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PREFACE

The period during which I held a Sylvan C. and Pamela
Coleman Memorial Fund Fellowship at the Metropolitan Museum of
Art -- January through June, 1999 -- was an immensely productive
and enjoyable one. The staff and facilities at the Museunm,
especially in the Department of the Arts of Africa, Oceania, and
the Americas, could not have been more helpful in making my work
possible and, I believe, successful. Collegial relationships
that were easily established added immeasurably to the rich
resources available, and the whole experience gave me great
personal pleasure as well as professional accomplishment.

As will be evident below, I also owe an unpayable debt of
gratitude to the following individuals (or bodies) for their
generous hospitality, assistance, support, and collaboration
throughout my work related to the project: first and foremost, in
Basel: Frau Erna Liebeck Wirz, Herr Dadi Wirz, and Frau
Krassimira Drenska; also in Basel: Dr. Andrea Schmidt, Dr.
Christian Kaufmann, and Dr. Bernard Gardi; in Amsterdam, Utrecht,
and Harfsen: Dr. Fritz Cowan, Dr. Anton Ploeg, and Ms. Magda
Bolt; in New York: Dr. Mervyn Meggitt and Mrs. Joan Meggitt, Mr.
Douglas Newton, and Ms. Karen Lamberti; and in Providence: Mr.
Leroy White, President John Nazarian and Dean Richard Weiner of
Rhode Island College, the Rhode Island College Faculty Research
Fund committees, Dr. George M. Epple, and Patricia Hurley Hays.

In this report I will begin by presenting (Part I) the
background to the project, since the work performed during the
fellowship period was a continuing part of a larger endeavor,
begun in 1993. This sketch will be followed by (Part II), a
characterization of my activities and their results at the
Museum, and (Part III), a discussion of work remaining to be
accomplished and plans for the future. Thirteen appendices (Part
IV) will provide detailed information of various kinds that might
be useful in whatever applications Museum staff choose to pursue

resulting from this work.
g Wk
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PART I:
BACKGROUND TO THE PROJECT: Paul Wirz’s New Guinea Photographs

1993-1994:

"The Wirz Project" began with an amazing case of
serendipity. In the summer of 1993 Leroy White, a colleague at
the Rhode Island School of Design (RISD), invited my wife,
Patricia, and me to visit his studio in Providence to demonstrate
for us some computer software which scanned photographs
(including transparencies) to create databases for research and
publication. An especially appealing prospect was the ability to
enhance images that are overexposed, underexposed, or otherwise
less than ideal. My wife and I had made several thousand
photographs during our field research in the highlands of Papua
New Guinea in 1971-72 (and I had made several hundred more in
subsequent visits in 1981 and 1985), many of which were not
usable in their current state. We saw this as an opportunity to
make further use of these as well as the others.

As Leroy demonstrated the software using some of our New
Guinea slides, he reminisced about a Swiss artist who had been a
graphics instructor at RISD in the 1970s -- a man whose father
had been an anthropologist in New Guinea. He said the man’s name
was "Dadi Wurtz" (gigc). My jaw dropped.

At that time I had devoted the previous 25 years of my life
as an anthropologist to researching and understanding the peoples
of New Guinea (used here as a general term to include the current
Indonesian province of Irian Jaya and the independent nation of
Papua New Guinea). For nearly as long I had been intrigued by
Paul Wirz, a Swiss anthropologist who made numerous outstanding
contributions to our knowledge of New Guinea. He had published
prolifically on various New Guinea peoples -- some 19 books,
monographs, and museum guides; and 58 articles (see Appendix 12)
-- and I had read nearly all of these works. But the man himself
remained an enigma to me. In the history of Anthropology he had
been a minor figure, at least so far as American Anthropology was
concerned, and I had found little published about him. Yet
surely, I thought, he must have been a fascinating character to
have led such an extraordinary life.

From 1916 until his death (in Papua New Guinea) in 1955,
Wirz had been in the field -- in many parts of the world in
addition to New Guinea -- almost continually. In New Guinea, he
was what mountaineers call a "peak grabber," i.e., someone who
after making a first ascent "grabs" other nearby peaks to add to
the record books. 1In 1916-18 (see Map) he worked among the
Marind-anim of what is now Irian Jaya (then Dutch New Guinea) --
the first anthropologist (and still the only one) to engage in
long-term, intensive field research with them; in 1921, he was
among the Western Dani (again the first), also of Irian Jaya; in
1921 and again in 1926, he was the first at Lake Sentani in Irian
Jaya; in 1930, he switched his focus to what is now Papua New
Guinea (then the Territory of Papua) with a year’s stay in the
Papuan Gulf and Gogodala regions (the first anthropologist to
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study the Gogodala and numerous Gulf peoples); in 1949-50 he
became the first anthropologist to work with the Chimbu, Melpa,
and Enga peoples of the (Mandated Territory of New Guinea)
highlands, to which he returned in 1952-53; and finally, in 1949-
50, 1952-53, and 1955 he visited the Sepik River region -- not
the first, but among the earliest ethnographers in most parts of
the Sepik. His death there in January, 1955, came at a time when
more expeditions were anticipated (see Appendix 1 for a
chronology of Wirz’s New Guinea trips).

Wirz’'s seven New Guinea field trips yielded anthropological
treasures: over 3,000 published pages, including priceless
documentation of numerous cultures in the earliest stages of
contact with the Western world (see Appendix 12); at least 3,500
photographs and several reels of motion pictures -- again
constituting unique records of otherwise largely-unknown ways of
life; and thousands of objects, many of which have become
regarded as "classic" works of "primitive" art (see Schmidt
1998:264-294, [listed in Appendix 13] for a summary tabulation-of
over 4,000 Wirz New Guinea objects currently held in museums) .

How did he do it? As far as I could determine, he never
held a university or museum appointment, so his research trips
must have been self-supported. For years, then, I kept in the
back of my mind the idea of further research concerning Paul Wirz
the man, and perhaps essaying a scholarly biography. And now,
from Leroy White, I had a FAX number for his son, who lived at
the Wirz family home outside of Basel, where he was a faculty
member at the Basel Arts School.

I promptly sent a FAX to Herr Wirz, outlining my interest-in
his father’s work in New Guinea and expressing my hope that he
could inform me as to the whereabouts of his father’s personal
papers, in which I thought some of the answers to my questions
might lie. Dadi (as I now know him) replied graciously -- in
what I would learn was his: characteristic style -- in support of
my (very tentative) plans, inviting me to visit the family home
where his father’s papers were housed and to meet Frau Erna
Liebeck Wirz, the widow of Wirz, who lived there with Dadi and
his wife, the artist Krassimira Drenska.

In August of 1994, with assistance from a Rhode Island
College Faculty Research Grant, I made a brief trip to Basel and
Reinach, Switzerland, where I was made a welcome guest in the
Wirz family home. Given the short time available before resuming
my teaching duties at Rhode Island College, I hoped only to gain
a general sense of what might be found in Wirz’s papers, with the
idea of future visits to work with them more intensively. My
stay was delightful and highly productive, thanks to the
hospitality of my hosts and especially to the conversations with
Dadi and Erna (as she allows me to call her). The personal
recollections and anecdotes they provided added immeasurably to
the significance of what I found in the house.

The "Wirz papers" comprise letters, financial records, field
notebooks, typescripts, offprints, books, photograph albums,
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memorabilia -- a treasure trove, though one that at that time was
disorganized and scattered throughout the house. Some order was
being brought to these masses of materials by Frdulein Andrea
Schmidt, then a doctoral student at the University of Freiburg
who was writing her dissertation on Paul Wirz as an ethnologist
(see Schmidt 1996, subsequently published as Schmidt 1998).
Andrea (now a collaborator in our complementary researches)
visited the Wirz home while I was there and she, too, added
considerably to my rapidly-growing knowledge and appreciation of
what I was finding.

The materials in Reinach (and those I was informed were
housed in the (then) Museum fir V&lkerkunde in Basel (now the
Museum der Kulturen) far exceeded my expectations, in both
quantity and content. Given the fact that Wirz had published so
much during his lifetime, an especially exciting discovery was a
typescript, in German, of an unpublished book concerning Wirz’s
field research in the (now) Papua New Guinea highlands, my
primary area of expertise. The book (titled by Wirz Seltsamesg
Land, geltsame Mengchen, or ’‘Strange Land, Strange Peoplefl,
while written for a general audience, contains invaluable new
information regarding highlands peoples: in the very early stages
of contact with the outside world, and is especially illuminating
regarding the developing relationships between them and
missionaries and administrators. Agreeing to the importance of
bringing this work to the attention of Anglophone anthropologists
and historians, Dadi, as literary executor to his father’s
estate, generously allowed me to bring a copy of this typescript
back to Rhode Island and gave me permission to translate and edit
the book for publication. Thus I returned from my first visit to
the "Wirz family archive" greatly encouraged and convinced that
important new work could be done with this long-neglected and
hitherto-largely-unknown material.

