 
presence, targeting govenunent offices, banks and hotels (al1 of which are owned and often nui by 
Indonesian migrants) in Wamena. 



people sleep on the floor, on a bedding of gras, around the fireplace for 
protection against the cold. In actual fact, they are eager to have proper houses 
like those used by people fiom other provinces.. . to attain such standards as will 
enable them to build houses and villages of the type found in other districts, and 
to keep hem in good condition.. . (Govemment of Indonesia in Heider 19795 1). 

Yet traditional honai cost nothing for local people to constmct (with materials fiom their 

land) and the buildings retain warmth much more effectively than the mmah sehat. The other, 

immediate effect of the "rumah sehat" program is the breakdown of traditional family and 

community relations. The prograrn does not seek to alter or improve the design of existing 

dwellings to make them more healthy for their inhabitants, but rather to replace them with a 

structure that is deemed appropriate by the National Govemment in Jakarta (see Chapter Three). 

Such impositions stifle local solutions, creativity and initiatives. and demonstrate the 

contradictions within the Bupati's role as agent of the Indonesian govemment and patron of a 

local, nascent art fonn. The Bupati's sponsorship of Nico can perhaps be better understood 

through further exploring the context of this art production. 

In 1986, Irian Jaya was opened to foreign tourists for the first time since the Indonesian 

take-over in 1963 .2W The 1 9 6 0 ~ ~  1970s and early 1980s were troubled times in the interior of 

Irian Jaya as the Indonesian state struggled to assert its control over widely dispersed and 

independent highlands communities. In 1971, the Indonesian Government established Operasi 

Koteka (or Operation Penis Gourd), which soughi to replace traditional Dani appml and nudity 

(musih terlanj~n&),~~~ with clothing and a Javanese sense of modesty. The prograrn, largely 

conducted by the lndonesian rnilitary, was part of a broader effort to "civilize" highland 

communities and bring Irian Jaya into modem Indonesia (as discussed in Chapter Three). Such 

programs were common in Irian Jaya and reflect the official govemment position through much 

of the first three decades of Indonesian control: 

. . . in August 1983.. . Indonesia's Foreign Minister, Dr Mochtar Kusumaatmadja, 
unwittingly revealed the true nature of the Indonesian dilemma over Inan Jaya. 
At a state banquet he assured his PNG hosts that Indonesia did not want to retain 
Irian Jaya as a "zoo". . . Dr Mochtar also stated that Indonesia was in a hurry and 

'M Indonesian govemment secrecy about its presence in Irian Jaya, particularly its military activities and 
the govertment's clairn that foreign towists were at risk because of randorn (or guerilla) acts of violence, 
had kept the provùice closed to al1 foreigners except those with official sanction (select missionaries and 
development advisers). 

A close reading of van der Sade (1907) reveals that this terni has been used to describe some Papuan 
peoples for over a century. 1 am not suggesting tbat its use began with programs initiated by the lndonesian 
state, although the term is still cornmonly used by Indonesians h m  other parts ofthe country when 
discussing (some) Itianese peoples. 



could not, therefore, be overly sensitive in the pursuit of its overall aims. .. 
(Hastings 1984: 1 29). 

In 1984-85, the arriva1 of more than 10,000 Irianese rehigees in neighbouring Papua New 

~uinea'*' drew international attention to such oficial and unofficial attitudes and policies and 

helped open the province to greater scnitiny. Rutherford suggests that policies also changed 

when "researchers and tourists in search of 'untouched' cultures butted heads with soldiers 

forcing the 'primitives' into pants" (Rutherford l996:588). In the highlands, where tribal warfare 

had been banned, mock war (perang-perangan) is now permitted as part of Indonesian 

Independence Day celebrations every August 17". This concession was presumed by the 

Indonesian authonties to be an oppominity for Dani to remernber their traditions and honour their 

past heroes. A statue (by an anonymous Indonesian artist) of "Kur Mabel," one of the legendary 

Dani warriors or Big Men stands in the centïe of Wamena town, surrounded by indonesian 

govemment buildings (see Figure 6-6). On the road fiom Warnena to Jiwika, another Big Man is 

honoured in a more traditional Dani style. in the village of Akima, Eloksak's ernbalmed body 

rests in the smoky raften of the men's house, imbuing al1 with his strength and courage (see 

Figure 6- 10). This mumi (Indonesian) can be viewed and photographed by tourists for a nominal 

fee (around USSI), and together with the mummified body of Kur. Mabel at Jiwika, make up the 

most popular touria sites in the Baliem Valley. 

By 1989, when Wenas was appointed ~ u ~ a t i : ~  around 2250 foreign tourists (rnostly 

from Europe) visited the highlands of Irian ~ a ~ a ? ' '  The Indonesian Government sought to 

rapidly increase foreign tounsm to the province as part of its policy shift fiom "security" to 

"prosperity" which began in the early 1990s and which the Festival of Indonesia in the U.S. and 

the 'Visit Indonesia Year' were designed to promote (Rutherford 1997:380). By 1995, more than 

6000 foreign tourists had visited the "Lost World of Irian ~a~a , ' ' ~ ' '  and govemmcnt and business 

" In late 1984, several hundred Irianese (including cultural leaders and OPM fieedom tighten), some of 
them deserters from local lndonesian military units, gathered in Jayapura and declared an Independent 
West Papua. Indonesia's security forces responded brutally to this attempt at independence, and many fled 
across the border fearing for thek lives. 

'09 Although Bupati work at a regional Ievel. their appointment is by the National Govemment in Jakarta. 

"O 1 collected these figures on tourism directly h m  staff at the Department of Tourism in Wamena, not 
kom any publication. Similar figures are also on public display in the Wamena airport. 

"' This cornmon phrase used to descnie Irian Jaya was coined in 1976 with the publication of a book 
cornmernorathg the tragic early death of Robert Mitton, who had worked with minhg companies 
prospecting in the interior of irian Jaya during the early 1970s. The book contains many of Mitton's 
excellent photographs and diary entries, which document the six year pcriod he spent working m the 
highlands. 



optimism about the funire of tourism in the province was growing rapidly. Several new hotels 

were under construction in or near wamena212 and other hotels in the town were expanded or 

under renovation. Govemment policies attempted to demonstrate concem for local peoples as 

well as strengthen tourkt attractions in the highiands and across the province.''3 

The Bupati sought to improve the tourist value of the town and limit migrant control of 

the local economy through the "Dani-fication" of the Pmm Nayuk Market, the main marketplace 

in Wamena. Prior to his instruction, P m  Nayak was run by migrants who would purchasing 

fresh produce From local villages and then resell it in the market for inflated prices. A similar 

cartel system meant that local peoples could only get a iow "whoiesaie** pnce for the vegetables 

they had produced."J Now, only Dani peoples are entitled to sel1 produce in the open market 

while migrants continue to seIl imported manufactured items and dry goods in stalls along the 

periphery of the market. Some Dani people sel1 their handicrafts in the Pasar NayoR. Men sel1 

ethnographic objects, hand made jewelry of shells, pig tusks, and fossils and orchid fibres and 

tobacco, while women sel1 vegetables and noken or string bags, which are a local indigenous skill 

arnong highland wornen. Noken also fomi part of the traditional dress of Dani women, with both 

a functional and fashionable purpose and are the one traditional element still wom by virtually al1 

women in Wamena. 

Dani, who did not seIl their handicrafts in the market, would ofien try to peddle their 

work in the streets. Their preference was to sel1 to tourists because selling to the migrant-run 

souvenir shops, they would have to sel1 at low "wholesale" pnces and for common items there 

was a cartel system in place by the shop keepen that pnvented the Dani fiom getting a good 

price. I observed the way this cartel system works, and it is similar to cartels used by the 

Southem Sulawesi migrants at the Hamadi market in Jayapura (where they control the fish and 

handicrafts markets). The Dani would enter the shop and offer items for sale, not stating their 

desired price. Then the shopkeeper would ask the artist the p k  once a %hop boy" ( a n d  buah) 

or assistant (and perhaps othen) had gathered to see what had been brought for sale. The Dani 

"' The most luxurious hotel under construction in 1995 was the Honai Resort, "Where time stands still" 
outside Wamena on the road to Jiwika (roorns were expected to con around US$ IO0 per night). Most 
hotels in Warnena are not exceptional by Indonesian tourist standards. 

"' In Wamena, one of these programs aimed to impmve skills and regulate the activities of men working 
as tourin guides. Many touris?s with t h e  to  spend in Irian Jaya want to g o  trekking in the highlands and to 
do this, most want a Iocal (indigenous) guide to accompany them. 

"' Dani women, who traditionaily tend to food production in the highlands, p w  a variety of vegetables 
for sale in the market in Wamena. Ofien k s h  pmduce will k "back-loadedw ont0 empty planes returning 
to Jayapura fiom Wamena and then sold in the Jayapura markets. Alrnost al1 of this trade is controlled by 
migrants fiom other parts of  Indonesia. 
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would state his pnce and the shopkeeper would scoff and offer a much lower (and fim) price. 

One of the shop keeper's assistants would then slip out the back of the shop and enter via the rear 

of the adjacent souvenir shops to tell other shopkeepers what the price was. Often the Dani artia 

would leave disappointed and try other nearby shops only to be told the exact same price. 

The prices offered by the art shops in Wamena were generally extremely low. For 

exarnple, a koteko (holim or penis gourd) was generally fixed at around Rp300 (three hundred 

Rupiah) or about twenty cents in 1995. These art shops would then haggle with tourists over 

price and sel1 the same gourds fiom Rp2,000 to Rp 8,000 depending on tourist savvy, decoration 

and size. When I retumed to Wamena in 1997, this situation was even worse. Of the six or so 

souvenir shops in warnena.,"' still none were owned by a local Dani penon and they had ail 

stopped buying decorated koteko from local people cornpletely. Now Dani could only supply 

dried gourds (at Rp. 100 per The shop ownen had refined their operations so that their 

employees were finishing and decorating the koteku themselves. ïhe  most common decoration 

for these koteka (only those decorated by souvenir traders), was traditional Sentani motifs drawn 

directly onto gourds with red and black felt-tipped marker pens. Figure 6- 1 1 shows these gourds 

glued to pottery models of honai in a kitsch fùsion of motifs and media that reportcdly sells well 

to Indonesian tourists. Souvenir shop employees have also leamt weaving and by 1997 were 

making their own "Dani" handicrafts and applying lacquer and finishing touches to carvings. It 

has been an effective way for the shop ernployees to f i I l  their time since tourists had become 

sparse due to a hostage taking by the OPM. 

The effect of politics on the sustainability of art practices 

On 8 January 1996, a large contingent of some two hundred men, armed for the 
most part with bows and arrows, took twenty-four people hostage in the 
[highlands] village of Mapnduma.. . seven Europeans and four non-himese 
Indonesians were taken.. . (Ballard t 997b: 469). 

These foreign hostages werc memben of two separate research expeditions 

working in the remote southem highlands. OPM guerillas demanded that the Indonesian 

Govemment declare Independence for West Papua to guarantee the safe return of the hostages. 

Once again, international attention was focussed on Irian Jaya, and the international media gave 

considerable coverage to this incident, particularly in Europe. AAer four months, the hostages 

2 1s This number does not indude several srna11 souvenir shops in some of the bigger hotels io Wamena. 

"6 These gourds mus be grown, dried, hoiloweâ out and tcansported by local people ta Wamena for d e .  



remained captive in the jungle and mediation efforts by the International Cornmittee of the Red 

Cross and local church authorities showed little promise. The military, which had shown restraint 

under international scmtiny eventually intervened with an operation that resulted in the execution 

of two Indonesian hostages and an undisclosed number of trianese victims.?" Additional hostage 

takings in this year (involving Indonesian migrant logging cnws) did little to reassure potential 

tourists that this was an isolated incident. In 1996, around 2,500 tourists vacationed in Irian Jaya, 

and little has changed in Irian Jaya or Indonesia to restore tourist confidence. 

The future for commercial art development amund Wamena based on tourism remains 

very uncertain. Bupati J.B. Wenas retired in 1997 and lefl Inan Jaya to become the vice 

Govemor of Manado, north Sulawesi. In that same year, Nico Haluk met with a field 

representative of the United Nations Education Scientific and Cultural Organization (UNESCO) 

based in Jakarta. Since the 1996 hostage taking (one of the European hostages was working with 

üNESCO), the organization has wanted to re-establish its presence in Irian Jaya. In 1997-98, it 

embarked on a project to help strengthen Dani production of carvings and handicrafts, thmugh 

two non-govemmental groups (NGOs) Yahubla, a local Dani NGO based Wamena, and Lembah 

Baliem (based in Jakarta). To date, WESCO has piovided some funding for the construction of 

a carving studio (smggar), which was still under construction when 1 1st visited Irian Jaya in 

April-Sune 1998. The intention of the studio was to provide an environment where artists like 

Nico Haluk could share their knowledge with young Dani artists keen to develop their skills. 

Unfortunately due to cornplicated persona1 politics among the Dani, the head of the local NGO 

partner with LMESCO has alienated himself fiom Nico Haluk and Nico is unwilling to be 

involved in the project. CMESCO hoped that they would be able to resolve this situation with the 

placement of a field oficer (United Nations Volunteer) in Wamena, but by the end of 1998, this 

had not been accomplished and the future of the WESCO carving studio remains unciear. 

