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Abstract

This project explores the expression of place as it is made

manifest in the tourist art and souvenirs of formerly colonial

cultures.

Susan Stewart, On Longing 1985, sets souvenirs into two

categories, the Sampled which include things like sea shells,

pebbles, dried flowers; and the Representative which includes

miniatures, postcards and other artefacts. This project refines

this grouping to reveal a third category, the Crafted which

consists of artefacts made from endemic media by artists and

crafts people of the souvenired destination.

This investigation explores the function of souvenirs as

representative of the producer's environment, the exchange

of that representation through the activity of tourism and the

structure of the subsequent narrative invested in the artefact

by the tourist. It begins with an overview of tourism, the

history of tourism and souvenir collecting.

The thesis then investigates the European collection of 'other'

cultures, exploring the reception of exotic artefacts gathered

by very early explorers and their relationship to fine art. It

goes on to examine the meaning of these collections and the

way they enhanced the collectors social status in the light of

the developing colonial project.

The thesis then examines the relationship between tourism

and anthropology and identifies common links between

ethnographic artefacts and souvenirs. Citing examples from

anthropologist, working in Australia during the first half of

the last century, this thesis argues that the relationship

between anthropology and tourism is sustained in the activity

of present day tourism.

Positing the idea that tourism and souvenir collection is

structured along the same lines as the fetish, this thesis then

shows how fetishistic desire is the structural cornerstone in

the activity of souvenirs.



In chapters 4 and 5, utilising primary research conducted in

Australia, the thesis examines the serial production of

souvenirs and makes clear by examples the process by which

culture is inscribed and perceived by the maker and collector

respectively. This is demonstrated by bringing together a

number of case studies, looking at a range of artefacts

presented within the museogallery system. Starting with an

example of Aboriginal art from Alice Springs it shows how

the tourist' demand for 'authenticity' is established according

to the location and display of the artefact.

A second case study closes in on the questions raised by the

first through a study of indigenous artefacts from the

Canadian West Coast. Both studies involve the transition of

moribund tools into representations of culture and place and

the replication of ceremonial art object, for the satisfaction

of the Westem and/or tourist gaze.

Finally this thesis expands upon Stewart's binary

classification of souvenirs as "Sampled" and

"Representative" and establishes a new category of the

"Crafted" souvenir. This is achieved by presenting examples

gathered in the course of my research, from various parts of

Australia and assessing their souvenir potential according to

five key characteristics, identified through the course of this

project.

They are:

Medium:
Assesses the importance of the raw material that constitutes
the souvenir and the significance of this in the
object/artefacts activity as a souvenir.
Maker's mark:
Assesses the level of human intervention that the
object/artefact has undergone and how important it is to its
function as a souvenir.
Relational:

Defines what the object/artefact relates to.
Invitational:

Measures the object/artefact's capacity to absorb the tourist's
narrative.

Iconofetish:

Investigates where the inherent narrative of the
object/artefact resides.



Each narrative component is shown to be present, to varying

degrees, in each category of souvenir. These expressions are

shown as axis points, along which the volume of the

souvenir's expression may be charted.

The thesis provides a thorough understanding of the cultural

exchange that takes place between tourist and host culture. It

demonstrates the different styles of narrative, generated by,

and subsequently attached to different forms of souvenir and

provides an understanding of how different places are

interpreted by host and visitor alike. It is envisaged that this

thesis will lead to the development of a new way to

understand the function of souvenirs, that will be of benefit

to those involved in the arts, culture and tourist industries.
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Pebbles to Postcards

An investigation into the activity of tourist art,

souvenirs and other artefacts of travel

By D L Hume



Chapter 1

Tourism: a fraudulent affair

In this first chapter I will present the context of my research. Citing

examples from my own touristic experience 1 investigate the sentiments

of Lucy Lippard's statement, 'when all else fails tum to the arts'. 1 will

present an overview of tourism, the history of tourism and souvenir

collecting, in order to identify structural elements that have persisted

within the tourist and souvenir industry and are recognisable in the

current tourist industry.

Chapter 2

The European Collection of 'Other' Cultures:

A historical structure from which to assess tourist art and

souvenirs

This chapter presents an historical overview of the European collection of

other cultures. Beginning with the pre-modem collection of curio-objects

in the time of Alexander the Great, 1 consider the reception of exotic

artefacts gathered by very early explorers and their relationship to fine

art. 1 then account for early modem collections of similar goods and

focus on the presentation of such collections through the

Wunderhammer. Here 1 examine the meaning of these collections and

the way they enhance the collector's social status in the light of the

developing colonial project.