1994-1996:

During the academic years 1994-95 and 1995-96 I worked on
the unpublished typescript, retyping it (in German) into a more-
than-500-page (double-spaced) new typescript (on diskette to
facilitate translation and editing), and pursued further support
funds for a second trip to Basel. It became apparent during this
work that I would need to return there to examine and photocopy
at least parts of Wirz’s field notebooks, correspondence, and
other materials in the Wirz family archive relating to the
research upon which the planned book was based, and to discuss
further her late husband’s work with Erna.

Also in 1995 I learned from Dr. Virginia-Lee Webb, of the
Department of the Arts of Africa, Oceania, and the Americas at
the Metropolitan Museum of Art (hereafter, "the Museum"), of
their acquisition of a number of photographs believed to have
been made by Wirz in New Guinea. In June of that year I made a
preliminary examination of these photographs (approximately
1,000) and judged the majority of them to be the work of Wirz,
Most of the photographs were mounted in albums of the type I had
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seen at the family home and I instantly recognized Wirz'’s style
of pasting in often-unrelated prints, seemingly with little
pattern. While I recognized many of the photographs from ones
previously seen in Basel and in Wirz'’s publications, others were
new to me (including many which appeared to have been made by
others). Virtually all of the Wirz photographs seemed to have
been made during Wirz’s earlier periods of field research, from
1916 to 1931, and thus were of no immediate relevance to my work
on the highlands book. (But more about these below -- at that
time I had no idea that four years later I would be working on
these very photographs.)

I was successful in receiving a second grant from the Rhode
Island College Faculty Research Fund, and in May, 1996, returned
to the Wirz family home. Fortunately for me, during 1995 as part
of her continuing research, Andrea Schmidt had organized most of
the Wirz materials, which made it much easier for me to ascertain
which of his field notebooks and diaries have survived and to
construct an inventory of them. I examined 125 field notebooks,
of which 21, totalling 926 hand-written pages, pertained directly
to the research which was the basis for the book I was
translating and editing. 1In addition, several hundred letters
were found in Wirz’'s papers, of which 36 concerned the research
in question, and several photograph albums were also examined.
Also discovered in the house were numerous rolls of film
(developed and undeveloped), raising the question of whether
these importantly complemented the collection of negatives and
prints that had been transferred to the Museum fir V&lkerkunde
following Wirz’'s death. Finally, seven more apparently-
unpublished typescripts were found (3-7 pages long each),
presumably intended for publication as journal articles.

Periodic trips into the city (Basel) were undertaken for purposes
of photocopylng most of these materials and consulting addltlonal
resources in the library of the Universitdt Basel, the
Ethnologischen Seminar, the Institut fir Ethnologle, and the
(then) Museum flur V&lkerkunde.

During Wirz’'s highlands field research he had collected many
ethnographic objects, and I learned that most of them had been
willed by Wirz to the Tropenmuseum in Amsterdam. Suspecting that
important documentary material for these collections might be
found there, I proceeded to the Netherlands at the end of May.
Brief trips were made to Utrecht and Leiden to consult with
colleagues and to examine published sources not available in the
United States, but the main focus of the trip was the
Tropenmuseum, where Dr. Fritz Cowan (curator for Oceania) gave me
complete access to the files concerning the Wirz collections
(totalling some 1,054 items, each with its own accession card and
a total of 43 pages of entry sheets). This trip was very
productive, yielding photocopies of most of this informatign.

1997-98:
In May and June of 1997, again with grant support from the
Rhode Island College Faculty Research Fund, I travelled to the
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University of California - San Diego, where the Melanesian
Archive holds microfiche copies of Papua New Guinea patrol
reports. These and other sources in that major collection.
provided important contextual information for the areas in which
Wirz had conducted field research, as my interests in Wirz
significantly began to extend beyond the unpublished highlands
boqk.

' The most important extension, so far as the project reported
here is concerned, was with the re-emergence of Wirz’s early New
Guinea photographs, not only as ancillary material to the bogk
project, but as important documents in themselves which need 'to
be organized and publicized for the wider community. Following
upon my perusal in 1995 of the Wirz photographs acquired by the
Museum, Dr. Webb and I discussed in mid-1997 the prospects of
documenting the collection towards a possible catalogue and
exhibit at some future date. She informed me of the availability
of fellowships at the Museum and encouraged me to apply for one
so that, drawing upon my knowledge to that point of Wirz’s work
in New Guinea and related resource materials, identification and
documentation of the photographs could be accomplished. Since I
was anticipating the possible award of a sabbatical leave from
Rhode Island College for academic year 1998-99, it seemed tha
the study of the photographs could be usefully incorporated into
my larger plans for research and writing about Wirz during the
sabbatical. Moreover, given my teaching duties, it would only be
during an extended leave of absence that I could spend the time
necessary in New York to complete such a task. In October, 1$§7,
I applied for both, and in early 1998 I was pleased and honored
to be awarded a Sylvan C. and Pamela Coleman Memorial Fund
Fellowship at the Museum for the period January-June, 1999, and a
sabbatical leave from the College for September, 1998 - July,
1999.

1998: .
With the anticipation of the sabbatical leave and fellowship
at the Museum, I travelled to Amsterdam, Basel, and Reinach in
July-August, 1998 (again with the support of a Rhode Island
College Faculty Research Grant) to determine the precise nature
and extent of the Paul Wirz New Guinea photograph holdings at tPe
Tropenmuseum in Amsterdam, the (now) Museum der Kulturen in
Basel, and the Wirz family home in Reinach, the three major
presumed repositories of Wirz’s New Guinea photographic
materials. (The V8lkerkundemuseum der Universitdt Zurich
possesses a collection of 175 prints of Wirz New Guinea
photographs [discussed in Koch 1997], but no negatives, according
to Andrea Schmidt [personal communication, 3 June, 1999].) I
also hoped to be able to make copies of all of Wirz’s New Guinea
photographs in those locations to serve as a reference set in the
eventual work with the Museum’s collection, but also as part of
the overall Wirz gQeuvre.

My timing was poor in one major respect: both museums were
effectively closed for July and August, .and the photograph
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collection at the Museum der Kulturen was in the process of being
rehoused; also, Dr. Christian Kaufmann, with whom I had hoped to
work at that museum, was away at the time. The Tropenmuseum’s
photographic archives include thousands of early New Guinea
photographs, but their holdings with regard to Wirz seem only to
include 107 prints of the Wirz objects willed to that museum
(Andrea Schmidt, personal communication, 30 July, 1998), the
negatives for which are said to be in Basel. 1In Basel, through
the kind offices of Dr. Bernard Gardi, I was given special
permission to peruse the photographic archives, but making copies
of the photographs was not possible at that time.

On current knowledge, it is not easy to determine exactly
how many Wirz New Guinea photographs are in the collection at the
Museum der Kulturen (see Appendix 2). Following Wirz’s death,
Dadi Wirz agreed to transfer to the museum a sizeable number of
his father’s negatives (and some prints as well) for temporary
safekeeping; according to Wirz’s will, all of his photographs
are to become the property of the Museum der Kulturen upon Dadi
Wirz’s death (Dadi Wirz, personal communication, 24 July, 199§).
According to the Inventarbereich Vb (Melanesien) [Museum der
Kulturen n.d.]), which records accessions to the museum by lpt
number and which I personally examined on 24 July, 1998, these
probably were lot 498 (755 black-and-white negatives from the
Marind-anim research, accessioned in 1955) and lot 942 (782.
black-and-white negatives from Marind and Sentani, no accessio
year recorded). These, together with previous accessions, should
constitute the Wirz New Guinea photographs currently held at the
museum. Previously-recorded accessions include: lot 135 (no -

date, from Wirz -- 71 black-and-white negatives from Marind), lpt
390 (1954, from Wirz -- 7 negatives from the Sepik), and lot 391
(1954, from Wirz -- 2 black-and-white negatives from the Sepik) .
Thus, according to this document, the museum holds 1,617 Wirz New
Guinea negatives. Andrea Schmidt (personal communication, 38
July, 1998) reported to me that Dr. Kaufmann had inventoried the

Wirz New Guinea photographic material in 1988 and found 477
"glass negatives"; an inventory she made in 1990 yielded "about
500" glass negatives and slides. Perhaps working with more
recent information, Kaufmann (personal communication, 22 May,
1998), said that there are 652 glass-plate negatives (almost all
9x12 or 13x18 cm) and 1,608 prints of Wirz’s early New Guinea
photographs, figures- which also are reported in a reference work
on ethnographic photograph collections in Switzerland (Commission
des musées de la Société suisse d’ethnologie / Museumkommission
der Schweizerischen Ethnologischen Gesellschaft 1997:373),
perhaps on the basis of information provided by Kaufmann. B.
Gardi (1997) gave a total of 1,608 Wirz New Guinea photographs,
i.e., 1,608 photographs made prior to 1945.