Nico Haluk continues to carve despite the recent lack of tourists and his hstrations with 

the politics surrounding the UNESCO sanggar. He is strongly motivated and determined to 

refine his carving skills and to express his sense of place through his work. He has made carving 

his livelihood and it has brought him recognition and status in his community. Nico wants to 

pass this gifl d o m  to his family and to open his own independent smggor. He believes in the 

rnythology of his own carving, to the point that he insists al1 Dani carven should have to 

apprentice under him before they are allowed to carve. And for now, he has a new sponsor to 

Evidence is stil1 surhcing about the extent of the military operation chat nixd the foreip hostages, but 
al1 non-goverment reports conclude that signifiant human tights abuses were committed by the 
Indonesian military . 
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commission his works, who pays him the same and sometimes higher prices than what the Bupati 

paid. In the past two years, he has carved most of his pieces for Seiichi Okawa, a Iapanese 

joumalist who worked for twelve years with TEMPO magazine and now works for GATRA 

magazine. Okawa has established the "Indonesian Cultural Plaza" in Tokyo where he now 

exhibits arts fiom Kalimantan and Irian for sale over the Intemet. In May 1999, he had more than 

twenty camings by Nico Haluk, available for prices ranging from 60,000 to 400,000 Yen 

(approximately USS480 to USS3325 in May 1999). At the entrance to "Indonesian Cultural 

Plaza" near Shinjuku Railway Station in Central Tokyo, stands a two metre high Dani warrior 

carved by Nico Haluk of Siepkosi (Indonesian Culture Plaza website). 

Micha Ronsumbre of Biak 

Micha Ronsumbre is a Biak artist working within a modem lndonesian context, but 

committed to the continuance of Biak cultural knowledge through woodcarving. He is one of the 

best known carvers in Biak, and his work is highly regarded by foreignen, lndonesian 

government ofEcials, lnanese and Biaks. Micha is a gifted storyteller and orator who enjoys 

teaching and discussing Biak cul tu^, mythology and art. He generally starts with the phrase "in 

the beginning" when he explains the meaning of his carvings. detailing Biak cosmology. 

philosophy and history. He will discuss these to different degrees of depth depending on whether 

you are a family rnem ber, foreigner or potential corn petitor. Today Micha also teaches carving to 

other Biak people, but as they are also competitors to himself and his family, he feels resvicted in 

what he can teach them. To give away too many of the family's secrets and techniques would rob 

them of a source of livelihood and prestige in their community. Micha explained to me that 

foreign researchen or buyen with plenty of time will leam more from him than he can teach his 

competitors, because some of his knowledge of Biak culture and artistic traditions are reserved 

for his descendants only, as their birthright. 

The island of Biak has the Iongest history of continuous contact with European colonizea 

of any region in Irian Jaya. Almost 150 years of mission and colonial education and training in 

Biak and other north coast areas have given these communities familiarity with broad political, 

economic, social and nligious issues as well as some of the strongest technical and literacy skills 

in Irian. For this reason, Bi& peoples play prominent roles in regional development, particularly 

as government oficials, teachers, clergy, police and military personnel. Their education and 

experience with the outside world has also led many others to take a prominent stand against both 

Dutch and Indonesian governments in defense of their own (or what they see as broader Irianese) 

cultural values. 
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By vime of its location and topography, Biak, one of the Schouten islands to the north of 

the main island of New Guinea, along with the larger Geelvink 1 Cenderawasih / Saerera Bay (the 

names given by the Dutch i Indonesians / Biak peoples)?8 was among the first areas of New 

Guinea encountend by European explorers and missionaries. The arts of the ngion are 

characterized by the carving of canoes with elaborate filigree prow omamentation, for the Biaks 

islanden were a seafiring people. Equally well known are carved figura1 sculptures, known in 

the literature by the Biak term korwm, which were produced in various styles thughout the 

Geelvink Bay (see van Baaren 1968 and 1992). 

The majority of contemporary Biak carvings are of komar, or what should be known by 

the more accurate local term, @mir. According to Micha Ronsumbre, the term kumar was 

erroneously applied by Western scholars to the ancestor cawings. Korwar is the term for the 

deceaxd ancestor ernb~died in the carving which becomes a new receptacle for the non corporal 

parts of humans that in Biak cosmology include the spirit or rvr (Biak) and the shadow or nin 

(Biak). The nin and the rur nquire a new receptacle once the physical body has died, so that the 

two can be reunited. AmfLanir is a Biak word that means 'something that looks like', and refers 

to the physical object or the wooden carving itself, and is therefore only a receptacle for the 

ancesor's nin and m. After death, the omflmtir, takes the place of the physical body or flesh 

(baf  in Biak language) and provides a new receptacle for the other two composite parts. These 

three components make up al1 matter in Biak cosmology, though al1 three need not be present in a 

given object or thing. A human peaon is comprised of al1 three. As one contribution of this 

thesis to the literature on Biak art, and in keeping with what 1 have learned to be the pmper Biak 

tenninology fiom Micha Ronsumbre, 1 will use the term amfvanir to refer to Biak carvings of 

anceston and will use korwar when 1 am referting specifically to a deceased ancestor's spirit. 1 

will maintain the erroneous use of komur (to refer to a carved ancestor figure), when 1 quote 

directly from the witing of other scholars. 

Most amfianir were carved of solid wood, but occasionally the skull of the ancestor was 

inserted into a carved hollow cavity in the head. Both the inserted skulls and the amflmiir were 

sometimes decorated with cloth, shells, beads or pieces of bone to give the appearance of the 

ancestor. A proportionally large head, with a long prominent nose and wide mouth characterize 

"' The population of Biak island is approximately 90,000, with close to 60,000 living in the region in and 
around the main administrative and commercial town of Biak. There are over 40,000 speakers of the 
Austronesian Biak language, with over two dozen dialects, Another 100,000 peopIes in the broader Biak 
culture area located mund the Geelvink / Cenderawasih Bay are second language speakers of the Biak 
langwge, fiom Waigeo is1and in the West to the Marnbcramo river in the East, and including the islands of 
Geelvink Bay: Yapen, Biak, Numfor, the Kurudu islands, Moor isiands and the Wandemen islands. 
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amfmir in the Biak region (see Figure 6- 12). The body of the figure is comparatively small, 

generally in a seated posture and holding a shield-like object in front of the body, which van 

Baaren and others believe npresents one or two snakes, derived fiom a Biak myth in which a 

culture hero kills one or more snakes (the number of snakes depends on the version of the myth), 

which are believed capable of bringing gnat h m  (van Baaren 1968:80). 

These ancestor figures were used in the rituals and practices associated with bu rial^^'^ 
and ancestor wonhip. Families cornmissioned specialist artists or nion who were shamans with 

"a special and close relation with the spirits" (Kooijman 196 1 :45), to came amfiunir after the 

death of a relative and then a ceremony would be held to cal1 the spirit of the ancestor to corne 

and reside in the sculpture. The amfymiir were kept in caves or in the raften of homes. The 

konvar were consulted when the descendants, or the community in the case of ancestral village 

chiefs, needed the assistance of the ancestor in making decisions, especially in times of crisis (see 

van Baaren 1968:25). Offerings of tobacco and betel nut were made to konvar to keep them 

contented and inclined to offer sound answen. Korwar could only answer yes or no to questions 

posed to them. The questions posed to konvm usually related to matten of safety in long 

journeys on the ses for fishing, headhunting and raiding voyages, illness and settlement of 

disputes. If the answer was yes, the amfimir would tremble back and forth and if it was no it 

would remain still. In this way, Biak people maintained a dialogue with their anceston, whom 

they both respected and feared?' 

Early Dutch missionaries and Dutch colonial oficiafs demanded that Biak people hand 

over their amfyanir and other ritual objects to be destroyed, bumt or sent back to Holland to be 

placed into rnuseurns. The colonizers and missionaries saw these woodcarvings in a real and 

syrnbolic sense, as obstacles hindering their work to convert the local population into good 

Christians and loyal subjects. These carvings were a visual manifestation of a different belief 

system, a different identity and loyalty and perhaps most profoundly - a different way of 

conceptualizing the world. The colonizea took these physical manifestations of Biakness and 

symbolically removed them fiom the community, usurping the power that those objects once held 

in the community. By controlling the belief system, it was easier to control the subjects of the 

colony. Nonie Sharp illustrates how colonial government followed mission activities in the 

Geelvink Bay area: 

'19 Occasionally amfiunir were placed on top of graves (see van Baaren 1992:32). 

"O The most comprehensive publication on am/ynir is that by van Baaren (1968). A more recent article 
by van Baaren on the art of Geeivink Bay appears in Greub (1992). 



Early in the hventieth century pressure on local people was increasing. 
Missionaries of the Dutch Reformed Church ... C.W. Otto and J.G. Geissler, had 
set up a [the fmt] missionary outpost at Mansinam on 5 February 1855 and at 
Manokwari in 1898. By the end of the first decade the Dutch administration 
made it compulsory for the people to engage in labour [and pay taxes] (Sharp 
1994: 30). 

Village chiefs and villagea were initially reluctant to part with their omfianir and other 

precious objects and hid them to prevent having to turn them in to church and govemment 

authorities. As missionaries were successful (at least nominally) in convening the population to 

Christianity, with a mass-conversion of the population in 1908, the ritual carving of amfianir is 

believed to have declined. Missionaries celebrated their perceived successes by display ing in 

Holland amfiunir and other "idols that were tumed in by local peoples" as proof that these 

objects and the religious complex in which they functioned were being replaced by Christianity 

(Smidt 1992: 195). Whiie Biak people were willing to tum in their carvings, several stories 

indicate that the people still believed in their potency. One Dutch missionary who resided in Biak 

from 1920-52 reported: 

When the population of Korido was converted to Christianity, it happened, as in 
many other areas, that at baptism the people handed over their pagan amibutes. 
This did not take place at the command of the missionary, rather the people 
thernselves felt these things did not concur with their new belief. I received 
many konvars at that time, two of which were skull ko rwars.... When the man 
who was going to hand over the konvar came out of the house with it, a crowd, 
assembled before the home of the teacher, fled, a sure sign of how frightened the 
people were of this konvar (Agter in 1957 quoted Smidt 1992: 195). 

0 t h  authoa have pointed out that Biak people regularly discarded their amfimir, if 

they were not proving themselves worthy as oracles. Biaks believed the ancestor spirit (korwur) 

could Ieave the amfyoir, and if it did, the amfimir would be dispatched, sometimes ineverently 

- thmwn in the sea, or offered for sale to foreigners (Rutherford 1997:306; van Baaren 1992:28). 

The Utrecht mission swiety reported that carving of amfLanir made especially for sale to 

foreigners was taking place as early as 1874. The amtfanir sculptures made for sale or for 

amusement, were said to have no spirit or w imbued in them, and were called "korwar hh", 

( k a h  is a Malay word which translates to 'stiff and rigid', perhaps implying lifelessness), to 

distinguish it from a real amfvanir (van Baaren 1992, p.28). Real amfiunir, because they were 

kept for years kcame worn with patina and ofien ~ v e r e d  in layers of black soot from sitting in 

house raften, or Sun bleached and weathemd h m  sitting in open faced caves on the sides of 



cliffs. They could be distinguished from korwar kahr which were in newer condition, the wood 

not wom or blackened with age (van Baaren 1992:28,32).U' 

Millenarian movements have been m u e n t  arnong the peoples of Biak and Geelvink 

Bay. h r n a  searched the historical records and counted forty-five separate instances of 

millenarian movements between 1854 and 1967 (cited in Rutherford 1997: 29 1). These generally 

occurred as reactions to cultural stress, including natural disasters and colonial pressures." The 

largest known millenarian or koreri movement developed at the beginning of World War Two 

and culminated at the time of the Japanese invasion in 1942. This movement drew 30,000 

followen (see Rutherford 1997). At these times cultural figures played a pmminent leadership 

role in their communities. As Nonie Sharp explains 

In Biak society there is an intelligentsia - the shaman or mon, the poets and Song 
people.. . in contemporary times the pesons of special knowledge remain at the 
center of the culture; but this knowledge and these creative powen are Iess 
hereditarily grounded than in the pst. People continue to know that certain 
places have a sacred significance as mythical centres, even though there may 
have been a collective forgetting of the full narrative which gives them this 
sacred character. Then there are people who 'know,' who carry on the cultural 
tradition in modern circumstances: these are the koreri people (Sharp 1994: 15). 

The art of woodcarving was a specialized and sacred activity in the past, and the secrets 

and knowledge of a woodcarver were passed d o m  to sons, nephews and grandsons as part of 

their inheritance. Thus the skill and knowledge of a woodcarver was a farnily treasure, and some 

motifs relating to clan identity belonged to and were restricted in use to certain families. Micha is 

a tirm believer that for culture to rernain strong it must embrace and at times generate change. 

This is part of a cultural belief that is widespread in Biak and is fundamental to Biak spirituality 

and cultural identity ernbodied in the term koreri, which literally means "we change it" (Sharp 

19945) and represents a vision of etemal prosperity (according to Micha). In the course of 

"' 1 have not read that Biak people were in faa artificially aging konwr kaku at this to give hem the 
appearancc of real amfiani', but i would not be surprised if this occurred as well. I have only had access to 
secondary sources for this type of infonnation, however, because the early colonial and mission reports 
were written in Dutch. Several of the articles in Greub provide English translations of selections of these 
reports, as does van Baaren 1958, which is where 1 have sourced my infonnation. Today, aging and 
antiquing of komw knkv does occur, and 1 have seen x v e d  amlyanir in art h o p  that have been 
blackened, either with shoe polish or smoked. The and unwom edges wally give away these newly 
aged carvings, though shopkeepers may still market them as king oId to unwary buyers. 