The final part of this chapter examines the mature colonial project and

introduces the role of the anthropologist in gathering exotic artefacts. By

presenting examples from anthropologists, working in Australia during

the first half of the last century, 1 will suggest that the relationship

between anthropology and tourism is sustained in the activity of present

day tourism.



Chapter 3

Souvenirs and the Anthropological Gaze

Chapter three takes a, decade-by-decade, look at the relationship between

tourism and anthropology and identifies common links between

ethnographic artefacts and souvenirs collected in Australia during the

latter half of the 20"* century. I will achieve this through a survey of
anthropological texts, that have engaged with tourist art and souvenirs,

and plot their influence on the study of souvenirs.

Chapter 4

The Souvenir and the Fetish

This chapter posits the idea that tourism and souvenir collection are

structured along the same lines by which the fetish is theorised. I have

broken this chapter into individual sections that take their titles from

facets of the fetish that have been developed by psychologists and, in

particular, Sigmund Freud. They are. Narrative, Substitution, Irrational

Belief, Surplus Value and Seriality. Citing examples from other writers, I

demonstrate how fetishistic desire can be seen as the structural

comerstone in the activity of souvenir collecting and the acquisition of

other objects and artefacts of travel.

Chapter 5

Contexts of Display:

Tourist Art in recent mnseogallery exhibitions

In this chapter I explore the serial production and consumption of tourist

art and souvenirs and make clear, by examples, the process by which

culture is inscribed and perceived by the maker and collector

respectively. I will demonstrate how a theory of the fetish object, as

described in the previous chapter, informs both stages of the souvenir's

embodiment.

I illustrate this by bringing together a number of case studies, looking at

a range of artefacts presented within the museogalleiy system. I begin



withan example of Aboriginal art from Alice Springs that demonstrates

the demand for authenticity and how it maybe established according to
the location of the artefact. I will then expand on the subject of this

exampleby examining a number of boomerangs and other Aboriginal

artefacts collected and housed in diverse sites of display, such as State

museums and souvenir shops.

The second case study closes in on questions raised by the first, with a

study of indigenous artefacts from the Canadian West Coast, that were

initiallycollected during the late Romantic period. Both studies involve

the transition of moribund tools into representations of culture and place

and the replication of ceremonial art objects for the satisfaction of the

Western and/or tourist gaze.

Chapter 6

A New Way to View Souvenirs:

Sampled, Crafted and Representative

In this final chapter I expand upon Stewart's binary classification of

souvenirs as 'Sampled' and 'Representative' andI develop a new category

of the 'Crafted' souvenir. To achieve this I present examples gathered in

the course of my research from various parts of Australia and assess

their souvenir potential according to five key characteristics that have

emerged through the course of this project. This new classification has

the capacity to provide new critical insights into the nature and value of

souvenirsand their placewithin contemporary visual culture.
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Forward: Research project aims and outcomes

This research project examines the relationship between art and tourism through

the study of the material culture of tourism: tourist art and souvenirs. The aim has

been to investigate how one might categorise the material culture of tourism within

the discourses of contemporary art and cultural anthropology, and to demonstrate

that tourist art is a unique expressionof place and genuine artistic style. Although

a number of researchers have considered the objects of tourism and their place

within the history of material culture, this is the first investigation to consider the

activity of souvenirs from both indigenous and settler tourist sites. The thesis

investigates the common expressionand language involved in the representation

of place and the recording of experience through the souvenir.Through the course

of this project I have come to recognise five key components in the language of

souvenirs. I have then beenable to develop a methodthat expresses the descriptive

data of individual souvenir artefacts graphically, so that the patterns of the

language may be analysed in accordance with the principles of Structural

Anthropology.'

The project was initially prompted because of an interest in why these artefacts

have rarely been regarded as significant objects of visual culture by artists, art

historians and anthropologist alike. Considering the artefacts held in

anthropological and ethnographic collections, Torgovnick has asked: 'But is it

art?'̂ Her findings prompted me to recognise a number of similarities between

museum artefacts of non-Westem cultures and tourist art and souvenirs. At first

glance both types of artefact rely on unique aspects of the culture of production

for their attraction. They are both collected during the process of travel, when the

collector is dislocated from his or her usual surroundings. Furthermore, the

souvenir is usually displayed in an eclectic group of unrelated things, a mode of

display much favoured by early museums for the presentation of ethnographic

artefacts.