Kaufmann’s and Schmidt’s early inventories are reasonably
consistent with each other, but not with later figures. However,
these are less problematic than they initially appear when one
considers that, according to both Andrea Schmidt and Bernard
Gardi (personal communications, 24 July, 1998), all of Wirz'’s
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negatives have been copied and printed (an encouraging fact in
terms of future reproduction possibilities). Thus, while the
estimates of 477, "about 500," and 652 glass negatives may be
low, the total number of negatives ag well ag prints should be at
least 1,617. But this count is probably somewhat low. Schmidt
made a painstakingly detailed inspection of the museum’s Einlauf-
Journals, matching the records with actual negatives and prints,
tabulating 1,400 negatives and 26 prints, according to an
unpublished document she kindly provided to me (Schmidt n.d.).
Differences in counts for particular lots are due at least in
part to the fact that in some cases a single accession number was
given to what was in fact two, or even three, items. For
example, the Inventarbereich lists lot 498 as comprising 755
negatives, while Schmidt’s inspection of the actual objects
yielded 775 negatives (Schmidt n.d.:7-23); similarly, lot 135
includes 78 (70 negatives and eight prints) rather than 72 items
(Schmidt n.d.:3-5). Lot 942 is somewhat confusing, since Schmidt
(n.d.25-28) records only 456 negatives, rather than the 782
noted in the v

Since the document (Schmidt n.d y za an,unpubllshed.typescrlpt

it may be that my copy is missing" some pages.

In any event, it would seem reasonable to estimate that the
New Guinea photographic material at the Museum der Kulturen
includes over 1,600 items, although it is clear from Schmidt’s
analysis that this includes numerous duplicate negatives and also
photographs that were not made by Wirz.

The most exciting discovery during this trip (which largely
compensated for my otherwise-poor timing) was in the Wirz family
archive, where I located additional photographic material (see
Appendix 3 for a summary), including 487 glass plate negatlvgs
and 164 glass lantern slides of Wirz’'s early New Guinea
photographs (plus an additional 1,355 35 mm negatives and 268
35mm transparencies from his research trips in 1949-1955), and-12
reels of cine films. It seems likely that a very large number of
the early negatives (and nearly all of the later ones) have never
been printed before, and this was a truly astonishing find.

(At the time of this writing, a personal communication from
Dadi Wirz [16 July, 1999] has informed me that he "also found in
the house here a photo album of ca. 12 x 18 inches with lots of
PNG etc. photographs!" What other treasures remain to be
discovered?)

Upon my return to Rhode Island, I spent the period from
September through December working on translation, processing new
materials acquired in Europe, and preparing a substitute for the
reference set of prints I had hoped to paossess by that time.

This substitute comprised photocopies of all of Wirz’s New Guinea
photographs that I knew to have been published; these, at least,
could be matched against the photographs in the Museum’s
collection in order to provide confident documentation for what
was expected to be a substantial proportion of the collection.

As is evident from Wirz’s bibliography (Appendix 12; also
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see Schmidt 1998:295-306 for a complete version, including works
not related to New Guinea), and tabulations of known objects
collected by him and photographs made by him, the man was an avid
writer, collector, and photographer. He also was lucky (as are
we) in that he worked in a period when publishers were much more
generous than they are today with regard to illustrating books
and articles. Out of his 77 publications on New Guinea, only 21
contain no illustrations (a 22nd may be his 1919 doctoral
dissertation, which I have not yet seen) -- understandable in
many cases, such as book reviews, grammar sketches, and word
lists. The other 55 are often crammed with photographs and.
drawings (see Appendix 4), with as many as 392 illustrations-in
one book (Wirz 1934c), and totalling 2,698 illustrations. A
systematic search of all of these works yielded a total of 1,404
published photographs (including 136 not made by Wirz), 1,273
drawings (including at least two not executed by Wirz), and 21
maps (probably not executed by Wirz).

Throughout the months of September-December, I made
photocopies of all of these illustrations and subsequently
transported them to the Museum, where they were of enormous help
in identifying the prints in the Museum’s collection. While
these constitute a huge reference set, several points need to be
made to put them in proper perspective. First, it is not certain
whether any of the maps were actually executed by Wirz himself -
or whether all of the drawings (apart from the two explicitly
attributed to others) were his own, although a sizeable -
collection of his drawings survives in the Wirz family archive,
so we know that he was skilled in this area. These are not
points of serious concern at present since the Museum’s
collection includes only one print of a map (1992.417.903, which
was published in Wirz 1928a:unnumbered page), and no photographs
of drawings. Second, Wirz occasionally published photographs
made by others, usually explicitly attributed to them, but npt
always with the specificity one would desire. For example, in
one of his books he says (1928b:x): "Einige der Bilder wurden dem
Verfasser von der Bataviaschen Gesellschaft flir Kunst und
Wissenschaft in freundlicher Weise zur Verfligung gestellt; alle
anderen sind vom Verfasser selbst aufgenommen" (’'Some of the
photographs were obtained by the author through the kind offices
of the Batavian Society for Art and Science; all others were
taken by the author himself’). Unfortunately, he does not say
which were obtained from Batavia, although I was able to :
determine this through consultation of other sources (especially
Departement van Oorlog in Nederlandsch-Indié 1920). Third, of
the 1,404 photographs, more than 500 are of objects, and it is
not certain whether these were made originally by Wirz himself or
by staff members of museums and publishers (photographs of
objects are explicitly attributed to other photographers in Wirz
1954d, 1955a, and 1959; see Appendix 4). In the Museum’s
collection, apart from the map mentioned above, there are 34
photographs of objects (see Appendix 8). Given the uncertainty
of authorship, I considered it necessary to record these as
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"photographer unknown" on the identification worksheets. Fourth,
in many cases Wirz published "the same" photograph in more than
one publication (just as the Museum’s collection includes what. I
would regard as multiple copies of some photographs -- more about
that below in Part II). Assigning each illustration in my set of
photocopies a unique identification number, such "multiples" were
numbered XXXa, b, ¢, etc. And fifth, in addition to my
systematic search of Wirz’s publications, I sought Wirz New
Guinea photographs in works authored by others. 1In all, some 128
examples were found of photographs (usually) attributed to Wirz-
by other authors (although sometimes erroneously) and photocopies
of these joined the others (see Appendix 5). :

Thus the close of 1998 found me with a large stack of
binders containing photocopies of hundreds of Wirz’s New Guinea
photographs. These, along with various databases, went with me
to the Museum, where I began my fellowship period in January,
1999. I had come full circle, it seemed: (my wife’s and my) New
Guinea photographs had led me to Leroy White, who had led me to
Dadi Wirz, who had led me to (his father’s) New Guinea
photographs, which had brought me to the Museum.




PART II: Activities at the Metropolitan Museum of Art, January-
June, 1999 :

When I arrived at the Museum in early January, 1999, I found
that the photographs I had seen briefly in June, 1995, had now
been stored in four storage boxes (Boxes C9-Cl12) in the
Department of the Arts of Africa, Oceania and the Americas.- A
total of 1,110 photographs would eventually be assigned numbers,
1992.417.1 - 1992.417.1110; at that time 303 loose photographs
had already been assigned numbers and placed in protective mylar,
with the remainder numbered by me in the course of the fellowship
period. Of these others, 796 had been mounted (presumably by
Wirz) in nine albums; the remaining 11 were on loose pages,-
earlier removed by someone from these or other albums (see
Appendix 7 for current locations of all of these photographs) .

(Note: shortly prior to this time, the Museum received as a
gift from Dadi Wirz an additional album, containing 17 .
photographs. Of these, two are personal (of Wirz or of him and
Elisabeth), eight were probably made in Indonesia, and nine are
from New Guinea. While I identified and documented these
photographs, they have not yet been assigned Museum accession
numbers and are not included in this report.)

My primary responsibility, as I understood it, was to
identify and document each photograph, entering information on
previously-prepared "Catalog Worksheets." (Computerized versions
of 1,110 worksheets were deposited at the Museum at the close of
my fellowship period.) This information applied to 15 categories
on the worksheet, with the remaining categories to be addressed
by Museum staff. My judgments were based on a number of sources:
{1) for published photographs, information obtained from
published captions and/or accompanying text (in a very few
instances, "the same" photograph was published more than once
with different, sometimes contradictory, captions, but these
could usually be resolved by other clues such as those discussed
below); and (2) for others, various approaches were be used,
each of which -- in descending order of reliability -- warrants
comment and illustration.