" Koreri movernents did occur in pre-colonial times as well, and were not mictly a fonn of raistance 
against colonial rule. See Sharp (1994) and Rutherford (1997). 
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extensive research on Biak, anthmpologist Danilyn Rutherford noted what seems to be a cultural 

trait arnong elderly Biak men:" 

Among those acknowledged as authorities on Biak, Mr. Fakiar is anything but 
exceptional. His predilection for writing is widely shmed. Again and again, 
during my first months of research, Fnends would take me to visit a %ery old" 
male relative who "really knew" about Biak îraditions. This grandfather's data 
was often uncannily familiar, for the two of us had read the same Dutch texts. 
Interviews would begin with me and my informant pulling out our respective 
notebooks: mine was blank, his was filled with descriptions, which he would read 
and 1 would jot down. Aspiring experts with limited skills and libraries claimed 
to have their stones '2vntten in their heads." Those who spoke without "proof' 
were said to be subject to whims that would lead them to supplement the truth. 
Everyone was eager to ground their words in the authority of the written trace. 

The notion that this trace should be foreign is also broadly shared. The le& 
educated villagers told me to look for the truth about their clans in the "libraries" 
and "museums" over there. If the implications of such comments could be 
dizzying, there was a method to the mimicry. The fact that these "natives" 
acknowledged the colonial origins of their identity was more than simply proof 
of the power of "orientalisrn." Their constant appeals to the authority of the 
foreign tells us more about Biak than about the Western mind (Rutherford 
1 997:302). 

This is very close to my experiences interviewing and talking with Micha. My lack of 

knowledge of Dutch, did not allow me to assess whether Micha was sourcing al1 of his "facts" 

from Dutch texts, and perhaps that does not matter if he is engaged in the process of reclaiming 

local knowledge for himself and other Biaks. Nevertheless, he was a wealth of information and 

went into much greater depth about his culture's traditions than other artists 1 spoke with in Irian. 

Interestingly, Rutherford noted that Mr. Fakiar told her on one occasion "Don't wite!" which I 

also experienced several times with Micha. Some things were "offthe record" and others were 

"for the record." At the time, I had attributed it to Micha's former position as a schoolteacher, 

but perhaps it relates to his role as cultural teacher, using a Biak style of oration. 

Included in his repertoire of nories, is Micha's own analysis of how Biak traditions 

continue today but in a changing modem context. According to Micha, Biak art has both a cult 

and a cultural aspect, which he referred to in Dutch, as h11tcs and kulrur. The cult role is the use 

of carvings in ritual and in the woahip of ancestors and nature go&, which fomed the basis of 

Biak animist religion prior to the conversion of the population to Christianity. The cultural aspect 

of this art is the irnagery and mythoiogy that can be identified as distinctly B iak. Micha 

Micha Ronsumbre, at 52 is no< a particularly old man by Biak sîandards, but he is a graudfather. He 
has five children and one grandchild. 



explained to me how missionaries feared the cult status of Biak art and saw it as an impediment to 

converting the population. According to Micha, few men over the age of sixty continue to came 

today, because they were too strongly influenced by the strictness of Protestant missionanmes who 

taught them that if they carved, they could not be Christian. He has been accused by some Biaks 

as having kembafi kafr, or retumed to the ways of the infidels, or those who do not yet know 

Christ. But this is not the case, Micha like other Biaks, is Protestant and a religious man. Micha 

feels the people who accuse him in this way are unable to distinguish between the kultus or cult 

value of art and the cultural value, or kuftur. Today the kultur side is dominant, he says, although 

Micha emphasized the cult value is not necessarily cornpleteiy gone. 

Micha acknowledges the new context in which contemporary Biak artists work, in a 

Christian community that no longer has a spiritual connection to traditional carvings and where 

many people are economically marginalized. For these relisons, there is now litîle market for 

Biak carvings among Biak people, and relatively few productive carvers. Biak cornmunities were 

among those most affected by the transfer of power from Holland to ~ndonesia."' During their 

long period of direct colonial rule, the people of Biak became the most educaied in Dutch New 

Guinea, and many were selected by the Netherlands government to form the parliament of an 

independent West Papua in 196 1. This aspiration was shattered by the imposition of Indonesian 

control in 1963 and Biak people remember fondly their time under Dutch ("foreign") rule and the 

promise of self-determination. 

Micha is a cosmopolitan man with many friends from around the world that visit him and 

commission carvings. He is very proud of his carvings and is always seeking out commissions to 

produce more. He has a long list of where his fiiends and his carvings reside today. Some are in 

Holland (including commissions done for the Leiden museum) and Europe, some in North 

America and some in Afica, Asia and Jakarta. In 1998, Micha spent several months doing work 

on govemment commissions in Jayapura. On several occasions when I met with Micha in 

"' Given the way history has ken wrîtten, there are few accounts ofhow New Guineans felt at the transfer 
ofpower when they had been promised independence by the Dutch. In Nonie Sharp's book, The Morning 
Star in Papua Burat, she details the life of Markus Wonggor Kaisiepo, who was elected by the people of 
Biak-Numfor to the New Guinea Council in 196 1 ,  but was replaced by his 4cousin-brother' who was 
appointed by the Dutch govenunent and subsequently became the fint Govemor of Irian Barat under 
indonesian rule. Wonggor Kaisiepo explains how Biak people felt they had been betrayed by the Protestant 
Church and Dutch oficials who reversed their positions and began supporting Indonesian nile following 
pressure from the United States (in tum afiaid of the coaununist overtures king made by Sukarno). Sharp 
writes, "Dutch Fens stopped uriting about the justice and realism of Papuan self4etermination. A Iost 
cause faded before the narrative of Papuan backwardness and the reaZpolitik of great power politics. The 
Papuan people were betrayed ..." (1994:60). This perception seems to be widely held in Biak, and 
elsewhere in Irian, and is reinforced in Rutherford (1 997). 
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Jayapura during April and May of 1998, he was canying a photo album with him that contained 

photographs buyers of his artworks had sent him. Micha was canying the album as he was trying 

to solicit more commissions with the provincial govemment and several banks in the area. 1 

found it interesting that most of the photos were of the buyen of his works rather than of his 

actual carvings. Micha seemed to be collecting a photo album full of the people who had 

purchased his cwings or who were studying under him (1 was in the photo album too!), perhaps 

to show that he is the choice of foreignemm 

Micha is one of the few artists who is rnentioned by name in Kal Muller's tourist 

guidebook ta "Indonesian New Guinea," and Micha is happy to meet new people with an interest 

in Biak people and culture. Muller (1 994:68) writes: 

On the way to Bosnik, some 5 kilometres from Biak town, you cm stop at 
Swapodibo Village to see the work of the carver Ronsumbre. He cames drums, 
canoes, ancestral figures and panels, al1 featuring ancient motifs and designs. A 
sign outside his house reads: "Sanggar Kerajinan" [handicrafts studio]. The 
items for sale, carved from Iocal hardwood, include drums ($25-$30), mode1 
canoes ($40-$45) and stylized human figures (-$II inch of length). 

Micha becarne an artist for many reasons which bridge the traditional and the 

contemporary. One contemporary motivation is to eam a living. Biak's specialist carvers in the 

past carved for similar reasons. It was their role in the community and it provided for their 

livelihood. In the past, Biak carvers were paid with gifts of porcelain, silver bracelets. machetes 

and food, and they were held in great prestige becaw they often had large and well decorated 

canoes, which were symbols of status (Ap 19829). As one of, if not the most established and 

well-regarded artists of Biak, Micha prefen to seIl his work himself and to accept commissions. 

He is suficiently well known by numerous foreign (largely European and North American) 

buyen to make a living selling his carvings. Micha often requires a deposit up h n t  before 

commencing a carving commission, money that will assist him in supporting his farnily, while he 

"waits for the inspiration to hit him." By Indonesian standards, Micha's works are expensive - he 

prices rnost of his works by the centimeter (not inch), and does commissions mostly for 

On one occasion, Micha even lent me his photo album so 1 could spend more t h e  looking at h 1 have 
seen some of the other photographs that Micha has and he has plenty of photos of his art works, which were 
also sent to him by his buyers. 



Figure 6-1 5 .  Micha Ronsumbre, canied door with Eagle and Snake myth, 1995, 
ca. 195 x 90cm, Collection of John and Pip Moore. (Photograph: 
John Moore). 



foreignen, wealthy individuals and the provincial govemment, as he says the local governent 

cannot afford his work.*' 

Micha's works also feature prominently as public art thmughout Biak and the provincial 

capital of Jayapura. Micha's commissions include a series of four amfiunir now located outside 

the provincial govemor's office in Jayapura (see Figures 643,644). These figures were 

originally produced for the Loka Budaya Museum but were moved to the govemor's offices in 

1987 when an oficial function was drawing near and the space was not yet decorated. These 

figures are considerably larger than the older umfLanir, which were generally smaller than two 

feet in height; but they were designed specifically as public sculptures. Micha described to me 

the different contexts and demands that carvers in Irian today must work within. He does not see 

any problem with adapting one's body of work to suit new conditions, particularly if that means 

the tradition continues. Micha is currcntly working on a new commission of carvings for the 

govemor's office. In recent years Micha has sought commissions that can place his carvings in 

more prominent locations as part of a stnitegy to increase the exposure of Biak culture in an 

increasingly Indonesian urban landscape. It helps that many govemment oficials in Irian are 

from Biak or Semi Island (which is also in the Geelvink Bay cultural group). and are also keen to 

promote Biak culture. 

Micha carves mostly arnfyanir and drums for foreigners, which are among the most 

farniliar Biak artfoms. He also does relief caming on panels, many of which are displayed as 

wall decoration in banks and public buildings. 

fttobobo, Eagle and Snake Dour by Micira Ronsumbre 

One of Micha's most notable foreign commissions included a door sized panel carved for 

a Canadian project officer working in Irian (Figure 6-1 5)?' According to Micha, in the past al1 

Biak carvings were functional in purpose. Interior carvings and panel pieces that were purely 

decorative were rare. Most panel pieces were cenmonial shields or doon carved or painted with 

motifs designed to fnghten away evil (people or spirits) nom entering the house, or to designate 

the status of the occupant. The motifs on this panel represent a Biak myth in which an eagle kills 

a giant sea snake, which was threatening to create turbulence and send a tidal wave to destroy the 

village of Korem in North Biak. It symbolises the victory of good over evil and panels of this 

" The national goverment hm not commissioned any of Micha's woiks, but the Minister of Culhire. 
Haryati Soebadio, did visit Micha in the 1980s and purchased one of his carvings. Micha subsequentIy 
named one of his daughters Haryati. 

" I thank John Moore for his contributions to this section, specifically with regards to the iconography of 
the door and the circumstances surroundhg the commission. 
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style were usually placed on the wall opposite the front door of a family house so that it would be 

the first startling vision one would encounter upon entering the house. The two small seated 

figures in the center of the door represent the occupants of the home, who are threatened by the 

surrounding snake representing evil. The eagle and snake motifs flank both sides of the central 

vertical section of the carving. These carvings are in mirror image of one another, a common 

Biak style of composition. The eagle's wings can be seen along the vertical edges of the panel, 

the bird is in flight and can be seen flying from many different vantage points at the same time. 

The interior vertical sections that flank the central figures compose the snake. Biaks believed that 

when Frightened, a potential evil-doer would forget the bad intentions they brought with h e m  to 

the house, and would either be scared off or rendered friendly (for instance a penon may have 

initially approached the door with plans for revenge which once startled would be completely 

forgotten). 

This commission took Micha two years to carve, and some of the carving was done by 

memben of his studio, who were mostly memben of his fmily whom he was teaching. There 

are many different motifs on this door, which were described to me by Micha. 1 have not corne 

across this design in any of the literature on Biak. Micha keeps his own pattern book and the 

design for this door appears in several variations, but al1 are representative of the same theme. 

The top central figure with the large head and pronounced nose rerniniscent of the Biak style of 

carving the head as seen in amifmir, is a mythical figure by the name of Inobobo, a grasshopper 

who was also a guardian and protector figure. Frogs and grasshopper figures were frequently 

used on door motifs because of their unpredictable nature and tendency to jump when they are 

approached. In tems of providing protection to the occupants of the house, the motifs were 

believed to have similar startling efTects to the animals themselves. (When you startle a frog or 

grasshopper, you are usually startled younelf). The style of this carving is typical of Biak two 

dimensional design, characterized by deeply incised (or sometimes cut out) curvilinear motifs that 

create a highly stylized and dificuit to read "local sculptural vemacular" (Kauhann in Kaeppler 

1995.638). 