Given these initial common characteristics, my inclination was to answer the

question of whether the souvenir object was art on the grounds:

See Claude. Levi-Strauss, Structural Anthropology Volume 1. New York and London: Basic
Books, 1958.

M. Torgovnick, Gone Primitive, Savage Intellects, Modern lives. Chicago and London:
University of Chicago Press, 1990, p.75.



• that it is an imaginative expression of place, conceived, designed and formed
by someone who has come to know the site intimately, the souvenir is a work
of art

• that if we accept non-Westem artists whose skiUs and expression owe more to
tradition than academic training, we need also to appreciate the efforts of
artists working from a traditional base within Westem culture

• that respected indigenous artists such as Albert Namatjira and many others
had refined their skills through the production of tourist art, and many
indigenous artists continue to do so

• and that there is a small but growing number of formally trained settler artists
utilising the souvenir market as a way of refining and supporting their fine art
practice.

In pursuing this argument my research has shown that, to the conservative

establishment, souvenirs rest somewhere between the anthropological artefact,

valued for the information it contains about the culture of origin, and the work of

art, with its formalist and aesthetic priorities.

The humble souvenir is largely unwantedby both or, at best, grudgingly included.

It is considered unauthentic by the anthropologist, because it is made as an object

for exchange between cultures and it is seen as operating within the Westem

economic exchange system. In this reading it is not regarded as an authentic

artefact of a single and pure non-Westem culture. The souvenir is also cast out of

fine art circles, on the grounds that it is kitsch, mass-produced, and that aesthetic

and formal standards are compromised by the desire for profit.

In this jaundiced view of such artefacts I recognised similar prejudices that, for

some years, had consigned the art of other cultures to museum cabinets and

precluded their appreciation as works of art.^

This refugee status accorded tourist art has been addressed by a small number of

writers to date, mostly from sociological and anthropological disciplines. Such

artefacts have been ignored, or treated with immense disdain, by scholars in the

field of art history. This has resulted in the development of a third group of

objects and artefacts, resting between natural specimens and works of art. They

Arthur Danto, in referring to Picasso's response to the ethnographic display cases at the
Palais du Trocadero in 1907, recognises similar prejudices:

There, amidst the emblems of imperial conquest or scientific discovery, amidst what
must have been taken as palpable evidence of the artistic superiority of European
civilization...Picasso perceived absolute masterpieces of sculptural art, on a level of
achievement attained only at their best by the acknowledged masterpieces of the
Westem sculptural tradition. A. Danto, Art/artifact. The Centre for African Art, New
York: Prestel Verlag, 1998, p. 18.

See also W. Rubin, Primitivism in 20"* Century Art: Affinity of tribal and the modern,
volume 1. New York: Museum of Modem Art, 1984. 6



are humanly produced artefacts that were formerly termed Romantic collections.'*

In these collections, typified by the artefacts and objects that clutter

Wunderkammern and Cabinets of Curiosity, gathered by early modem travellers,

colonial explorers. Grand Tourists, missionaries and anthropologists, is found the

genesis of the souvenir. Many of the artefacts found in these collections were

souvenired by the collector, rather than produced as souvenirs and, in this respect,

should be viewed as proto-souvenirs.^ The argument for this is that proper
souvenirs should demonstrate some variation from the traditional artefact and

should also show a response to an engagement with another culture. This is

asserted in the key definition from the founder of studies in tourist art. Nelson

Grabum, who describes souvenirs as the art of one culture made specifically for

the consumption of another. ®

Working initially from this definition of tourist art, I have been able to discover

many important aspects of the souvenir that have, so far, not been widely

discussed. By investigating how the souvenir is designed and consumed, I have

been able to show that the maker has not always produced the souvenir freely.

Indeed, the consumer exerts a significant influence on the character of the

souvenir and this is manifested in the demand for what is, perceived to be, typical

of the visited culture. A further finding is that the unique one-off product is

unlikely to succeed as a souvenir, because its function as a souvenir is rehant upon

the authorisation of the ephemeral community of tourists in recognising what is

typical. ^

While the tourist is confined by the expectations of what is typical, the souvenir

maker is constrained by the traditions of his or her heritage that is, after all, central

to the formulation of the tourist attraction itself. So the artist must respond to his

or her natural and, or, cultural environment. I have interpreted this attraction as

fetishistic and discovered many other characteristics shared by the fetish object