{a) Information recorded on the photograph itself (usually
the reverse) or on an album page to which it was affixed was
helpful in many cases, especially when -- as in most instances --
such notations could be matched with samples of Wirz'’s
handwriting or that of Paul Baron de Rautenfeld, the other
photographer most represented in the collection (see Appendix 8).
However, notations on the photographs themselves were deemed more
creditable than those on album pages. For example, photograph
1992.417.802 is found in "Album #8," and next to it on the page
is written "Urama," in what appears to be Wirz’s handwriting.
Urama Island is located in the delta of the Era River in the
Papuan Gulf, and Wirz made a number of photographs there in 1930.
The photograph depicts a girl and a small child. The dress and
general appearance of the subjects, however, do not suggest those
of NORTH-EASTERN KIWAI people at all, but of Mafulu (FUYUGE)
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people of the Wharton Range in Northeastern Papua, an area never
visited by Wirz. Paul Baron de Rautenfeld visited the Mafulu in
1925, and at least 17 of his photographs of them are in the
Museum’s collection (see Appendix 8). Thus, on the appropriate
worksheet, I entered "probably P.B. de Rautenfeld" as the
Photographer, "probably Mafulu" as the Ethnic Group, "probably
FUYUGE" as the Language Group, and "probably 1925" as the Date of
Photograph. Other examples could be cited where it would seem
that Wirz (or someone else) removed a photograph from an album
and replaced it with another, not erasing the notation at the
same time.

{b) Recognition of localities or peoples based on my
general knowledge of New Guinea or the assistance of others
sometimes played an important role when no other information was
available. For example, photograph 1992.417.159 is a loose
photograph depicting two figures in woven costumes. No notations
are found on the photograph itself and, being "loose," there is
no reliable information regarding its original context, e.g., if
it had been removed from an album. However, Douglas Newton, when
I queried him about the photograph, drew upon his seemingly-
unlimited memory and knowledge of the New Guinea literature and
suggested that F.E. Williams (Government Anthropologist for the
Territory of Papua for many years) had published one similar to
it. Indeed, after scouring several of Williams’s publications, I
found in his report on the Orokolo people Plate 12 (Williams
1940: facing p. 80), showing two secluded initiates in woven
costumes -- seemingly identical to those in the photograph --
intended to shield them from the gaze of others. Williams had
done fieldwork in Orokolo between 1923 and 1937 (Williams
1940:xi), and Wirz had visited there from 16-23 November, 1930
(Wirz 1933c¢:156-169), as Rautenfeld also had in 1923 and 1925.
Giving the benefit of the doubt to Wirz, I identified the
photograph accordingly, with the possibility expressed that it
could have been made by Rautenfeld.

{c) Process of elimination, combined with (a) and (b), in
many cases allowed at least the narrowing of possibilities so far
as identifying the photographer was concerned. For example, on
the basis of general appearance and dress, the people in many
photographs could be identified as coming from areas such as the
Massim, Northeastern Papua, and Southeastern Papua never visited
by Wirz but included in Rautenfeld’s tours of 1923 and 1925. On
this basis (guided in large part by notations in what appears to
be Rautenfeld’s handwriting on the reverse of numerous prints),
at least 144 photographs from these areas were judged not to have
been made by Wirz, but in all probability by Rautenfeld (see
Appendix 8).

{d) Contextual clues, such as proximity to other photographs
when in albums, could be used, but only with considerable
caution. Sometimes a number of adjacent photographs would appear
physically to have been printed at the same time (judging from
paper types, tinting, recurrence of subjects, etc.), suggesting
(but not conclusively proving) at least the same photographer.
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However, so far as other inferences are concerned, as I had
noticed on my first examination of albums in the Wirz family
archive, Wirz seemed little concerned with organizing his albums
by locality, subject, or any other obvious criterion. For
example, the album I have called "Red ’'Eclipse’" (because of an
eclipse of the sun or moon represented on its red cover) contains
77 photographs. Handwritten on the cover (probably not by Wirz)
is "Asmats." The 77 photographs include the following as
eventually judged: 43 Wirz Marind; 16 Wirz Sentani; nine Wirz
Papuan Gulf; three Wirz unidentified Dutch New Guinea; and one
each of Wirz Dani, Wirz Motu, A.J. Gooszen Marind, Rautenfeld
Papuan Gulf, Unknown Mimika, and Unknown Papuan Gulf Object.
Regardless of the cover notation, it is difficult to find a theme
or pattern in such an assemblage.

{(e) Finally there is the most subjective consideration,
that of "stylistic" features. Dadi Wirz has suggested to me (and
I agree with him) that photographs made by Rautenfeld have a
"very different feel" compared to those of his father,
principally in terms of composition and subject matter. For
instance, many photographs otherwise identifiable as being made
by Rautenfeld include Papuan native police who accompanied him on
his travels; if Wirz was ever so accompanied he did not record
such on film so far as I know. Both photographers were inclined
to pose subjects, rather than to make "candid" shots, so this was
a point of little help. Otherwise it is difficult to state with
any precision what I (and Dadi) mean by "the feel" of a
photograph, but it was a factor, though the least influential, in
the identification process.

It must be stressed at this point that my identifications of
the photographs must be regarded as provisional. While in the
vast majority of cases, I am fairly confident of what is recorded
on the worksheets (though there are a number of "probably"
qualifiers included), I did not have access during the fellowship
period either to the reference set of copies I had hoped to make
from the known negatives in Basel or to the negatives themselves.
Undoubtedly when I do gain such access, some changes will need to
be made, most especially regarding identifying the photographer
as Wirz or Rautenfeld. Both men visited a number of areas and
peoples in common, and some misidentifications may have occurred.
In all of the discussion that follows, then, assertions regarding
photograph identifications should be read as always being
prefaced by (probably) .

A completed sample worksheet (i.e., completed with respect
to my assignment) is provided in Appendix 6; since it represents
virtually all of the points that arose in the process, a "walk-
through" will serve as a generalizable illustration.

Photograph 1992.417.247 is a loose photograph, currently
located in Box C-9. It was published at least twice (Wirz 1925a:
Tafel 23, Abb. 2; 1928b: Abb. 64), both times implicitly or
explicitly attributed to Wirz as the photographer. The captions
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indicate that "huts in Rohr" or a "Rohr settlement" are
represented. In addition, on the reverse of the Museum’s
photograph, in what appears to be Wirz’s handwriting, is noted
"Hitten u. Rohr" (’Huts in Rohr’). Rohr was the name given by
Wirz (1925a, 1928b) as referring to a settlement on what he
called the Torassi River (now called the Bensbach) in the border
area of what are now Irian Jaya and Papua New Guinea. The region
in which Rohr is located (according to a map supplied by Wirz
1925a) is one known in the ethnographic literature as inhabited
by the Kanum cultural group (described most fully in Nevermann
1939). For language identifications I have relied principally
for Papua New Guinea languages on Wurm & Hattori (1981), a
standard reference, although it is somewhat dated for Irian Jaya
languages; thanks to recent extensive work by Summer Institute of
Linguistics teams, I deferred mostly to Silzer & Clouse (1991)
for the latter. 1In this case, both sources agree that the
current language name for these people is KANUM (language names
are written in upper-case letters throughout this report). Wirz
(1928b:168-186) describes a visit to the settlement of Rohr from
18 January - 16 February, 1917, referring specifically to this
photograph in its second published version.

While this example was one of the easier photographs to
identify, I am reasonably confident of the vast majority of
identifications recorded on the worksheets (some can only be
determine with access to other materials, discussed in Part III
below) .

The collection as a whole can be characterized in a variety
of ways, both formally (see Appendixes 8 and 9 for two
possibilities) and informally. As I made my way through the
photographs I was reminded of a paper I heard delivered at a
professional conference sometime in the late 1960s. Jay Ruby, a
visual anthropologist, was reporting on a study he had made of
photograph collections solicited from colleagues, comparing
photographs made during field research with those by the same
photographers of their family vacations. He claimed to find no
significant difference: in both one found shots of landscapes,
family members, individuals (usually colorful) encountered, and
scenes of everyday life and special events. Whatever the
validity of Ruby’s findings (and it is difficult to think of much
else that might be photographed), Wirz’s photographs, at least,
have this diverse character. Landscapes; photographs of him in
the field, as well as Elisabeth (first wife), Vreni (daughter),
and Hanna (second wife); numerous posed portraits of local
people; everyday life and, especially, festivals -- all are amply
represented. (The Museum’s Rautenfeld photographs can be
characterized informally in the same way -- Ruby’s point?)

Whether one examines a given album page or Wirz'’s
photographs taken as a whole, they present the same general
impression: mostly haphazard and opportunistic, arguably the same
qualities that characterized his fieldwork and publications. Yet
there are examples of clearly-chosen topics or themes: e.g., the
anthropometric portraits made by Wirz of BIAK people
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(1992.417.627-635) ; or the many photographs made to depict the
various hairstyles used by Marind-anim to signify status in their
age-grade system (1992.417.39, 45, 46, 419, 429, 432, 468, 470,
486, 524, 573, 586, 647, 935, 1100, and 1110 for males;
1992.417.36, 460, 466, 475, 509, 519, 520, and 664 for females);
or depictions of scarification patterns on Marind women, again
symbols of age-grade status (1992.417.346, 386, 467, 476, 477,
493, 504, 517, 527, 532, and 620); or a sequence illustrating the
processing of sago .(1992.417.494, 496, 604, 613, 614, 616, and
667) .