Another of Micha's panels is located in the Museum Loka Budaya, across h m  the main 

enauice (Figure 6-16). This carving portrays a cultural hem fiom a Biak myth, and in this sense 

imparts a Biak identity or aesthetic to the foyer of the museum, which othenvise houses the flora 

and fauna collection. In Figure 6-1 7, Micha stands with a decorative panel he carved for the 

Buddhist temple in Biak in 1989. For the temple, Micha carved a series of window and door 

h e s  that combine the Buddhist lotus flower with Biak cloud motifs and tijibs (drums). Here the 



intent is assigned by the patron of the cwing,  the predominantly ethnic Chinese Buddhist 

congregation in Biak and represents their desire to be members of the Biak cornmunity. Ethnic 

Chinese, as in other parts of Indonesia, play a central role in the economy of Irian. They 

dominate commercial irnporis, retail, restaurants, hotels and many industries. While they are seen 

as economically powerful, they have been in Irian since Dutch times, and as an ethnic minonty in 

I ndonesia they share an affinity with many  rian ne se.^' 
A major govemment commission that Micha was involved in was the design and 

production of the Biak pavilion at the Tamm Buduyu Irian Joyo in 1995-96 (Figure 6-1 8). Micha 

chose the canoe as the foremost symbol of the Biak pavilion. it is made of painted concrrte and 

displays the elaborate Biak style of prow decoration and a mythical naga or snake below. in the 

past, the carving of canoes was a sacred activity like the carving of amfynir. Because of the 

extreme vulnerability of these vessels in the open sea, the desips represent animal bird and 

cosrnological motifs believed to help guide the vesse1 to safety. An early rnissionary wrote, 

''Only a few men are capable of drawing these designs and figurines upon it and cutting them out. 

Before going to work, they drink a potion prepared fiom certain leaves, which they daub upon 

their breast and forehead. This is coupled with the superstition, that if an uninitiated person were 

to attempt the drawing or cutting of those figures, he would die suddenly or after a few days" 

(Missionary Jens in 188 1, quoted in van Baaren 1968:82).L9 

Today, Micha observes sorne traditional taboos for carvers, and perhaps this is what he 

means when he says the cuit aspect of Biak carving has not disappeared completely. Micha, 

unlike Sentani artist Agus Ongge, Nico Haluk of Siepkosi and Timothius Samin of the Gedung 

Seni Karnoro, cornes fiom a long line of carven. Micha went through a traditional selection 

process and initiation titual to become a carver. As a child, his interest and propensity for carving 

was observed by his father and grandfather who were also carven. Micha was chosen as the heir 

to the family's secret knowledge of Biak mythology and art. As a child he learned by assisting 

and obsewing. After he had completed his teaching degree at the Cenderawasih University in 

Jayapura, Micha's elder male relatives arranged Micha's initiation as a carver. Micha explained: 

In the riots of 1996 following the death of Thomas Wanggai (see Appendix A), 1 observed that many 
lrianese were not targeting the businesses of ethnic Chinese people, they were targeting govenunent 
buildings and Javanese and Sulawesi owned businesses. While Chinese and Papuan cultures have many 
differences, they both love their pigs and of those Chinese who are not Buddhist, many are Christian, and 
share being a reIigious miaority in Indonesia as well. 

Few elaborately decorated canoes are used today in Bi& There w d  to be two types of cames carved 
in Bi* and the more eIaborately decorated crafts were war cames or wairon. Recent towisrn development 
conferences in the province have proposed cornpetitive tearn rowing in elaborately m e d  and decorated 
canoes (most canoes today are plainly carved and decorated and use outboard motors). 



One day I was told 1 mue catch a big fish and bring it to my relatives. This was 
as a fint point of contact. When 1 brought them the fish they began telling me 
the stories laie into the night. They blessed me and told me that I would be 
known by rnany people. The next day they told me "Carve a sculpture." I did 
and they said to break it in half and bum it. Then 1 was told to stand on top of the 
coals and bathe in the smoke so that my body became imbued with the cawing 
(mandi asop pofung supayca badan ini bou pahmg). That sculpture was the 
mother of al1 Biak art. 

The next day, during the wave season, rny father took me to the beach and made 
me stand in the sea where the waves would rise up and hit me in the face. 1 was 
told the waves would wash away laziness and make me stmng. In this way I was 
adopted as a carver. At night 1 was taken to the sea again, and 1 was told to drink 
the water with the animals that shine at night [phosphorescence], so that rny eyes 
are always clear and can see. 

Then one day I was asked to accompany a cousin of my father's into the forest to 
the top of a mountain. When we reached the top of that mountain, my cousin 
told me "Look above that rock.. . See those leaves? Look at their shape, now 
iake them and eat them. Rub them on your hands, joints and over your eyes. 
You mustn't tell the othen this secret. They can eat the leaves too, but not know 
which tree they came fforn." Then we took a handful of the leaves back to the 
house, crushed them with a Triton shelI and made a drink of the leaves mixed 
with palm wine - tua& or saguer (Indonesian and Biak). This mixture was placed 
in a coconut shell and they circled it around my head as they said certain words 
and then told me to drink. Then my father said "God bless you." 

Later, 1 will choose one child in my farnily to continue with the traditions the 
way that I have. 

Carvers follow other taboos, for instance Micha does not eat the vegetable labu (a kind of 

watery squash) because he says it sits in the stomach and does not rnove. In Biak mythology, if 

poets and artists eat labu, they won? know the mystery of the myths. It is important to Micha 

that his knowledge remains in his family. While al1 of his children will receive sorne teaching, 

only one or two will "maàan daun" or leam which leaves to eat. Micha has already decided who 

it will be, but he is waiting for the heir to finish his education fint. 

Micha is not only concemed with his own well king or that of his family, and he seeks 

opportunities where he can impart his knowledge or apprentice othen in his culture. In May of 

1998, while I was accompanying Micha on a tour of his artworks in the Jayapura are& we 

nopped at a house with an elaborately decorated exterior, on the main road between Jayapura and 

Hamadi that had Micha intrigued (see Figure 6-19). The house was painted with traditional 

motifs, including a canoe, drum, animal, mythological figures, and cosrnological symbols, and 

made a strong statement of conscious identity. We discovered the house was owned by a family 
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from the island of Ambai in the Yapen-Waropen ~ ~ e n c ~ . ~ '  The eldest son, Soleman Kanibaba 

had painted the designs, and he had only recently started to carve. He too, had " m a h  d m , "  

and had been learning mythology from his mother and male relatives on his mother's side. Micha 

spent several days carving with Soleman at his home after meeting him and strongly encouraged 

him to make use of the gift he had been bestowed. Solernan seemed interested in carving, but 

was preoccupied because he was about to depart to a new job in the village of Demta as a teacher 

for a school run by a Korean logging Company. It remains to be seen whether Soleman continues 

with his art. We also visited one of Micha's nephews on this day, and Micha showed him his 

photo album and left a pattern book of his carving designs for the young man to look at. "If you 

study this. people will come to you ..." he said. 

Micha is aware that young people are not always attracted to the idea of traditional arts. 

He tries to give young people a sense of the benefits of embracing their culture's traditions. He 

has stated "No young people liite to continue with this carving so let me do it for them," and feels 

that village based traditional arts have been denigrated as knmpungurr or "countrified or boorish," 

by missionaries and successive governments who view hem as pagan and primitive. He feels 

that govemment projects and sponsonhip should do more to reverse these stereotypes. To this 

end, Micha and his fkiend Sam Kapissa, another prominent Bi* artist, musician and dance 

choreographer ran the first carving sanggm / studio in Biak. The smggar provided the older 

generation of carvers with the opportunity to teach the mythology and cultural significance of 

Biak traditions and arts to young people. The sunggar faced dificulties because of its 

inconvenient location in Swapodibo village on the outskirts of Bi* tom, and is now closed. The 

sanggar trained several young carvers who now produce carvings and sel1 them in the streets of 

Biak or to the art shops. Both Micha and Sam refuse to seIl their works through any of the seven 

art shops in Biak that now cater almost exclusively to tourists, because they feel it is unfair that 

the ownen of these shops, who are invm-ably entrepreneurial migrants from other parts of 

Indonesia eam more fiom the sale of a carving than the artist does by virtue of their position as 

midd~ernan.~' Most young artists do not have an established reputation or alternative 

employment that allows them to bypass these channels. 

Many problems continue to exist for Biak carven. The market is unstable and flooded 

with low quality carvings by aspiring artists, and thcm are few tounsts to date despite elaborate 

230 Ambai island is a tiny island approximately one hundred kilometres south of Biak, just below Yapen 
island. Ambai, and Yapen islands share strong similarities with Biak art and mythology. 

Of the seven art shops, Micha stated that six orniers were from South Sulawesi. and one h m  Sumatra. 
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govemment plans developed in the early 1990s to tum Biak in to the next ~ a l i . * ~  The 

govemment and private investors began building a luxury tourist complex at Marauw in East 

Biak. To date only one of the planned hotels is tinished, the Bi& Beach Hotel, which was 

officially opened in 1996. This hotel and the entrance gateway and signs leading to the tourist 

enclave, are decorated with various canhgs produced by Biak carven. Some are monumental, 

others, such as an Asmat bisj pole that stands at the fmnt of the hotel, represent art fiom around 

the province, but al1 the carvers were from Biak. Micha was not involved in the production of 

carvings at Marauw, however, because he was working on the Biak pavilion for the Jayapura 

Expo site?' Linked to this development, West Biak was designated to become a handicraft 

production centre for souvenirs, and plans were made to bring the fint Javanese tmnsmigrants to 

Biak for this work (Rutherford 1997:379). Even before the Indonesian economic crisis, these 

plans were moving slowly - no transmigrants have anived, and few of the Biak Beach Hotel's 

125 rooms were ever oc~u~ied . "~  

Sam Kapissa, who was recently elected to the Biak level11 DPR - the Indonesian 

Legislative Assembly at the regency level and fomerly worked with the level I f  department of 

Education and Culture (Depdikbud) as a free-lance cultural expert, has a desire to own an art shop 

of his own as soon as he can secure a loan or enough capital himself to cover the costs. Sam 

Kapissa is over 50 years old and has had this dream for many years. It does not make sense to 

either Micha or Sam that Biak people should not stand to profit moa from their culture. When I 

Iast spoke to Sam Kapissa, he was hoping to receive a sponsorship of twenty million Rupiah frorn 

a European embassy, so he could build an art studio and shop in Biak town. Micha is now 

finalizing an arrangement with Cenderawasih University to begin teaching Biak carving and 

rnythology to university hidents, and both men will continue to promote Biak art and culture in 

the face of continuing pressures to assimilate and control of artistic expression. 

Analysis of main issues 

The stones of Micha and Nico show the potential for local agency to allow local art 

traditions to continue and develop from the initiatives of artists. For the moment, both have 

3' In the early 1990s. the govemment scheduled regular flights ktween Jakarta / Bali and North Arnerica 
to stop in Biak, but this service was cancelled in 1995. Few tourists Ieft Biak's airport, most were 
entertained in the waiting room by a troupe of Biak dancers headed by Sam Kapissa while the plane was 
refùelled. 

There were approximately ten monumental Biak carvings on the hotel grounds, including an elaborate 
intenor fountain - carving installation. The carven were fnends of MichaTs. 

31 This hotel cornplex displaced several villages and has km the source of much controversy in Kan 
Jaya. For more about tourism in Biak, see YPMD 1996; Rutherford 1997; Howard and Sanggenafa 1997. 
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developed workable solutions to the problems they face, something other artists in Irian Jaya also 

seek. I have also ane~npted to show the agency of other Irianese artists featured in this thesis, 

even when the results of their actions were not what they had hoped to achieve. The main point is 

that these individuals and cornmunities are continually trying to find new solutions and 

opportunities. While both Nico and Micha are still dependent on foreig buyers or patrons as in 

the case of Nico, their desire to be leading cultural figures is what drives their penistence in 

maintaining and developing local art traditions. I think this is where hope for the future lies. 



CHAPTER SEVEN: CONCLUSION 

In this thesis 1 presented case studies and observations based on original research that 

reveal the context for contemporary art production in Irian Jaya, Indonesia. In conducting 

fieldwork for the thesis, 1 set out to explore the motivations and experiences of contemporary 

artists in Irian Jaya and the meaning their art holds for them and their communities. Lnitiaiiy, 1 

did not find as many artists or traditional contexts for art production as 1 expected. The majonty 

of scholarly writing on the art traditions of Irian Jaya, fixed in a pre-colonial context, had not 

prepared me for the situation 1 encountered in Irian ~ a ~ a ? ~  My attempts to understand why and 

how circumstances have changed becarne the focus of this thesis. In al1 of the communities 1 

visited, I observed vanous groups or individuals influencing and in some cases competing with 

local artists and comrnunities for control of cultural expression and the benefits of cultural 

production, including the proceeds fiom sales of art and souvenin, tourism performances and 

govemment sponsored dance and music competitions. At stake is the meaning and purpose of 

traditional and contemporary art fonns and the ability to control the future directions these arts 

will take. 

In Chapter Two, the thesis Iooked back to a tirne when control of cultural production was 

firmly in the hands of the originating comrnunities. With over 250 separate ethnic groups in Irian 

Jaya it is beyond the scope of this thesis to elaborate in detail on these varied and remarkable 

traditions or the unique spiritual complexes in which they functioned. The roles of art and artists 

in these communities were based on long-standing traditions. These traditions, not static and 

unchanging, were renegotiated by communities when they felt it was necessary and when they 

had the opportunity to do so. The traditional arts of lnan Jaya in this pre-contact context were not 

intended for trade or use by outsiders, and were inextricably bound to local community life. Very 

little exchange in art or ritual objects took place with neighbouring groups, but when this did 

occur, negotiation and appmpriate compensation was required. 

While Chapter Two sketched findamental points necessary to understand the 

transformations that followed sustained contact with foreigners through colonialism, Chapters 

Three through Six demonstmted that in Irian Jaya today, moa arts no longer function in their past 

rote in ritual, or even for the benefit of the community as a whole. 