S. Pearce, On Collecting: An investigation into collecting in the European tradition.
London: Routledge, 1995.
The recognition of a proto-souvemr, that is an object or artefact susceptible to the
souveniring habits of the tourist, suggests an alternative and somewhat less provocative
framing of the initial question that provoked this project 'is tourist art really art?' Indeed this
thesis may just as easily be framed as a study of art and craft that addresses the tounst's need
to record his or her experience of an exotic site and/or culture.
N. Grabum, (Ed.) Ethnic and Tourist Arts: Cultural Expressionsfrom the Fourth World.
Berkeley: University of California Press, 1976.
C. B. Steiner, 'Authenticity, Repetition and the Aesthetics of Seriality: The Work of Tourist
Art in the Age of Mechanical Reproduction.' in Unpacking Culture - Art ami Commodity in
Colonial and Postcolonial Worlds. R. B. Phillips, and C. B. Steiner, (Eds.), Berkeley, Los
Angeles andLondon: University ofCalifomia Press, 1999. 7



and the souvenir. This bringsinto play theories of the tourist gaze developed by

MacCannell, Urry and others.

This has led to a need for some sort of assessment of the language of souvenirs.

To achieve this 1first investigated Stewart's binary classification of souvenirs as

'Sampled' and 'Representative',® also termed 'Naturalia' and 'Artificialia' by
Pearce.® I have argued that there are a number of limitations to this binary
classification and that a third category should also be utilised, which I have

described as 'Crafted'. This new category accounts for souvenirs that appeal to

tourists as natural samples of the site but are also enhanced through the

imagination and skillof localartists andcraftspeople. From this I have recognised

three distinct categories of souvenirs the Sampled, typified by the sea shell, the

Crafted, typified by a Huon pine bowl'° and the Representative, typified by the
postcard.

I have then set about analysing the variation in their language and formulated a

schemabasedon five key expressions thatare present, to varying degrees, in each

categoryof souvenir.These expressions are shownas axis points, along which the

volumeof each expression may be charted. The five axis points and what they

measure are as follows:

* Medium:

This assesses the importance of the raw material that constitutes the
souvenir and the significance of this in the object/artefact's activity as a
souvenir.

* Maker's mark:
This assesses the level of human intervention that the object/artefact has
undergone and how important it is to its function as a souvenir.

* Relational:

Defines what the object/artefact relates to.
* Invitational:

This measures the object/artefact's capacity to absorb the tourist's
narrative.

* Iconofetish:
This investigateswhere the inherentnarrativeof the object/artefactresides.

10

S. Stewart, On Longing. Baltimore: John Hopkins University Press, 1984, pp.135-136.
Pearce (1995) p. 123.
The Huon pine: Lagarostrobos franklinii (formally Dacrydium franklinii) is a conifer and is
endemic to Tasmania. The Huon pine is Australia's oldest living tree and is one of the oldest
living organisms on earth. Individuals have been known to reach an age of 3000 years.
Fossil records from a tree found in a boggy area in the south west of Tasmama were dated at
3462 years! (A. Carder. 1995).

[http:/www.dpiwe.tas.gov.au/inter.nsf/WebPages/Attachments/SJON-
5ECB7NA/$FILE/HUONPlNEpdf] 15/10/2003 8



Thelevel of presence of each attribute is then expressed graphically and shows

the common features andthevariations in the language of numerous indigenous

and settler souvenirs cited in this project. To achieve this I have used the

principles and methods of stmctural anthropology and sought to discover and

understandthe patternsmadeby souvenirs in the process of exchange. This has

resulted in a clear typology and structural analysis, designed to assess the

souveniring qualities of a broad range of objects, artefacts and art works.
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Chapter 1

Tourism: a fraudulent affair

'While tourism looked squarely in the eye is less attractive, almost
shameful, to the principled and actively curious, we are all addicted to
It. The compulsion to travel - to look, to perceive, to absorb and
perhaps even understandsomething that will alter one's preconceptions
- is deeply ingrained in Western culmre.'"

Lippard 1999

Today these sentiments resound in almost every comer of the globe. Tourist

towns, from the southem-most tip of Australia to the far northem outposts

of Canada, harbour a relationship with their seasonal visitors that is shaded

with, largely unspoken, resentment, shame, or, at least, ambivalence. It is

resentment, not so much for the tourists themselves but for the reliance upon

tourism that has replaced a former mode of existence. A way of life that

once offered, what is romantically perceived as, a better way. These idyUs

are the grist of tourist brochures and other promotional forms. They are

represented through carefully selected images of pristine and picturesque

vistas, that allude to a way of life that may now only be sampled in short

blocks of time, in controlled and often artificial environments. Such images

situate the potential touristin a time warp, in whichhe or she can experience

pleasures and satisfactions, promoted in such images, that are now rare,

unknown and even forbidden in the tourist's daily environment. Many

such idylls now survive only in the representations of heritage, large and

small, contrived for the benefit of the tourist, in formalised theme parks, eco

attractions, spectacles and souvenirs.