Schmidt (1998:241-243) has suggested that Wirz was guided by
three main reasons for making photographs: scientific
documentation, a record of his travels, and a basis for his
planned publications. It is likely that the thematically-
oriented photographs such as those mentioned above were intended
as sheer documentation (although many also were published in
books for general audiences), as were many landscape scenes,
depictions of everyday events and certainly those of festivals.
Of course, "documentation" is a problematic term. First, whether
or not Wirz himself naively supposed that he was simply recording
what was objectively "there," all photographs are made, not
"taken." The simple act of aiming the camera is a result of
subjective choice, and of course what follows certainly is not
"objective." An especially useful example can be seen in
photographs 1992.417.511 and 1992.417.899, two copies of "the
same" image (from my point of view) -- a Dika Valley (WESTERN
DANI) man seated with a Dutch colonial government soldier
standing beside him. Schmidt has published this photograph
(1998:Abb. 11, p. 80) in the same form represented in the
Museum’s collection, but Wirz himself published it (1924a: Abb.
5, p. 47), having cropped out the soldier (a point made by
Schmidt). Whatever Wirz had "scientifically documented" in the
field, what was presented to the public was something different,
highlighting, perhaps, Wirz’s suggested third reason for
photography -- as a basis for his publications, with the
perceived interests of the general audiences for which he often
wrote guiding his selections (and cropping) as much as a concern
with "documentation." (This case, incidentally, points to one of
the special values of the Museum’s collection, viz., its
inclusion of many photographs in [what may have been] their
original state, prior to preparation for publication.)

Surely Wirz’s photographs in their sheer number suggest a
passion for recording his travels, whether for scientific or
other purposes. While he published a great many images, there
also are many in the collection that (almost certainly) were
never published and, argquably, never would have been if he had
lived longer. For example, Wirz (1933c:120-127) describes a Motu
festival he observed in the Port Moresby settlement of Hanuabada
during a visit in late August, 1930. In the Museum’s collection
there are at least 10 "unique" photographs (15 including
"multiple copies") almost certainly made at that time, but only
two of which (1992.417.778 and 1992.417.779 [and 904]) he ever
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published. One can well imagine that, like any of us caught up
in the moment of an exciting event, Wirz simply "snapped away,"
with a resulting voluminous record, but one that was highly
variable in terms of potential utility, given (at least)
aesthetic considerations of composition. (When I once commented
to Dadi Wirz that I thought his father was a good photographer,
he responded that he was not -- he simply took so many
photographs that some were bound to be "good.") This is not to
say, of course, that researchers from a later vantage point
cannot find documentary value in any record of an event no longer
observable. But one could say that Wirz’s photographs strike one
overall as those of a tourist (as Rautenfeld’s certainly do).
(With regard to technical matters, Andrea Schmidt and Dadi Wirz
both have told me [personal communications, July, 1988] that Wirz
had no training in photography, apart from whatever instructions
he may have received from shop owners when he purchased his
various cameras.) Nevertheless, they still contain a great deal
of evidentiary value, so long as they are approached with the
same caution as is necessary with any record, by anyone. In any
event, one can easily imagine the scene (described to me by Erna
and Dadi Wirz) of Wirz whiling away the evenings at home in
Switzerland -- impatient for his next field trip while he pasted
photographs in albums and recalled their creations.

More formally, the collection can be characterized in terms
of photographers, regions, and peoples represented (see
Appendixes 8 and 9).

Four identifiable photographers are represented, as are an
undetermined number of additional ones. On the basis of current
information, 102 (9.2%) of the 1,110 photographs were made by
individuals whose identities are not currently known. A
specialist on commercial photographers in the New Guinea region
during the period 1910-1960 might be able to suggest at least the
studios from which the 17 commercial postcards and seven
commercial prints were produced, but I have no knowledge on this
matter. Some of the 76 photographs designated as "Unknown
Photographer -- Prints" may be identifiable from the
Tropenmuseum’s records, particularly those 32 judged to be of
ASMAT, WESTERN DANI, Mamberamo (KWERBA and KWESTEN), Mimika
(KAMORO) , MOMBUM, and WAMBON areas and/or people. Further
archival research into Wirz’s biography may reveal who made the
five photographs of him in the field now designated as "Unknown, "
just as Rautenfeld’s diaries (Rautenfeld n.d.), lodged at the
Museum der Kulturen in Basel, may disclose who made the four
photographs of him in the collection. The remaining 35 prints
may have been made by museum or publishing house staff and,
again, may be identifiable through further research.

Apart from Wirz, three photographers are represented, H.J.T.
Bijlmer, Antony Jan Gooszen, and Paul Baron de Rautenfeld.
Bijlmer was a medical officer who accompanied Dutch
administrative exploratory expeditions in Dutch New Guinea,
especially the first part of the Overeem-led Dutch Scientific
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Central New-Guinea Expedition of 1920 up the Mamberamo River and
into the Swart Valley (see Bijlmer 1923a, 1923b); Wirz would join
the second phase of this expedition in the following year. The
eight photographs identified as being made by him (see Appendixes
8 and 9) derive from this expedition.

Antony Jan Gooszen was "a captain in the Dutch Indies Army
who commanded the exploration detachment for South New Guinea" in
1907-08 (Lamme & Smidt 1993:138) and (as Major Gooszen) was
Military Commander of Amboina and Ternate, "placed in supreme
command of the military exploration of South, West and North New
Guinea" in 1912 (Lamme & Smidt 1993:144), in which capacity he
led an expedition to the Northeast River in 1913. It was
probably during the first period that he made the four
photographs of MARIND and YAQAY peoples found in the collection.

Paul Baron de Rautenfeld is an extremely important
individual so far as this collection is concerned, with at least
284 (25.6%) of the photographs currently attributed to him.
However, at present my knowledge about him is so limited that
even the barest personal information -- birth and death dates as
well as nationality (almost certainly Swiss) -- has not been
entered on the worksheets. According to Andrea Schmidt (personal
communication, May, 1996), Rautenfeld worked for the British
government in China and then studied at Universitdt Zirich, where
he met Wirz and completed a doctoral dissertation (on a skull
from China) in 1928 (listed in Schmidt 1998:325). According to
Schmidt and also Erna and Dadi Wirz (personal communications
1996, 1998), Rautenfeld and Wirz never travelled together
(although there were plans at one time to do so), but they
corresponded with some regularity in the 1920s and 1930s. In the
collection is a commercial postcard (1992.417.55) sent to Wirz by
Rautenfeld from Rabaul, probably during his 1925 visit there.

Rautenfeld also shared copies of his photographs with Wirz
(whether Wirz reciprocated is not known at present), and they
surely would have had many experiences to share. According to
the notations frequently applied to the reverse of his
photographs, Rautenfeld was in New Guinea on at least three
trips. In 1923 he visited Port Moresby (including Hanuabada
[MOTU] ), the Massim (the Trobriand Islands [KILIVILA] and
Amphlett Islands [GUMASI]), and OROKOLO. He returned to Orokolo
in 1925 and also visited other locations in the Purari Gulf,
including Aird Hill [POROME], Ukiravi [PURARI], Urama [NORTH-
EASTERN KIWAI], Wapo Creek [NORTH-EASTERN KIWAI], Goaribari
Island [KEREWO], OPAO, and Kerema UARIPI; moving down the coast
of Southeastern Papua, he visited the RORO, MEKEO, KEHELALA, and
SUAU of Samarai and Logeia Island, and Wamira WEDAU of Milne Bay;
moving up the coast of Northeastern Papua, he visited the
BINANDERE, MANAGALASI, NOTU, OROKAIVA, MUKAWA, and NOTU, as well
as making a trip inland to the FUYUGE and KUNI; finally, he
appears to have visited the port town of Finschhafen (YABIM
speakers) and Rabaul (TOLAI) at this time. All of these peoples
are represented in the Museum’s collection, some by only one or a
few photographs, but others by sizeable numbers.
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Just as Wirz would follow Rautenfeld into the Papuan Gulf in
1930, Rautenfeld succeeded Wirz in the Lake Sentani region in
1929, visiting the DEMTA, KAYUPULAU, NAFRI, SKO, and YOTAFA
people as well as the SENTANI, and -- like Wirz and all
travellers of the period -- used Manokwari (where he photographed
BORAM or HATAM speakers) and Biak Island (BIAK) as points of
arrival and departure. All of these peoples, too, are
represented in the collection.