235 i would like to draw attention, again to the ment publications of Danilyn Rutherford, Jac. 
Hoogerbtugge and Michael Howard as exceptions to this observation. Much o f  theu work has corne out 
only recently, however. 
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Many artiçts in Irian Jaya today produce art primady to earn money, which is now of 

enomous significmce to their lives. With few oppominities for emplopent and education for 

local peoples in Irian Jaya today, artists use the money they receive fiom sales of their art for 

famiiy expenses, to pay for schooi for their children, medical expenses and to upgrade their 

homes and economic status. Yet as this thesis points out, some of the traditional characteristics of 

and motivations for cultural production in these communities ail1 exist. The importance to 

Irianese attists of passing knowledge of artistic processes and cultural pride to the next 

generation, whether through traditional means such as oral tradition, mythology or storytelling, or 

through contemporary methods of teaching govemment sponsored art ciasses, or writing down 

what is known about these traditions and the meaning of motifs in manuscnpts, has al1 been 

documented in the case studies. 

In Chapter Three, 1 detailed the prerogatives and cultural assumptions that foreignen 

fiom diverse backgrounds brought with them to New Guinea. Moving chronologically from the 

beginning of Dutch colonial encroachment to the recent cultural policies of the Indonesian New 

Order government, this chapter introduced the ovenvhelming catalysts of change in the arts of 

Irian Jaya. For the sake of analysis. 1 considered these outside acton h m  the vantage point of 

the categories of global and national. 

International or global influences on art production, including those of colonial officiais 

and missionaries, started the pmcess of destabilizing traditional complexes of worldly and 

otherworldly authority. The early colonial and missionization process was based on a presumed 

Westem cultural superiority and racisrn, which saw Irianese peoples (and other colonized 

peoples) as "primitives", "heathens and "savages." Not initially valued by foreignen as 'art', 

many of the objects in use by communities were destroyed or confiscated and placed in what 

eventually became Westem museums. Since the late l8OOs, certain of these objects previously 

valued as curiosities or ethnographic objects, have k e n  drawn into the Westem classification of 

"art" under the label of "primitive art". Studies of "primitive art" did not treat these artists as if 

they had much in common with Western artists who were capable of genius and invention and 

"discovering" the aesthetic of the "primitive". "Primitive" or "tribal" d s t s  (as they later came to 

be known), were for several decades not considered important sources of knowledge on a work of 

art and were often left anonyrnous. 

In keeping with contemporary approaches to (art) histori~l writing about non-Western 

cultures, this thesis has attempted to feature the voices of artists and local peoples, an approach 

that had yet to be underiaken in artistic studies of Irian Jaya. There is still plenty more scope for 

this in the future, and for history to lx recorded for academic use by Irianese themselves (whether 
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wnnen or recorded oral histories) as Agus, Micha and Nico have been doing. This is not to 

belinle the value of previous scholarship on the arts of Irian Jaya, as these publications (with their 

early descriptions, accompanying illustrations and photographs) are important sources for 

understanding the variety of objects and cultural diversity in Irian Jaya. As was illustrated in the 

case studies, in the fiequent absence of originats or unbroken traditions, they are oFken used as 

pattern books today. 

As ethnographie or art objects gradually became scarce due to changing lifestyles, private 

collecton, museum collectors and primitive art dealers headed into the field to snatch up 

remaining pieces. Ironicaily, the near disappearance of these art traditions, is what 'raved' them. 

Due to the value oflen placed on that which is rare (one Western assumption of "art" and a 

premise of value on the international art market), the demand for art from Irian Jaya increased 

and this contributed to the potential for revival although subject to the terms and forces of this 

extemal market. Cultural tourisrn has similarly targeted the West's current interest in 'vanishing 

peoples', and this has had some effect in preventing the complete loss of local traditions, though 

again, according to the terms of outsiders. Since the majority of buyen of contemporary Irian 

Jaya arts are art collectors or dealen and tourists (both domestic and foreign), ariists are under 

significant economic pressure to accommodate the desires and tastes of these often contradictory 

markets, or sel1 nothing at all. 

The national section of Chapter T h m  described the effects of the Indonesian 

government's cultural policies on art production in Irian Jaya. While the govemment once 

banned many art pnictices, the Asmat Art Project proved that art could be developed towards new 

commercial interests in the province. In 1969, the Asmat Art Project was the fint contemporary 

art-as-development-prcject in Irian Jaya and aimed at the revival of Asmat art. This thesis 

demonstrates how this project became a model for the development of contemporary arts in other 

regions of the province, and gave new motivation to artists, including monetq  rewards and, 

importantty, cornpetition, as well as the auction format, emulated by the Freeport sponsored 

Karnoro-Sempan Cultural Festival in Apd of 1998, and the Jayapura Barkcloth Exhibition. 

The Indonesian contml of Inan Jaya, essentially a neo-colonial situation, is one that the 

Indonesian government anempts to justify to its entire population. Because the nation of 

Indonesia is made up of hundreds of previously politically separate ethnic groups, cultural 

expression has been carefùlly manipulated to exemplify the concept of "Unity in Divenity". 

Irianese, racially and ethnically distinct fiom other cultures in Indonesia, are under pressure to 

assimilate into indonesian national culture and to express their cultural identity in ways that assen 

foremost their allegiance as Indonesians. Many Inanese people, as discussed in Chapter Thne, 



are not content to be absorbed into Indonesia, particularly when this nation takes most of the 

profits of resource exploitation fiom Irian Jaya and hinnels it into the pockets of Javanese and 

Jakarta based govemment, business and rnilitary dite. Futhennore, the racial and cultural 

differences of Irianese peoples and their arts are generally not celebrated as being of the same 

calibre as those in other regions of the archipelago. Indonesian culture programs have often 

attempted to 'improve' lrianese cultural expression - which in effect has been to Indonesianize 

Inanese arts - while other cultural expression about political issues or contemporary concems of 

trianese peoples is restricted. A homogenizing effect on the arts is becoming apparent, 

particularly in Irianese dance and music performances and in contemporary urban design. Why 

has it been necessary, for instance, to send Irianese carven to Java and Bali for carving Iessons, 

when there are world renown carven - the Asmat, who could have exchanged skills with other 

[rianese? 

I also included in Chapter Three a section on local initiatives and prerogatives, in order to 

reafirm that though economically and politically disempowered, local groups have reacted and 

attempted to influence their situation, both for their personal benefit and for that of their 

cornmunities. To surnmarize briefly, we saw how artists were eager to trade their objects for 

items they desired with early collectors. Not al1 objects were willingly sold or given up, however. 

Artists also observed the tastes and preferences of those who bought their art, and were quick to 

produce some objects specifically for sale to foreignen. 

Local communities in Irian Jaya today, often small and disempowered, are under 

pressure, both forcehl and subtle, to assirnilate into the Indonesian State. In al1 chapters, we saw 

how Irianese artists are in an economically disadvantaged position for starting their own 

businesses and art shops. The Indonesian govemment's lack of regulation makes it easy for non 

Irianese producen and middlemen to take control of the trade in Irianese contemporary arts. 

Irianese people and artists have little to no control of the proceeds from their cultural heritage, in 

traditional arts, contemporary arts or tourism. This situation mirrors that of employment in the 

province, and opportunities in education and skills training. As a result, a growing provincial 

identity and awareness, a common bond, has united Irianese peoples and artists, particularly in 

urban areas. This has contributed to a sense of ownenhip of cultural property and an awareness 

of the need to reclaim cultural contr01.~~ The Indonesian govemment strictly contmls the desires 

a6 Artists in Irian Jaya today ûequently told me that they enjoy the provincial art cornpetitions such as the 
annual Expo in Jayapura and those sponsored by Depdikbud or other govenunent departments like Small 
S d e  Indushy or Tourism, because it gives them an opportun@ to meet their kanese brothers and sisters 
they are othenvise Iess likely to meet. 
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of local peoples for more dynarnic cultural venues and spontaneous cultural expression. In the 

early 1980s, Arnold Ap was transforming the Museum Loka Budaya into a living cultural centre, 

controlled by Irianese people, but this invigorating of Irianese cultures was feared and not 

tolerated. Arnold Ap, who was imprisoned and died for his beliefs, is a hero for many people in 

Inan Jaya, particularly artists, but no monument is pennitted to honour him. He is considered a 

visionary and a martyr, whose death ensured that his drearn of a living cultural center and a 

dynam ic Irianese culture for Irianese peoples would not been forgotten. 

In the case studies presented in Chapten Four, Five and Six, cultural production in Inan 

Jaya was discussed in the Iight of conternporary opportunities and constraints. Comrnon themes 

that feanire in each of these regions are the decline and revival of art, the role and effects of 

patronage, the appropriation of artistic motifs and the stniggle for control of cultural expression 

and profits, and the current and future sustainability of the art foms being 'revived'. In each 

chapter 1 began with a regional history of the contact and relations that developed between local 

communities and foreignen. The role of foreigners in initiating the breakdown of traditional 

community structures, the responses of local peoples and the resulting decline of artistic practices 

is evident in each case study. Ironically, both the destruction and the revival of art practices in 

the Asmat, Kamoro, Sentani-layapura, Dani and Biak cultural regions was initiated or influenced 

by foreigners. Thus the shift fiom the "xcurity to prosperity approach," recently implemented by 

the Indonesian govemment, has precedents in the activities of the carlier Dutch colonial 

administration and missionaries who destroyed and dismantled those elements in indigenous 

society seen as obstacles to their authority, security and success. Years Iater, when these 

foreignen felt that security had more or less been attained such harsh policies no longer seemed 

necessary. Once pacified, converted, and 'civilized' indigenous peoples were no longer as 

threatening or feared, making it possible to allow select elements of their cuitures to return. 

Local cultures are not, however, without agency or the ability to be threatening to 

outsiders they find undesirable or problematic. On the contrary, I feel that cultural unity, pride 

and identity continue to be intimidating factors to outsiders in Irian Jaya. Fmport and the 

Indonesian govemment in their attempts to prevent backlashes by disgruntled local peoples 

continue to take measures to create the impression that they suppon open and dynamic culniral 

expression by Irianese peoples. 

Chapter Four explored the role of the multinational mining Company, Freeport McMoran 

in sponsoring a revival of woodcarving and art production among the Karnoro people indigenous 

to its Contract of Work. In the case of the Kamoro, what is hailed and advertised by Freeport as a 

revival of Kamoro arts due to its sponsonhip, brings to question the role of patronage and the 
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motivation behind corporate philanthropy . Freeport pmmotes itself as benefactor and patron of 

culture and hence a beneficial presence in the area (irrespective) of its mining operations. Yet 

Freeport's sole focus is on mineral extraction as reflected in the managing director's recent 

announcement that the company's new policy was to "hunker down and go". This statement is 

consistent with the drastic reduction in local community development programs in the past few 

yean and the company's assertion that responsibility for the welfare of local peoples rem with 

the Indonesian govemment. In this climate, Freeport's art sponsoohip appears to be little more 

than a public relations exercise. 

From the perspective of the history of art among the Karnoro, there has unquestionably 

been a revival of arts in the area. But what is the nature of the revival? Freeport uses the 

carvings produced by Karnoro people in landscaping and intenor decoration in its company 

enclave of Kuala Kencana, the Rimbo Irian golf course and the Sheraton Inn. This creates the 

appearance of a happy coexistence between the company and the local people, which is in stark 

contrast to reports of human rights abuses and demonstrations by Irianese in and around the 

mining operations. Freeport, as patron, manipulates culture to its own ends. choosing to 

acknowledge traditional arts while rejecting traditional land tenure and spiritual and historical 

associations and connections to land. In this sense, Freeport's appropriation of Kamoro culture 

for its own purposes cm be understood in a similar way to its appropriation of land, even though 

the Kamoro people are not protesting directly and appear to have participated willingly in art 

production for Freeport (though tempted with monetary rewards to which they have limited 

access in Freeport's rnining operations). This may represent the Kamoro's hope to be included in 

Freeport's programs and future planning. 

The question of whether or not the revival of Karnoro arts is sustainable in the long term 

is more dificult to answer. Forrns of art not seen in years (at least by Westerners) have been 

stimulated by Freeport's sponsorship. But with the completion of Kuala Kencana, Freeport's 

commissions have decreased. Once company employees own one or two pieces each, what will 

happen? Given that so few Kamoro actually have jobs with the company or any other 

ernployment, they will be unable to commission carvings themselves. Tourism has not been 

encouraged in the area because of the problems between local people and the mine. Basically, 

until Freeport addresses more complex issues of its past and present social and ernployment 

policies, it seems unlikely that their sponsonhip of art will be enough to sustain this revival of 

carving traditions. As for the Kamoro-Sempan cultural festival of 1998, it was intended to be an 

annual event, although the event was by invitation only in 1998 because the company (ever 

mindful of its public image) wanted to do a trial run before opening it up to the public. I have 
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recently heard that a 1999 Kamoro auction is set to take place in October on the weekend 

following the annual Asmat auction, presumably with hopes that visiton who make the h ip  to the 

Agats auction will also be able to stay for the Kamoro auction. It  remains to be seen whether 

Kamoro art will receive as much acciaim as Asmat art. 