Like Wirz, Rautenfeld was a major donor of ethnographic
objects to the (then) Museum fir Vdlkerkunde in Basel; objects
from his New Guinea trips were acknowledged in reports for 1926,
1931, 1944, 1945, and 1957 (Sarasin 1929, 1933; Speiser 1944-45,
1946; Biuhler 1958), and the total recorded from his New Guinea
travels alone is several hundred objects. Again resembling Wirz,
Rautenfeld donated photographs to the (then) Museum fir
V8lkerkunde in Basel. According to published figures (Commission
des musées de la Société suisse d’ethnologie / Museumkommission
der Schweizerischen Ethnologischen Gesellschaft 1997:374), the
Museum der Kulturen holds 1,345 negatives and 1,413 prints made
by Rautenfeld in New Guinea (including the Solomon Islands). My
own examination of the Inventarbereich Vb (Museum der Kulturen
n.d.) in 1998 indicated a total of 1,413 Rautenfeld negatives and
two prints accessioned beginning in 1932.

The collection of the Museum der Kulturen was drawn upon by
others in publishing Rautenfeld New Guinea photographs, with
Hauser-Schdublin publishing eight (1989: Illustrations 53 and 54,
p. 326; 241, p. 563; 242, p. 564; 243 and 244, p. 566; and 253,
p. 670) and Kaufmann 24 (1975: Illustrations 116-124, 135-136,
139-147, 152-154, and 157, unnumbered pages). Wirz himself
included in one of his books three photographs attributed to
Rautenfeld (Wirz 1933c: Illustration 18, facing p. 65; 35, facing
p. 145; and 47, facing p. 193). The very sizeable number of
Rautenfeld photographs in the Museum’s collection was an
unexpected bonus and will repay further study.

Wirz is believed to have been the photographer of 712
(64.1%) of those in the collection, representing 588 "unigue"
images (i.e., those without what I regard as multiple copies); of
the 712, 334 have been published (see Appendix 8). It has not
been possible on current information to identify 82 of these Wirz
photographs (73 unique images) beyond general regions, such as
Papuan Gulf, North Coast, etc. However, the remainder have been
identified as having been made among at least 26 different
language groups in New Guinea, with some (BAMU KIWAI, MANDOBO,
MOI, MOMBUM, POROME, and SKO) represented only minimally, with
one photograph each, but others very well, such as MOTU, with 40
(29 uniqgue); NORTH-EASTERN KIWAI, 44 (36); GOGODALA, 53 (32);
SENTANI, 98 (78); and MARIND (including BIAN MARIND), 234 (206).

One point of interest is how representative the Museum’s
collection is of Wirz’s New Guinea photographs, although of
course there is no reason to suppose that it necessarily would
be. We do not know how this particular collection came to be
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formed, i.e., why these particular albums (and loose photographs)
happened to be in the lot obtained by the Museum. As mentioned
above, other albums exist, such as the ones I perused in the Wirz
family home in 1994 and 1996 (the Museum acquired its collection
in 1992). One must acknowledge initially that the collection is
biased since, with only eight exceptions (1992.417.89, 513, and
860 identified as BENA BENA or GAHUKU; and 1992.417.788, 794,
800, 801, and 915 identified as TOLAI), it derives from Wirz’s
first four New Guinea tripsg, i.e., the period from 1916-1931.
Thus, the question we should ask is how representative the
collection is of Wirz’s photography in the "Marind" (construed as
including all of southern Dutch New Guinea), "Mamberamo/Dani"
(including north coast and northwestern Dutch New Guinea,
"Sentani" (including YOTAFA), and "Papuan Gulf" (including Port
Moresby and Daru) regions.

Even with this narrowing of focus it must be kept in mind
that we are dealing with incomplete and sometimes inconsistent
information, despite the best efforts of Andrea Schmidt and
others. Moreover, as discussed above, new discoveries are
continually coming to light, especially as the (so-far-
unmeasured) depths of the Wirz family archive are plumbed.
Nevertheless, the Museum’s collection needs to be put into some
perspective regarding its representativeness, so an attempt will
be made.

Restricting our attention to the question of how many Paul
Wirz New Guinea negatives are known to exist in the two principal
collections -- those in the Museum der Kulturen in Basel and the
Wirz family archive -- again we can only estimate (see Appendix
10) . With respect to the museum, the Inventarbereich notations
imply that their collection might include ngo negatives from the
Mamberamo/Dani or Papuan Gulf areas (including Port Moresby) .
Under 'Region’ and ’'Ethnic Group’ the only notations that appear
are 'South Coast,’ ’'New Britain,’ ’‘Gazelle Peninsula,’ ’'Trobriand
Islands,’ ’Sepik,’ ’'Marindanim,’ and 'Sentani.’ This would appear
almost certainly to have been error, or at least
oversimplification, on the part of the person who identified lots
when they were accessioned. Kaufmann (1975: unnumbered pages
[34-35]) provides captions and other information for seven Paul
Wirz Papuan Gulf photographs and one Paul Wirz Port Moresby
photograph published in that book. In each case he gives museum
accession numbers for them (F Vb 7437, 7443, 7459, 7460, 7461,

7464, 7466, and 7491). While these numbers do not appear as such
in the Inventarbereich, Schmidt (n.d.:21) lists them as included

in Lot 498, the whole of which was identified in the inventory
report as "Marindanim." Similarly, Schmidt (1998:350) lists two
Paul Wirz Papuan Gulf photographs she published with Museum der
Kulturen numbers. Obviously, the figures given in Appendix 10
for the Inventarbereich are of little use in this context (e.g.,
the lumping of "Marindanim" and "Sentani" as a designation for
Lot 942 makes it impossible to determine how many of the
negatives were from each of those categories).

Schmidt’s (n.d.) analysis is the only source with the

18




specificity we require, and with Lot 498 it clarifies the
situation with regard to the Papuan Gulf. Where the
Inventarbereich recorded this lot simply as "Marindanim, " Schmidt
found 368 Papuan Gulf negatives there. However, Lot 942 again
poses problems. Not only does Schmidt record 326 fewer negatives
for this lot than does the Inventarbereich, but 315 are listed by
her (n.d.:28) simply as "33.735-34049" [sic], with no further
information. They may be from Sentani and are indicated as
questionably so in Appendix 10.

The best estimates we can make from these sources, then, for

the holdings of the Museum der Kulturen -- including duplicates
and negatives of photographs of objects --are:
"Marind" at least 574 negatives
"Mamberamo/Dani™" at least 31 negatives
"Sentani" at least 315(?) negatives
"Papuan Gulf™" at least 368 negatives

With regard to the Wirz family archive, what information we
have is based on my own perusal of all of the locateable Paul
Wirz New Guinea photographic materials in the archive on 26 July,
1998 (see Appendix 3). Of the 194 glass plate negatives in the
archive corresponding to the four categories considered here (an
additional 163 glass lantern slides may include at least some
images for which there are no negatives, but this is not known at
present), the following breakdown can be provided:

"Marind" at least 22 negatives
"Mamberamo/Dani" at least 7 negatives
"Sentani" at least 165 negatives
"Papuan Gulf" 0 negatives

Thus, again stressing that only RSTIMATES can be made from
these sources of information (and keep in mind that duplicates
are included in figures for the Museum der Kulturen), known Paul
Wirz New Guinea negatives for these four categories include:

"Marind" perhaps 600
"Mamberamo/Dani™" perhaps 38
"Sentani" perhaps 480
"Papuan Gulf" perhaps 368

One further source of clues lies in the information we
currently have regarding published Paul Wirz New Guinea
photographs. Basic figqures for such are provided in Appendix 4
("Illustrations in Paul Wirz Publications on New Guinea") and
Appendix 5 ("New Guinea Photographs by Paul Wirz in Publications
by Others"). Examining my photocopies of all of these published
photographs, I tabulated totals for the four categories we are
considering here. Since the concern is with how many negatives
were employed in these publications, I have eliminated multiple
publications of "the same" photograph, leaving only the number of
unique images published in each category, which should add to our
knowledge of how many negatives existed at least at some point in
the past. These numbers do not, of course, indicate how many
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negatives per se existed, since many were never published (as
indicated, e.g., by the photographs in the Museum’s collection
that seem never to have been published [see Appendixes 8 and 9}).

PUBLISHED photographs by Paul Wirz include the following:

Total Number "Unique" Images

"Marind" 375 270
"Mamberamo/Dani" 69 57
"Sentani" 170 111
"Papuan Gulf" 154 96

It would seem from these figures that if one estimated the
size of Paul Wirz's goriginal oeuvre of New Guinea photographs
(with respect to his trips from 1916-1931) on the basis of
negatives known to exist at present, one would under-estimate
only those for the "Mamberamo/Dani" category. While only 38
negatives are known to exist for that region, at least 57 unique
images have been published, leaving the whereabouts of at least
19 negatives currently unknown. For the other categories, it
would appear that sizeable numbers of images were never
published, even when one considers that the numbers of known
negatives include duplicates: for "Marind," 270 published vg. at
least 600 known negatives; "Sentani," 111 vg. perhaps 315; and
"Papuan Gulf," 96 vs, at least 368. (It may or may not be the
case that all of the images in these three categories correspond
to known negatives.)

With these estimates -- crude as they are -- we can now
guess at how representative the Museum’s collection is likely to
be, i.e., if one had a print from each of the negatives Wirz made
in New Guinea from 1916-1931, how would such a collection compare
to that in the Museum?

In Appendix 11, I make an attempt in that direction.

In all, there are 580 unique images from Paul Wirz’‘s 1916-
1931 photographic activities in the Museum’s collection,
including 30 which so far have not been identified beyond "Irian
Jaya," "New Guinea," and "Papua New Guinea" (see Appendix 8), but
all of which derive from this period.

With respect to "Marind" photographs, a maximum collection

might include at least the 270 unique images published by Wirz or
others and perhaps as many as 300 or so more that have never been
published, i.e., assuming that the "perhaps 600" known negatives
include all of those for the published images. On the other
hand, the known negatives include duplicates -- possibly as many
as one-half of the total, given that both Andrea Schmidt and
Bernard Gardi informed me that all of the original negatives had
been ¢opied and printed (personal communications, July, 1998).
If we assumed this, the total number of known "Marind" negatives
would drop to "perhaps 300," very close to the number of unique
images published. By this count, the Museum’s collection of at
least 243 unique "Marind" images (plus eight more of Marind
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objects, making a total of 251), is near (83.6%) what would
constitute a maximum collection. However, an additional piece of
information has been gained through this exercise, affecting this
conclusion as well as earlier estimates given above. Including
objects, 96 of the Museum’s 251 unique Marind images correspond
to those published; i.e., 155 are unpublished images. Thus, we
can add these to those known to have been published for a total
of at least 425 (155 + 270), rather than simply say "perhaps
600." If the total of known negatives is only "perhaps 300,"
this (425) may be close to the actual number of original
negatives, with the Museum’s collection now representing 59.1% of
a maximum collection.

The "Mamberamo/Dani" images appear to be very well
represented in the Museum’s collection, with at least 55 (plus
one object) unique images, corresponding to the 38 known
negatives and 57 used as the basis for publications. Again, new
information becomes available, since of the 56 Museum’s images,
only 35 are known to have been published. Thus, 21 can be added
to the negatives underlying the published images for a total of
at least 78 original "Mamberamo/Dani" negatives, instead of "at

least 57." If this is close to the original number, the Museum'’s
collection represents nearly three-quarters (71.8%) of the total.
As with "Marind," "Sentani" appears initially to be poorly

represented in the Museum’s collection, with 92 unique images
(plus six of Sentani objects) compared to perhaps 480 known
negatives, for only 20.4% representation. The number 480,
however, includes duplicates, at least with respect to the 315(?)
negatives in the Museum der Kulturen. If one supposed that only
half of these 315 were unique, the total would be reduced to
"perhaps 323" (158 + 165 from the Wirz family archive). Using
this figure, the Museum’s collection represents about 30.3% of a
maximum set. An earlier estimate again can be revised; since
only 77 of the 98 Sentani images have been published, 21 can be
added to 111, for an estimated total of at least 132 original
"Sentani" negatives, with "perhaps" as many as 480.

Finally, with the "Papuan Gulf" -- the second-most-numerous
body of photographs in the Museum’s collection -- there is a
total of 160 (plus 15) unique images, corresponding to less than
one-half (47.6%) of the 368 known negatives. Again, though, if
we halved the latter number to 184, the figure would increase to
95.1%! But yet again a refinement can be made in our estimates.
Only 64 of the 175 unique images in the collection correspond to
published photographs, leaving 111 unpublished. Adding these to
96 gives a total of at least 207 "Gulf" negatives in Wirz'’s
original geuvre, larger than the probable number of unique known
negatives, but lowering the apparent representativeness of the
collection to perhaps 84.5%, still a very impressive proportion.

Stressing again the roughness of the estimates we can make
on present information, it would seem that a maximum collection
of Wirz New Guinea photographs from 1916-1931 would include at
least 842 unique images, while that of the Museum includes 580,
or 69% of such an ideal assemblage. Considering the degree of
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arbitrariness undoubtedly involved in this particular ensemble
having come together, one could say that the Museum’s collection
is a surprisingly representative one.

Two additional points should be made regarding noteworthy
features of the Museum’s collection. The first is that out of
the 588 unique Paul Wirz New Guinea images, only 272 are known to
have been published, by him or others. Thus, 316 previously-
unpublished images are included in the collection. Even if the
wider world were familiar with all of Wirz’s published New Guinea
photographs, this represents a very sizeable body of new
material, to be appreciated for its extraordinary value to
researchers as well as its aesthetic qualities.

Second, an unexpected "bonus" might be seen in the New
Guinea photographs by Paul Baron de Rautenfeld, numbering some
284 images (259 of them unique), only 27 of which have been
published. While these are of documentary value in themselves,
they also importantly complement the photographs by Wirz, both in
representing peoples and areas never visited by Wirz (see above)
and in their portrayals of those Wirz visited and photographed at
different points in time, with Rautenfeld preceding Wirz to the
Papuan Gulf and following him to Lake Sentani and the North Coast
of Dutch New Guinea. For all of these reasons, bringing to light
these photographs is a major contribution of the Museum’s
acquisition of this collection (another case of serendipity!).
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PART III: Work Remaining and Plans for the Future

Just as the fellowship project was part of an ongoing,
larger one, so it will continue. Much remains to be done with
regard to identifying and documenting the Paul Wirz photograph
collection to improve on what has been accomplished so far.
First, 72 Wirz photographs and 84 Rautenfeld ones have been
identified so far only to the degree of regions (sometimes broad)
represented -- an embarrassingly large total of 156 photographs
(more than 10% of the collection); more precise determinations
need to be made in these cases. Second, I undoubtedly have erred
on occasion in identifying the photographer as Wirz when it
should have been Rautenfeld, and the converse. This almost
certainly happened with respect to some images from the Papuan
Gulf, though probably not with other areas. These need to be
corrected. Third, much more needs to be learned about
Rautenfeld, given his representation in the collection (with 284
photographs currently identified as his, or 25.6% of the whole).
At the very least, a chronology like that provided for Wirz
(Appendix 1) needs to be established.

Some steps have already been initiated towards these ends.

I have again been successful in obtaining a grant from the Rhode
Island College Faculty Research Fund, including support for
printing photographs and for travel to Europe. Amassing a
reference set of Wirz’s (and Rautenfeld’s) New Guinea photographs
remains a high priority, especially with regard to the ones by
Wirz in the Wirz family archive, the vast majority of which have
never been printed. Paying special attention to the 487 glass
plate negatives, which are fragile and of the greatest historical
value since they derive from 1916-1931 research, my first goal is
to make contact prints of the 291 ethnographic photographs, with
the personal ones and those of objects (the latter not
necessarily made by Wirz) assigned a lower priority. Ideally,
all of the negatives in the archive would be printed, including
the 1,355 35mm negatives from Wirz'’s later New Guinea trips.

They will be, as funds become available. With respect to the
first 291, agreement has already been reached with Dadi Wirz to
begin the printing process, probably sometime in late 1999 or
early 2000. Plans also are being formulated to obtain grant
support to make prints from the copy negatives of the Wirz and
Rautenfeld New Guinea photographs held at the Museum der
Kulturen. This will necessitate collaboration among Dr. Kaufmann
at the museum, Dr. Virginia-Lee Webb at the Metropolitan Museum,
Dr. Andrea Schmidt, and myself.

Travel plans include a trip in May and June of 2000 to
Amsterdam, Basel, and Reinach. In Amsterdam I hope to examine
the photograph archive at the Tropenmuseum to determine the
nature and scope of its holdings of Wirz New Guinea photographs
and also to familiarize myself better with the work of other
photographers in New Guinea, especially the Marind, Western Dani,
and Sentani areas. In Basel and Reinach I plan to work more
intensively with accession records and other documents to develop

23




a complete reference catalogue of the relevant photographs. Also
in Reinach further interviews need to be conducted with Erna
Liebeck Wirz and Dadi Wirz, for biographical and other details.
In Basel, too, if copies of Rautenfeld’s diaries held there
(Rautenfeld n.d.) have not been obtained by then, I will seek to
copy at least those portions relating to his New Guinea travels.

With respect to the larger "Wirz Project," work still needs
to be completed with the translation and editing of his
unpublished book, Seltsameg Land, seltsame Menschen. This, along
with other related writing projects, will continue during the
next few years.