Nevertheless, Kamoro people seem to have retained in collective memory more of their 

traditional culture than was predicted in the writing of Father Trenkenschuh in 1970 or by Simon 

Kooijman in 1984. Kooijman stated that there had been no carvings produced in the area since 

1955 (Kooijman 1984: 164). even for sale to foreignen. In my opinion, the current revival has 

been of benefit to Kamoro art, although i also firmly believe that Freeport's attempt to integrate 

itself into the local landscape should be the subject of vigorous scmtiny. There was a great deal 

of enthusiajm for Kamoro culture at the gathering in Hiripau for the Kamoro-Sempan Cultural 

Festival 1998. Late in the evening on the 1st night, aAer Freeport staff and organizen had al1 

gone home, most to Kuala Kencana roughly 60 kilometres away, and women and children had 

gone CO bed, several gmups of Kamoro men gathered under the pendopo stage built specifically 

for the event and began to puM tifa (Indonesian for playing the drum) in competing circles with 

accompanying singers. The men continued through to the moming playing and singing, and in 

the morning women and childnn joined them. This was an event the Kamoro held for 

themselves, possibly to show Kamoro from other villages that even in Freeport's shadow this 

local community was still strongly engaged with Kamoro traditions. 

In Chapter Five I discussed how the ment revival of barkcloth painting in Lake Sentani 

and the surrounding Jayapura area started with foreign collecton who took photographs of old 

paintings to the cornmunities to see if any painters still remained. In contrast to the fint revival 

of barkcloth in the 1 %Os, in the 1990s Sentani artists, in particular those fiom Asei Island, have 

had to compete with middlemen for control of proceeds h m  art sales. When 1 first encountered 

barkcloth for sale at the Museum Loka Budaya (at the Universitas Cenderawasih) in 1995,I paid 

between Rp. 50,000 - 75,000 for barkcloth paintings of approximately 70 x 80 centimeten in size 

(at the time approximately USS23 - 34). In early 1996, Agus Ongge told me he was receiving 

10,000 Rp (approxirnately USa4.50) for his paintings, which he had been selling to the Museum. 

He seemed genuinely shocked when I told him how much I had paid for the paintings, which he 

fiequently delivered to the museum. This problem has continued for al1 Sentani artists due to 

their pmximity to the Jayapura area, where there is a lot of cornpetition for the sales of art and 

souvenirs. 'The Indonesian govemment's policy of lifting restrictions on carving rights and 

encouraging spontaneous entrepreneurial migrants to Irian Jaya (generally from South Sulawesi) 

who establish themselves as merchants and drive Irianese peoples out of selling in regional 



markets, in effect tums the Irianese people into wholesalen who get an extremely Iow share of 

the profits from their own cultural production. 

Sentani artists have at times enjoyed the patroriage of foreign ex-patnots, researchen and 

occasional tourists who go directiy to the communities and buy art for roughly the same pnce as 

can be found in the Harnadi art market. As a result, artists stopped selling to middlemen and 

waited in their communities for foreigners to visit. Nico Tanto, of the Museum Loka Budaya, 

told me in an interview that he was no longer prepared to tell foreigners the names of villages 

where he was sourcing his stock because on a recent trip he had found that artists were unwilling 

to sel1 to him for less than they could sel1 to foreignen, and this would min his business. 

Fortunately for the middlemen, it is prohibitively time-consuming, expensive and often 

inconvenient for foreigners and tourists (without language skills) to travel to Asei, the barkcloth 

village or to Babrongko the carving village, as you must travel by dugout canoe to get there or 

hire an expensive motor boat. It is also fortunate for the middlemen that there are more artists 

than the market can support, so they can generally still source paintings even though they may not 

be of the best quality. This does not appear to deter foreign or domestic visiton h m  buying 

barkcloth, and many seek artworks merely as souvenirs of their travels. 

Over the past four years of my field trips, 1 have seen the quaiity of barkcloth paintings 

steadily decline. This problem stands to wonen further due to the activities of the migrant 

entrepreneur Hamzah and his continuing barkcloth exhibition and auction promotions. Since rn y 

last field trip. 1 have leamed that in late November of 1998 Harnzah took an art show of this type 

called "Panoramic Paintings on Tree Bark from Irian Jaya" to Jakarta where it was exhibited in 

the Hotel Indonesia in central Jakarta. Less than a third of the paintings exhibited were in the 

traditional Asei style (presurnably) by Asei artists and the rest were of the acrylic on Barkcloth 

Hamadi style by migrant artists discussed in Chapter  ive.?-" These statistics show an 

accelerating trend that highlights the threat of Indonesianization to local traditions and show that 

local artists are senously disadvantaged both politically and econornicaily. These developments 

represent the biggest threat to traditional barkcloth in the Sentani area. With the apparent lack of 

concern about these issues show by the Indonesian govemment, its d e  in the revivai of local 

traditions to serve the creation of an Indonesian national identity can be seen to have a 

homogenizing and detrimental effect upon local artists and regional art fonns. 

237 1 learned of this exhibition through persona1 communication with James Barkcr, a field collecter and 
dealer of indonesian art. This exhibition was reported in the J a h  Post where it was stated that thirty 
traditional paintings and eighty modem paintings wert diplayeé (Kartohadipdjo 1998). 
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What hope is there that local artists will be able to regain and maintain control of their 

traditional artforms in this climate? As a final point in Chapter Five, I mentioned the recent 

instructions of Theys Eluay, (Sentani tribal leader and head of the Lembuga Adut Irian Jqta-  

Coalition of Tribal Leaden of Irian Jaya) to local artists to be protective of Sentani traditions. 

The activities of Harnzah that I witnessed in May of 1998 took place when Theys and many other 

Inmese leaden were in Jakarta meeting with newly appointed President Habibie about the future 

prospects of Irian Jaya's autonomy. Though 1 was unable to meet him, 1 feel this instance of 

cultural appropriation would be of serious concem to Theys and other Irianese community 

leaders. Cultural and economic appropriation, as well as a lack of political autonomy and 

concem for the interests of Irianese, are fundamental reasons behind Irianese desires for 

independence from Indonesia. The cumnt transformations in art production in Irian laya must. 

therefore, be considered in this broader context of Indonesian rule, which has left [rianese artists 

in cornplicated predicamenu. It remains to be seen how Sentani artists will react to these current 

developrnents. 

In Chapter Six, I discussed two artists, Nico Haluk and Micha Ronsumbre. 1 found these 

two artists had more positive stories to tell than the contexts examined earlier. Both have found 

ways to gain direct access to global markets, so that they can stay in control of their art 

production with little interference fiorn middlemen. The early patronage of the Bupati (Regent) 

Wenas of the Jayawijaya highlands Regency of Irian Jaya was extremely important to Nico. 

Nico's artworks were given by the Bupati as g i b  to visiting govemment officiais, and rnight be 

seen as serving a similar purpose in creating a favorable public image (that Indonesians of a11 

ethnicities can happily coexist in the highlands of Irian Jaya), as the Kamoro arts do at Freeport 

facilities and at Freepon sponsored art exhibitions. J.B. Wenas won many awards for his 

govemment's transformations in the highlands hub of Wamena throughout the duration of his 

term of office there. His final award was a prestigious repositioning as Assistant Regent in his 

home district of Manado, in North Suiawesi. 

Nico has found a new patron in the GATRA journalia Seiichi Okawa and this has made 

him very happy. Thougb Okawa is also a middleman, he pays Nico hi@ prices for his works 

which he markets for th- or four times the price in his gallery in downtown Tokyo and via the 

intemet. This is remarkable for Nico who now has the opportunity to communicate directly 

(through his art) the ways in which he would like his culture to be presented to outsiders. Nico 

began carving and developed his own style in reaction to the sales of stock stereotype souvenirs 

to tourists such as the penis gourd. He feels this is just an item of clothing to highland peoples 

and is concemed that many outsiders consider it to be pmof of the backwardness and lack of 
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sophistication of highland peoples. Nico, however, is pmud of his culture and the figures in his 

sculptures Wear traditional dress including gras skirts and penis gourds, but these are 

contextualized into scenes of local mythology and scenes of traditional life and customs where 

the penis gourd is not simply a novelty or curiousity. Nico also solved a problem facing highland 

peoples who watched tourists leave with Asmat art sold to them by migrant merchants in control 

of the souvenir trade, by developing a local style of carving that seems to be reasonably popular. 

Nico hopes that Seiichi Okawa's sponsonhip of will enable him to build a carving studio on his 

property where he plans to market his own work and that of his students without the involvement 

of middlemen. 

Micha Ronsumbre from Bi& represents the strength of cultural tenacity against 

ovenvhelming odds. Micha was initiated as a Biak artist in the traditional way. He plans to cany 

on this tradition and impart his skills and knowledge to a young member of his farnily. Micha 

daims that the initiating of artists and the passing down of Biak cultural traditions and knowledge 

continued 'in secret when necessary', creating an unbroken tradition that has endured through a 

century and a half of missionary and colonial presence in the Biak ana. Micha produces high 

quality carvings that are extremely detailed and painstakingly carved. His carvings are an 

important source of pride to him, as are the techniques and traditions that he has inherited. Micha 

enjoys teaching othen about Biak culture, and one of the ways he does this is through his an. He 

has forged many links with foreign and national collectors, and is able to make a good living as 

an artist without having to compromise on price or on the quality of his work. Micha believes 

that there are some Biak carvers who should be artists and remain tme to their traditions and 

rnaintain the integrity of traditional works. Othen can fulfill the less seingent requirements for 

carving souvenirs, but those dealing with Biak culture should be Biak people, and the profits 

should go to Biaks. Both Nico and Micha represent the ability of local artists to be innovative in 

contemporary circumstances, and to produce art that is of significance and relevance to their local 

communities. 

In this thesis 1 have considered the following question: What cm the stones of artists in 

Irian Jaya today communicate about the broader circumstances of their lives and the Iives of local 

communities in a contemporary context? I s  it possible to separate art from life? In the p s t  art 

was inextricably bound to community life, and 1 believe it remains so today, though in different 

ways than earlier. In al1 of the case studies presented in this thesis, local artists and their 

cornmunities are confronted with national and global forces, sometimes operating at a ngional 

level. These challenge their cultural expression and identity, inciting them to respond or risk 

giving over control of their cultural expression and the broader socio-political dimensions of their 
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lives. While loss of control and even loss of traditions may seem inevitable at times, many 

inanese peopks have shown enormous resilience in maintaining hold of their art traditions, 

although the meaning of these have changed. Irianese people are not as bound to the idea that 

their traditions should not change as Westemer collectors and scholars have been or to the idea 

that they should change rapidly, as the Indonesian govemment and development narratives 

suggest they mut. Inanese people are increasingly drawn into broader contexts and they respond 

in ways that are neither traditional nor modem, as their lives remain rooted in both. In facing the 

future, irianese artists are intent on achieving change, but also on maintaining continuity. Al1 of 

the artists 1 met called themselves artists, all felt tied to their past, and to the artistic traditions of 

their cornmunity. 

While the examples of patronage in these case studies represent ernpowering 

opportuniiies and important sources of revenue for artists without the economic resources to act 

independently, patronage, by virtue of the power disparity in the relationship between patron and 

artist, also enables patrons to manipulate cultural production to their own ends. It has been 

demonstrated in this thesis that this does not always serve the broader interests or concems of 

Irianese artists or communities, as powerful patrons appropriate cultural production to create the 

appearance of cultural harmony. This is particularly apparent in the case of patrons with strong 

vested interests in Irian Jaya such as Freeport and the Government of Indonesia. 

Irianese are disadvantaged econom ically and politically, but Irianese artists recognize that 

cultural pride, resolve and their ability to express these in the face of advenity can not be taken 

away from them. They can conform to outside expectations when they see it is advantageous for 

them to do so but this does not mean they have given up their agency. Many Irianese artists are 

retuming to local traditions as part of an attempt to (n)define themselves and their community. 

in reaction to the negative definitions imposed upon hem, particularly by the Indonesian 

government, many Irianese people are intent on maintaining their pnde in their ethnic and 

provincial lrianese identity. 

Senous questions facing these ariists have been considered throughout the thesis. Many 

artists fiequently drift away from their craft for days and weeks at a time because the return they 

receive does not sustain them. Artists who can't sell their work themselves due to a shortage of 

tourists, will sel1 their work to market merchants for much less than what they feel it is worth to 

get money for theù daily expenses. When collectors and ex-patriot worken are not in Irian Jaya 

to buy art, artists such as Agus Ongge, and the carvers of Babrongko must fmd new places to sell 

their work. Most artists have families to support, and apart from producing art, they also 

contribute to the tending of gardens and raising animals for food. Some will work in the nearby 
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towns such as Sentani, Jayapura, Biak, Wamena or Timika for a wage, al1 of which cuts 

significantly into their time for producing art and possibly reduces their motivation to produce art. 

n ie  importance of developing a sustainable market for the art of Irïanese artists in their various 

communities cannot be undersbted. 

In order for art and cultural expression in Irian Jaya to be sustainable, 1 feel it must retain 

meaning and relevance to local communities and artists. One potential criticism of contemporary 

art in Irian Jaya today is that artists are simply copying or making replicas of past cultural objects 

no longer in use in these communities. If this is al1 that is taking place, will not traditions become 

static and lose its meaning to local peoples? Mat ,  if anything, can these objects mean to locai 

peoples today, and why do they not seem to speak of contemporary issues, concerns or ideas of 

relevance to contemporary life in Irian Jaya? 1 would argue that by retuming to the production of 

traditional objects, Irianese artists are attempting to assert difference and to maintain pride in their 

cultures, whether as Biaks, Danis, Sentani people, Kamom, Asmat or any of the other tribal 

groups in Inan Jaya today. This is their reaction to their contemporary situation and represents 

their allegiance to local cultures and their desire to not be culturally assimilated into the nation of 

lndonesia. Present conditions for the expression of culture in Irian Jaya do not allow Irianese to 

express difference and their desire for autonomy in more direct ways. A retum to patronage by 

the communities within which these artists work and live is a necessary stage in rnaking these arts 

both relevant and sustainable in the future. 

1 cannot overemphasize how important it was to this thesis to have had the opportunity to 

travel to several locations, and to return to most of these locations a few times to see what new 

developments had occuned in my absence. In this way it was possible to observe how quickly 

situations can change to give the future a whole new outlook. While it is unlikely that drastic 

changes will occur with regard to political autonomy in Irian Jaya, it is clear that Irianese people 

and artists will continue to strive to maintain their sense of cultural identity, on their own ternis. 
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TIMELINE OF RECENT EVENTS AND RESEARCH WORK IN IRIAN JAYA 

This is a timeline of recent events reported in Irian Jaya with immediate signifcance to my 
fieldwork and this thesis. lmmediately following the timeline is a lia of dates and locations of 
field research conducted for this thesis. 

October 17, 1990 - Airport facilities in Timika burnt in protest at the appropriation of land for 
construction of a Sheraton Hotel to serve Freeport guests and employees (Ballard 1996: 36). 

June 19, 199 1 - New Freepon lndonesia contract signed with the Indonesian Govemrnent 
ailowing a 30-year access for the Freeport Contract of Work (Ballard 1996: 37). 

April26, 1993 - "Location permit (Izin Lokasi) decree by Govemor of Irian Jaya defines 
boundaries and reserves land for development of New Town. Local protestors block New Town 
access road" (Ballard 1996: 37). 

June 23. 1994 -The Morning Star flag of the OPM is raised at Tsinga village in the Freeport 
concession area. During the final six months of 1994 more incidents in the region result in the 
shooting of several Freeport ernployees and soldien by the OPM, and the death and 
disappearance of up to 60 local villagers (Ballard 1996: 38). 

December 6, 1994 - "Land Title (Hok Gma Bangun) for New Town issued by BPN to PTFi" 
(Ballard 1996: 38). 

December 25. 1994 - The Moming Star flag of the OPM is raised near Tembagapura (the mine 
site), accompanied by a demonsiration of local villagers which results in two Amungme being 
shot and killed and others arrested (Ballard 1996: 39). In the following days, other villagen are 
arrested and detained and one suspected OPM member is killed. 

March, 1995 - Three local villagen die in custody at the local police station in Timika. 

April5, 1995 - Australian Councii for Overseas Aid (ACFOA) release a report detailing serious 
human rights abuses in and around Freeport Indonesia's area of operations (ACFOA 1995). 

April 7, 1995 - "Indonesian govemment denies ACFOA claims" (Ballard 1996: 39). 

May 2, 1995 - Controversy erupted at the University of Texas over the proposed naming of a new 
Molecular Biology Building, as the "Louise and James R. Moffett Building", with one wing 
designated as the "Freeport wing", after C.E.O. of Freeport, Jim Bob Moffett donated $2 million 
to the University of Texas and Fmport donated $1 million. Students and professors unhappy 
with accepting a donation frorn Fmport given the company's environmental and social history in 
Irian Jaya, condemned the name and asked the building to be renamed. The Faculty Council 
supported the midents decision, but they were prevented fiom requesting the Moffetts to consider 
a narne change when the Dean's council of the University overruled the decision. The building 
received the Mof5ettsY name, and one anthropology professor, Dr. Steven Feld, resiped from the 
univeaity in protest to the decision. (Boyer's Irian Jaya web page covers this issue extensively). 



August 29, 1995 - ACFOA releases intemationally a report by Bishop Munninghoff of Jayapura 
which elaborates on 1994/95 human rights abuses in the area sumunding the Freeport mine first 
made public in the ACFOA report of Apd  1995. 

October 10, 1995 - The Overseas Private Investment Corporation issues a letter to Fmport 
indicating its intention to cancel Freeport's US$100,000,000 of risk insurance on October 3 1 

December 5, 1995 - President Suharto oficially opens Freeport's New Town, naming it Kuala 
Kencuna (River of Gold) and inaugurating the centetpiece of the new developrnent, the 
monumental sculpture Shield by Nyoman Nuarta. 

Ianuav 8, 1996 - OPM take two groups of researchers hostage in the Lorentz Nature Reserve in 
south central Irian Jaya. Seven Europeans, four Indonesians and several Irianese are held captive 
for four months whilë negotiations continue between the OPM and Indonesian rnilitary brokcred 
by local church groups and the International Committee of the Red Cross (ICRC). By May 15". 
in the conhision of an Indonesian rnilitary offensive, rnost of the hostages escape to freedom but 
two of the Indonesian hostages are executed by their capton. Three less prominent OPM hostage 
takings were reported in other parts of Irian in 1996. 

March 10, 1996 - 200- to 300 Waa/Banti residents riot in Tembagapura, 15 people are injured. 
Freeport is shut down as a result (Ballard 1996: 43). 

March 12, 1996 - Around 500-3000 people riot in the Timika area, and the military rushed 
reinforcements to the region, boosting the total military presence in the area to 900. Various 
company facilities were darnaged, and rioten were dispened with rubber bullets (Ballard 1996: 
43). The mine re-opened a day later. 

Also on this day the prominent independence activist from Bi& Island, Dr Thomas 
Wanggai, died in Cipinang Prison, Jakarta. Wanggai's death was considered suspicious by some 
Irianese. despite daims by an ICRC doctor that he had died of natural causes. 

March 14, 1996 - President of Freeport McMoran, Jim-Bob Moffett, meets with Indonesian 
govemment, military and local community leaders at the Timika Sheraton (Ballard 1996: 43). 

March 18. 1996 - A hineral procession intended to accornpany the body of Wanggai from 
Sentani Airport to Jayapura's suburb of Dok Lima, resulted in a riot in the outer suburb of 
Abepura. Four people were killed, many shops were looted and bumt and over 100 people in 
Jayapura were arrested. 

The Indonesian Military announced that Timika would become a permanent base for 
1 850 military personnel (Ballard 1996: 43). 

April5,1996 -Trwp numben in Freeport COW ana increase to an estimated 3000" (Ballard 
1996: 44). 

April 13, 1996 - Freeport President, lim-Bob Moffett "made an offer of a complex package of 
financial arrangements, which included eamarking 1 percent of Fmport Indonesia's annual 
revenue for development programs for the local communities over a period of ten years (the 
'Integrated Timika Development Plan').. ." (Ballard 997,473). Freeport's solution did not satisfy 
Amungrne leaders, as indicated by events on April29, 1996. 



April29. 1996 - The Amungme tribal leader, Tom Beanal, filed a US$6 billion class action 
lawsuit in the US District Court of New Odeans against Freeport McMoran of New Orleans (the 
parent Company with an 82% equity in Freeport Indonesia) for "eco-terrorism" and '%ultural 
genocide." This case was dismissed on Apd 9, 1997 (see Boyer 1999) 

Apri123, 1997 - Tom Beanal refiled his second class action against Freeport Indonesia for 
"crimes against humanity." This case was dismissed by on August 8, 1997. 

May 1997 - Irian Jaya begins to be afTected by a drought (related to the El Nino southern 
oscillation) which seriously disrupts food production for more than 12 months. The number of 
deaths in Irian Jaya from the drought and associated famine was higher than for al1 other 
provinces of Indonesia (Ballard 1998: 433). 

October 1997 - The Asian economic crisis begins to become evident in the exchange rate for the 
Indonesian Rupiah. In July 26, 1996, the rate of exchange was USD$ I =2,338 Rupiah. By 
October 1997, the rate was US$1=3,420 Rupiah and by December 1997, it had fallen fùrther to 
US$1=6,200 Rupiah. On January 20. 1998, the rate was US$1=12,000 Rupiah (figures fkom 
Robert S. Boyer's Irian Jaya Website 1999). "At the end of 1997, the Indonesian Rupiah was the 
wont perfoming currency in the world" (Ballard 1998: 434). 

December 1997 - In 1997, Freeport's Indonesia provided over 88 percent of Irian Jaya's expon 
incorne (Bal lard 1998: 43 8). 

April23-27. 1998 - The fim "Sempan-Kamoro An and Cultural Festival", pmmoted and paid for 
by Freeport Indonesia, was held at Hiripau, southwest of Timika. 

May 2 1, 1998 - President Suharto resigns amid nation-wide protests. Vice-President Habibie 
becornes Indonesia's third President. 

May 23. 1998 - The fim Bark Cloth Exhibition and Auction was held in Jayapura. 

July 1998 - Pro-independence flag raising demonstrations take place across Irian Jaya, and 
protestors are shot and killed by the Indonesian military in Jayapura and Biak. In Sorong, 
Wamena and Manokwari dernonstraton are amsted and some property is damaged. In late July, 
a new organization called FORERI (Forum for the Reconciliation of the People of Irian Jaya) is 
formed of church and tribal leaders and non-govemment activists, with the intention of 
"addressing the aspirations of the Papuan people through a national dialogue'' (Human Rights 
Watch Asia 1999) 

October 1998 - Moming Star flag is raised in Manokwari, with subsequent rioting and arrests. 
During this month, six prominent Irianese leaders and members of FORERI - including ï'heys 
Eluay - are placed under house anest for their activities in pro-Independence activities. 

November 1998 - Inanese leaders opnly cal1 for Independence and a national dialogue with 
President Habibie over the hiture of Inan Jaya. 

Februaw 26, 1999 - Irianese leaders, including Irian Jaya Governor Freddy Numberi and 
Arnungrne leader Tom Beanal, met in Jakarta for a "national dialope" with President Habibie on 
the possibility of autonomy for Irian Jaya. When he arriveci back in Irian Jaya on March 13, 
Govemor Numberi ~ p o r t e d  that "The President only said Irian Jayans should reconsider their 
demand for independence. This means the head of stste doesnt support it" (Antara Newspaper, 



March 13, 1999). Following this dialogue, the police oflicially banned the "socialization" 
(discussion) of this meeting in Irian Jaya, claiming that this could destabilize the Indonesian 
General Election process. 

May 4, 1999 - "Habibie reiterated on Monday that Irian Jaya was an integral part of 
Indonesia and the govemment would firmly crack down on any separatist 
activities" (Jakarta Post, May 4, 1999). 

June 7, 1999 - Indonesian General Elections. 

Julv 1999 - Flag raisings and pmtests were reported in the Irian Jaya towns of Jayapura, Sorong, 
Nabire, and the village of Genyem (west of Jayapura). 

Auaust 2, 1999 - Police report hundreds of protestors joined a peaceful rally in Timika 
demanding independence for Irian Jaya. Eyewitness reports suggest up to 5,000 proteston 
marched through Timika and that they presented a petition to the Regent of Mimika (AFP. 
August 2, 1999). 

August 7, 1999 - Five prominent Irianese, including Tom Beanal, had their rights to travel 
oveneas revoked without explanation by police in Irian Jaya. 

RESEARCH TRIPS TO IRIAN JAYA 1995-1998 

The following is a list of dates and locations of field research conducted for this thesis. 

1995 April (1 week): Biak, Manokwari, Ransiki. 

Early October to mid December (2 months): Sentani, Jayapura, Wamena, Agats, (overland trek 
by foot and dugout canoe fiom Wamena to Agats), Timika, Biak. 

1996 Late February to Iate April(2 months): East Timor, Jayapura, Sentani. Anggi, Wamena, Tirnika. 

Late October to mid December (7 weeks) Jayapura, Sentani, Biak, Wamena. 

1997 Late January to mid March (6 weeks): Sentani, Jayapura, Northwest coast villages. 

April(1 month): Sentani, Jayapura, Wamena 

1998 Late April to early June (6 weeks): Timika, Jayapura, Sentani, (while Micha Ronsumbre 
of Biak was living in Jayapura). 
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Figure I - 1.  Oscar Towa. Papuu New Guineo Arrisr, 1994. gouache on paper. 
National Gallery of Austraiia (Cochrane 1 997:cover). 



Figure 1-2. John Siune, PNG Crisis, 1996. acrylic on canvas, 190 x 190 cm.. 
Jean-Marie Tjibaou Cultural Centre, New Caledonia 
(Cochrane 1997:42). 
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Figure 2-2. Tiais Meiangsena, carved housepcxt, Babrongko. 
Lake Sentani, 1997. 



Figure 3 - 1. "Burning Idols" âom Missionmy Sktches perïodical, 1 8 1 9 (reproduced in 
Thomas 199 1 : 155). 

Figure 3-2. P a h  wine ladles fiom Ayarnaru, at Nico Tanto's Art Shop in Abepura, 1998. 



Figure 3-3. Asmat Museum of Culture and Progress, Agau, 1995. 



F i p e  3-4. Cap (stunp) printed batik cloth with Irianese 
motifs. drying at the Batik Irian Jaya Factory, (on 
the fiont left cloth the motifs are fiom Lake 
Sentani), Waena, 1997, 



Figure 3-5. Batik Irian Jaya metal cap batik stamps imported nom Java, (the motifs on the 
stamps are, h m  left to right, deriveci from Yaffi, Asmat, Nafri and Asmat), 

Figure 3-6. Edhi Sunarso, Monmen Pembebaron Irian Bara (Libeiation of West Irian 
Monument), 1963, Jakarta (Muller 199457). 