The photographs cry out for exhibition and publication. I
already have participated in an invited planning meeting (20-22
June, 1999) at the Hood Museum at Dartmouth College, where they
hope to mount an exhibition of Papuan Gulf art sometime in the
next two years. I have been asked to provide a catalogue chapter
concerning the Papuan Gulf photographs of Wirz and Rautenfeld,
and preliminary inquiries have been made regarding incorporating
in that exhibition some of the photographs in the Museum’s
collection and from the Museum der Kulturen. This is a start,

" but many more possibilities can be envisioned.

Ideally, one or two exhibitions would be mounted by the
Metropolitan Museum, perhaps jointly with the Museum der
Kulturen, focusing on selected photographs by Wirz and
Rautenfeld, separately or together. I would be pleased to be a
part of planning such exhibitions and contributing in whatever
way I could to associated catalogues. I strongly feel that the
Museum has a valuable resource in this photograph collection, but
one whose value is extremely limited if confined to storage rooms
for use by occasional scholars. Small efforts have already been
made to apprise others of the existence and nature of this
collection, in a work-in-progress presentation I gave at the
Museum on 6 April, 1999; a briefer one to the Visiting Committee
of the Department of the Arts of Africa, Oceania, and the
Americas, on 19 May, 1999; and my presentation at the Hood Museum
planning meeting. But these are small venues. The level of
interest shown on these occasions only reinforced my conviction
that the Paul Wirz collection is one that will be appreciated by
a much larger audience, and I hope it can be made available to

them in the near future.
T VS i e
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APPENDIX 1
CHRONOLOGY OF PAUL WIRZ’S SEVEN NEW GUINEA TRIPS

Paul Wirz made seven field trips to New Guinea -~ three
major ones to Dutch New Guinea (now Irian Jaya), and four to what
is now Papua New Guinea (one to the [then] Territory of Papua,
and three to the then-Mandated Territory of New Guinea, with the
Papuan trip including a brief revisit to Dutch New Guinea). 1In
Wirz’s scholarly publications he virtually never identified the
dates on which these field trips occurred (not uncommon in the
anthropological literature of those decades), although for many
reasons -- including the full identification of photographs --
this is important information. Also, Wirz’s obituarists
(Antiquity and Survival 1955; Blhler 1955a, 1955b; Glick 1954-55;
Herrmann 1955a, 1955b; Hinderling 1956, and Tichelman 1955) give
only the most general information about Wirz’s travels.

Fortunately, Andrea Schmidt has painstakingly examined many
hundreds of documents in Wirz’s unpublished papers, including
correspondence, which is almost always dated and otherwise
provenienced. Her citations of this correspondence (1998) are
most useful in reconstructing the chronology of his New Guinea
(and other) field trips, and constitute a major source used here.
We also are fortunate in that Wirz published a number of books
for the general audience, often im a diary format, which provide
valuable supplemental clues; these are the second major source
used in this account. (I have examined many of Wirz’s field
notebooks from the Wirz family archive, and they are occasionally
of help, but pages dealing with various topics are rarely dated.)
Many gaps remain in our knowledge of Wirz’s activities but much
has been learned. Here I present my best information at present,
being mainly concerned with dates and places (adding current
language names in upper-case letters to place names, the latter
being rendered in Schmidt’s or Wirz'’s orthography); dates and
time periods are highlighted in bold print. References to Wirz’s
publications resulting from these various trips are not includeqd,
apart from the books used as direct sources, but may be found in

Schmidt’s narrative account of Wirz’s professional life.
e e

FIRST: September, 1915 -- May, 1918

Wirz married his first wife (and older cousin), Elisabeth,
in 1912 in Zlirich, where he took courses in various sciences,
trying to find a profession that would satisfy him. A trip by
the couple to North Africa in 1912-13 seems to have triggered
what would become a lifelong wanderlust in Wirz (Schmidt 1998:23-
25, 28-29). This tour, together with studies at the Universitit
Zirich in 1914-15 where he attended lectures by anthropologists
Otto Schlaginhaufen and Hans Jakob Wehrli, appears to have
pointed him to the only profession which could satisfy his
passion for "the primitive" -- anthropology, especially with
field research in tropical areas (Schmidt 1998:29-30; see also
Kaufmann 1992:142). According to Kaufmann (1992:142):
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the keen observations and the photographs of

[Schlaginhaufen, from his 1907-09 collecting trips to New

Guinea) apparently directed Wirz’s attention to eastern New

Guinea and the Bismarck Archipelago. But it was wartime,

and those connecting regions (then under Australian control)

were not readily accessible to German-speaking Europeans.

In the late summer of 1915, Wirz and his wife Elisabeth

instead traveled to Indonesia, as well as to Northwest New

Guinea, then both under Dutch colonial jurisdiction.

According to Schmidt (1998:35), the couple arrived in Java
in August, 1915. The next months would constitute the first of
many stays for Wirz in what was then called the Netherlands (or
Dutch East) Indies, and during it he established relationships
with the Bataviaasch Genootschap voor Kunst en Wetenschapen,
which would later be an important source of photographs for Wirz
as well as a conduit for publications. After outfitting
themselves with supplies, the Wirzes set sail at the end of the
year, initially planning to go to the Humboldt Bay area of
northern Dutch New Guinea, but they changed their minds and
sailed through the Indies to Merauke, on the south coast, the
main administrative center for the Marind-anim people (also known
in the early literature as Kaya-kaya and Tugeri). (According to
Andrew Schmidt [personal communication, May, 1996], an Australian
on board the ship recommended the south coast to Wirz because the
people there were "wild.")

Kaufmann is in error when he states (1992:142) that "from
the autumn of 1915 to the spring of 1918, the couple made their
home with the Marind-anim." Schmidt’s documentary evidence makes
it clear that it was at the beginning of 1916 that they arrived
in Merauke, which they would use as a base for the next three
years, leaving New Guinea in January, 1919 (Schmidt 1998:37-47).
(Again according to Schmidt [personal communication, May, 1996],
Wirz wanted immediately to go inland but there was no
infrastructural support for work there and it was regarded as too
dangerous; local missionaries persuaded him to work with the
Marind-anim instead.) During this time, Elisabeth spent most of
her time in Merauke while Wirz traveled widely throughout the
region (despite the inconveniences and hazards of doing so). He
worked most intensively with speakers of the MARIND language, and
drew heavily upon the knowledge of the Marind acquired by the
Missionaries of the Sacred Heart Pater M. Neijens, who had
founded the mission there in 1905 (Boelaars 1992:38) and Pater
Petrus Vertenten, who had begun his work there in 1909 (Boelaars
1992:39; also see van Royen 1996). It is ironic that while Wirz
despised missionaries in general throughout his life (according
to Erna Liebeck Wirz, his widow, and Dadi Wirz, his son [personal
communications, 1994 and 1996]), his debt to these men for
information as well as logistical assistance is undeniable
(Schmidt 1998:38). In April, 1918, the Wirzes were back in Java,
apparently planning to return to Europe, but with the war still-
ongoing, they returned to Merauke (Schmidt 1998:44-45).
Throughout this very long period of field research, Wirz seems to
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have found it difficult to stay in one place, especially Merauke
and the beach settlements, whose inhabitants had been
considerably influenced by government pacification and
missionization. Ever in search of the "wahren Natur" ’genuine
Nature,’' i.e., ’'true (natural) people’ (Schmidt 1998), Wirz
visited (usually for brief periods) BIAN MARIND, YELMEK, MOMBUM,
KIMAGHAMA, KANUM, LOWER MOREHEAD, TONDA, and YEY speakers.

Schmidt’s evidence provides a number of dateable reference
points to chart Wirz’'s movements during this first New Guinea
expedition; many gaps exist, but any information is useful.
According to her (Schmidt 1998:37-47), Wirz began his work in the
MARIND-speaking beach settlements of Novari, Imbuti, Evati, and
Jobar in early 1916; also around then, in March, 1916, he
observed festivals in Kumbe and began learning the MARIND
language. Shortly thereafter, in April, 1916, he visited the
MARIND settlements of Okaba and Wendu, and in mid-1916 made his
first extended trip into the interior, up the Maro River to the
mouth of the Obat (Oba) River, home of YEY speakers. He made a
similar exploratory trip up the Kumbe River (MARIND speakers) in
July-August, 1916, and a trip up his "third river," the Bian, in
November, 1916, for his first encounter with BIAN MARIND
speakers. (BIAN MARIND is regarded by linguists as a separate
language from MARIND, although the two peoples share many
cultural features [Wurm & Hattori 1981, Silzer & Clouse 1991].)

Christmas, 1916 was spent in the MARIND settlement of
Domandeh, followed shortly thereafter in Jamuary, 1917, by
another trip, taking Wirz to the eastern MARIND settlements, such
as Kondo, KANUM settlements, and across the border to the LOWER
MOREHEAD and TONDA speakers of the (then) Territory of Papua. In
early 1917, Wirz made another tr<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>