Figure 3-7. Pembmgunun Suku Mukoko (Development of the Mukoko Tribe). book cover 
illustration (Iskandar Z 963 :cover). 



Figure 3-8. Gotong-Royong (Mutual cooperation) monument 1 
fountain in downtown Jayapura, bronze and painted 
concrete, photographeci May 1 998. 



Figure 3-9 S i p  in fiont of the Dewm Perwukilan &@ut Irian (Provincial Legislative Assembly ) 
building in Jayapura. 



Figure 3-1 1. Provincial Museum of Irian Jaya witb painted conmete replicas of a Sentani 
houe poat and an Asmat bkj pole, Waena 

Figure 3- 1 2. Taman Budayu Irian Jaya (Irian Jaya Culture Park), Waena, 1 998. 



Figure 3-13. Asmat artkt d n g  for tourists at the Irian Jaya pavüioa, Tuman Mini 
Indonesia Induh, (Beautifil Indoaesia in Miniature) theme park, Jakarta, 1995. 

Figure 3-14. Painted concrete sculpture of  a North Coast style canoe at a roundabout in 
downtown Jayapura, 1998. 



Figure 3- 1 S. Kmiwmi (men's house) in Tobati, Yot& Bay, Iririn Jaya (photographed by 
H.F. Tillema, 1924, nproduced in Greub 1992:75). 

Figure 3-1 6. PELNI (Indonesian National Shipping Lines) office with a stylisai Tobati 
kariwari men's house above the main enbance, Argapura (suburb of Jayapura), 
t 998. 



Figure 3-17. Lampposts with styliseci Asrnat motifi in downtown 
layapuip, 1998. 



Figure 3-18. Serva weanng uniform wîth batîked Asmat 
motifi in Jayapura, 1998. 



Figure 3-19. Baso Basri's 'Irian Jaya Primitive Art Shop' in Kuta, Bali, with Asmat and 
Kamoto poles and Asmt shields out fiont, 1998. 

Figure 3-20. Gate to the Hotel Sentani Indah, in the shape of a split tijà (drum), with a üaditio~l 
h o w  shape above the main foyer of the hotel, Lake Sentani, 1998. 



Figure 4- 1. Map of Freeport Indonah's area of operations 
in Southwest Irian Jaya (W 199539). 



Figure 4-2. The Gedung Seni Kamoro or Kamoro Arts Center, Timika, 1995. 

Figure 4-3. 

A HOCSE FOR CEREYOStES, M 1 M t U .  

Kamoro ceremonial house for the nose-piercing ceremony, near the 
the Mimika River (Wollaston 19 1 M8).  

mouth of  



Figure 4-4. Carving wemmve (figura1 sculptures that in theu original context represented 
ancestral figures), in the Gedwg Seni Karnoro work yard Tirnika, 1 995. 

Figure 4-5. Billiards R w m  with Asmat shields and spean, Sheraton Inn, Timika, 1995. 



Figure 4-6. Gedung Seni Kamoro, carving of a wemme holding a dium by the pool, Sheraton 



Figure 4-8. Kamoro pole raising caemony at entrance 
roundabout, New Town (a day before it was renamed 
Kuala Kencana), k e m b e r  4, L 996. The poles were 
made by Gedwtg Seni Kumoro carvers. 



Figure 4-9. Nyoman Nuarta Studio, Shield, centerpiece of the 
ulw+dun (town square) of Kuala Kencana, 1995, 
cast bronze on fountain base, ca. Zorn x 4rn. 



Figure 4- 1 1. Gedung Seni Kumoro, copper punc hed lamp in the Rimba Ilion restaurant, 
1998. 





Figure 4- 1 3. Bew Asmat Go@r in the Rimba Irian Golf Clu b 
Pro Shop. Kuala Kencana. 1998. 



Figure 4-14. bmctro-Sempan Art and Cuftural Festival venue, HEpsu village, April27. 
1998. 

Figure 4-1 5. Art auction, Kamor+Sempan Art and Cultural Festival, Hiripau village, April 
26, 1998. 



Figure 4- 1 6. Kamoro artists selling at the periphsry d t he auct ion. Kamoro-Sempan An and 
Cultunl Fstival. Hiripau village. April 16. 1998. 



Figure 4- 17. Kamoro carver with yamate (panel / shield) carving 
art auction Kamoro-Sempan A n  and Cultural 
Festival, Hiripau village. April 26. 1998. 



Figure 4-1 8. Kamoro woman displaying her woven fihing net 
during the art auction, Kamoro-Sempan Art and 
Cultural Festival Hiripau village, Apri126, 1998. 



Figure 4- 19. Kamoro woman display ing carved sago bowl during the art auction, 
Kamor+Sempan Art and Cultural Festival, Hiripau village, April26. 
1998. 



Figure 4-20. Kamoro dancer (fiom Pongoro village), wearing painted 
bark cloth costume, dance cornpetition. Kamoro-Sempan An 
and Cultural Festival. Hinpau village. Apri126. 1998. 





Figure 4-22. Komodo dragon &ng used as a prop by a Kamoro dance group fiom 
Pongoto village, dance cornpetition, Kamoro-Sernpan Art and CuitUrai 
Festival Hiripau village, Aptil26, 1998. 



Figure 4-23. Lobby of Rinrba Irian Golf Club with Kamoro wemawe (carved ancestral figures) produced at the 
Gedung Seni Kamoro used as ashtrays. Rimba B-ia~i i s  in the Freepori Indonesia Company town 
of Kuala Kencana. 



Figure 5- 1. Photograph of women wearhg barkcloth skirts with prepared barkcloth dry ing in 
the background, Asei Isiand, Lake Sentani, 1903 (from Nova Guinea Expedition 
1903 in van der Sade 1907: Figure 147). 

Figure 5-2. Onuunented barkcloth hanging next to a grave in the village of  Siboiboi, Lake 
Sentani, 1 926 (photographed by Paul Win,  reproduced in Greub 1992: 1 30). 



Figure 5-3. Agus Ongge (of Asei island Lake Sentrai), ohore 
(bowl), ca. 40 x 60cm 1996. 



Figure 5-4. Traditional Sentani men's house, Asei Isianâ, 1903 (van der Sande 1907: 
Figure 157). 



Figure 5-5. Decorated house pom of ondofiro house (tribal 
chief) of Asei Island 1926 (photographed by Paul 
Wim reproduced in Greub 1992:89). 



Figure 5-6. Lake Sentani painted barkcloth, collected by N. 
Halie before 193 1.64 x 37cm, Tropenmuseum. 
Amsterdam 666-320 (Greub 1992: 133)- 



Figure 5-7. Lake Sentani painted barkcloth. 1933, 132 x 
8 1 cm, Tropenmuseum, Amsterdam 853- 1. (Greub 
1992: 136). 



Figure 5-8. Yotefa Bay painted barkcloth, collected before 
1938; 150 x 95cm Volkenkundig Museum 
'Geradus van der Leeuw," Groningen, the 
Netherlands (Greub 1992: 1 3 1 ). 



Figure 5-9. Sea spirit motifs h m  two pots collected in the Yotefa Bay area by van der 
Sande in 1903 (van der Sande 1907:Plate II). 



Figure 5-1 0. Nyaro Hanuebi (of Nafn village, Yotefa Bay). 
painted barkdoth, 197 1, collection lac. 
Hoogerbnigge (Greub 1992: 139). 



Figure 5-1 1 .  Stenciled barkcloth cards soldat the P3W Pusat Pengembangandan 
Pembinaun Wunita (the Centre for Women's Development) Waena, 
1998. 





F i p e  5- 13. Agus Ongge, painted barkcloth ca. 100 x 60cm 
1997. 



Figure 5-14. Agus Ongg~ painted barkcloth, ca. 120 x 60- 1997. 

Figure 5-1 5. Agus Ongge, painted barkcloth, ca  1 10 x 70cm, 1997. 



Figure 5- 16. Artist unlutown, Asei Island, Lake Sentani, stenciled barkcloth 
with bùd of paradise, tijh (dnim) motif, gecko and fouw motifs, 
commercial paints used, ca 60 x 45cm 1997. 

Figure 5- 17. Agus Ongge painting barkcloth on Asei lsland, 1 998. 



Figure 5- 1 8. Mis unknown, Asei Island, Lake Sentani, painted bar 
ohore (bowi) motif, a beasi barn (new creation not an 
Sentani design), Ca. 70 x 3Scm 1997. 

with 
la 1 



Figure 5-19. Anist unknown, Hamadi market, Yali (highlands tribe) man and woman, 
acrylic on barkcloth, m. 160 x 1 OOcm, 1996. 



Figure 5-20. Painted barkcloth laid out on the ground for sale to towists. Asei 
Island, 1998. 

Figure 5-2 1. Dancers in costume preparing for the arriva1 of the Mermosz 
(cruiseboat) tourists, Asei Island, 1997. 



Figure 5-22. Artist unknown, Hamadi market, aq l ic  on barkcloth, image is of an 
Asmat man carving a bkj pole, ca 100 x 70cm, displayed at the 
Barkcloth Exhibition and Auaion, layapun, 1998. 



Figure 5-23. Artist unknown, Hamadi market, acrylic on 
barkcloth, image is of Asmat shields, ca. 150 x 
90ca4 dispiayed at the Barkcloth Wuiition and 
Auction, Jayapura. 1998. 



Figure 5-24. Asmai shields in Aga@ storehoue, Agats. 1995. 



Figure 5-25. Artist uahiown, Asei Island, Lake Sentani, 
painted barkcloth, ca. 100 x 70cm displayed at 
the Barkcloth Exhibition and Auct ion, Jayapura, 
1998. 



Figure 5-26. R i a l  three acrylic on barkcloth portraits auctioned off at the Barkcloth 
Exhibition and Auction, Jayapura, 1998. The portraits represent, from 
Iefi to ri&: the Govanor of Irian Jaya and his wife - Freûi and Annie 
Numberi; the Pangdam WI Trikora (Punglimo daeruh militer - the 
Territorial military commanda of Irian Jaya) - General Amir Sembiring 
and his wife, and an anonymous Dani man referred to as the Kepafa Suku 
Besar, or tribal leader. 





Figure 6- 1. Baliem Valley Art Depot, Wamena. 

Figure 6-2. Meeting with Nico Haluk (in white shirt), and souvenir art 
peddlers, Syahrial Jaya Hotel, Wamena, 1995. 



gure 6 4 .  N ico 1 laluk's tirst 
arrou. 1 5 0  cm long. when 
phoiographrd in the col lwiion 
ofthc Bupati o f  Wsmena. 
J. B. Wcnrib 

Figure 6-4 U ico Haluk. carving ofa  kuw ( Dani loobout towtrr). 90 
cm high. whçn photographed in the collection o f  the 
Bupriti ut' Wamrna. J.B. Wenris. l W7. 



Figure6-5. Stickawithimageofa Dsnibyo(or lookout 
tower), used by the local Wamena branch of LIPt 
(Lembaga llmu Pengeiuhuan Indonesh - the 
Indonesian Academy of Sciences), to symbolise 
their vision to watds the fiiture. 



Fisure 6-h. .An Indonesian monument to the famous Dani 
warrior and tribal leader Kur Mabel (who lead the 
Kurima Dani). in central Wamena. 1997. 



Figure 6-7. The Museum Bulim Pilamo (Baliem Pilarno Museum) in Wamena. 
1997. 



Figure 6-8. Nico Hal* cuving of the Dani myth of the dog 
that killed the snake and saved the village, 1997, 
(coileclion of Robyn Ropa). 



Figure 6-9. Nico Haluk ~~ng o f  a gapura and h y o  
(compound gate and lookout tower with bird on 
top), ca. 100 x 30 cm, when photognphed in the 
collection of the Bupaii of Wamena, I.B. Wenas, 
1997. 



Figure 6- 10. Dani men displaying murnmy, ( m w i )  at Akima, ~ & e m  Valley, 1997. 



Figure 6- 1 1 .  Koreka and honui souvenirs ( penis gourds 
decorated with marken glued on top of m a l 1  
ceramic honai (traditional highlands dwdl ing  of 
the Dani and other tribes), made by shop assistants 
in an art  and souvenir shop at the Hamadi market. 
Jayapun, 1998. 



Figure 6-12. K m a d  amfiunir figures as presented in a plate h m  deC1erq (1893:P)ate 
X)3N). 



Figure 6-13. Micha Ronsumbie, Amfimir, 1986, commission 
at the Irian Jaya Govanor's Office, layapura. 



Figure 644. Micha Ronsumbre, Amfimir, 1986, commission 
at the uian Jaya Governor's Office, Jayapura 



Figure 6-1 5 Micha Ronsumbre, carved door widi Eagle and Snake myth, 1995, 
Ca. 195 u 90cm. Coliecrion of John and Pip Moore. (Photograph: 
John Moore) 



Figure 6- 1 6.  Mic ha Ronsumbre, carved wall panel at the Loka 
Budaya Museum, Abepura. 



Figure 6-17. Micha Ronsumbre, carved window h m e  widi lotus motif for the Biak Buddhist 
temple, 198% (Photomak John Moore). 

Figure 6- 18. Micha Ronsumbre, painted concrete replica of a Biak canoe, 1995, Taman Budoya 
Irian Jaya (Irian Jaya Culture Park / Expo site), Waena. 



Figure 6-19. House painted by Soleman Karubaba (lefi), Argapura 
( suburb of Jayapura). 1998. 