For the tourist, the sense of shameful resentment takes the form of tourism

itself. No one, today, wants to admit to being a tourist, much better to be a

traveller, or visitor with some other purpose: visiting relatives, attending a

conference or as an artist-in-residence, perhaps. This problem is largely a

psychological one, in that the term tourist still carries with it a perception of

luxury, wealth, leisure and opulence, that was established at its outset.

L. Lippard, On The Beaten Track. New York: New Press, 1999, p.87.
Sex tourism is an extreme example of the forbidden nature of tourism, while the more
regular services offered to the holiday maker such as fresh towels and sheets and the
facilitation of activities and tours are more common satisfactions offered to tourists. 15



somewhere around the mid to lateeighteenth century.'̂ The vast majority of

tourists are, today, drawn from the amorphous middle classes and the

display of traits of wealth andluxuiyis desired and certainly manifest in the

perception of a holiday.This is contrary to the behavioural patterns of most

tourists' domestic routine, dominated, as it is, by the responsibility of work.

To be viewed and treated as members of the wealthy leisure class is, for

most, a fraud in itself, that is fostered by the tourist industry and sought

after by the middle class tourist, even if only for a fortnight.''^ The shame,

that Lippard recognises, is a product of that unsustainable fraud,

characterised, during theholiday period, by umestrained consumption and a

conspicuous absence of workandproductivity.

The Swarm

As an English tourist to the Mediterranean during the early eighties, my

pale complexion and backpack marked me as a source of income to

beggars, hotelproprietors, tour operators and restaurateurs. Although I,
was certainly not a gentleman ofleisure.

In Australia I became the butt of as many tourist jokes, as of pommy

bastard cliches, but here I couldalways say that I was visiting relatives. In

both instances, my carefree emplacement within the world was

unsustainable in the long term.

Any purpose, other than tourist, seems to negate the aspects of wealth and

leisure from the way you, as a visitor, are perceived and is reflected in the

J. Uny, The Tourist Gaze:Leisureand Travel in Contemporary Societies. London: Sage
Publications, 1990, p.5. Urrywrites, "...before thenineteenth centuryfew people outside of
the upperclassestravelledanywhereto see objectsfor reasonsunconnectedwith work or
business." And that "...if people do not travel, they lose status: travel is the marker of
status". SeealsoR. Shields, Places on theMargin:alternative geographiesofmodernity.
London: Routledge, 1991;and 1.Ousby,TheEnglishman'sEngland: Taste, Traveland the
Rise of Tourism. London: Pimlico, 2002.
Urry (1990), p.42, cites Beckerman's commentary on the rise of mass tourism, informing us
thatconcern overits effectsare thedomain of themiddle classesand that the "reallyrich" are
protected from its effects. While Urry's argument is to do with the effects of mass tourism, it
is clear that he recognises the desirefor the trappings of wealthin the holidaydestination
among the middle classes. This is also true of D. MacCannell. Empty Meeting Grounds.
London and New York: Routledge, 1992, p.5, who writes that:

Every bourgeois tourist hotel promises to treat its bourgeois guests as 'royalty'. The
appeal is to a particular ideal of travel in which the meals, the accommodation, the
mode of conveyance etc., should be more sumptuous, more elaborate and over
prepared than their counterparts at home.

See also Ousby (2002) and Shields (1991). 16



ensuing relationship with your host.'̂ In fostering a temporary state of
wealth and unfettered consumption, the relationshipbetween visitor and host

often becomes unbalanced under the pressure of outright tourism. This can

be quite awkward for the tourist, particularly, if the visited culture is a former

colonial one and the spectre of former colonial power relationships is

exposed,'*' or when the order of past power relationships have been
reversed, as in the case of Japanese tourists to Australia. This is the

difficulty for the 'principled and actively curious' that causes some

discomfort to the tourist. This relationship sees the tourist rendered as

'Other' in the eyes of the host, but a strangely dominant 'Other', for the

tourist's excessive consumption smooths their path through the exotic

culture they find themselves within.

The fact remains that no one wants to be recognised as a tourist,

foregrounded, as it frequently is, with bloody (tourist) or contorted into

'tourerrist', as I was referred to in Alice Springs. Likewise, the residents of

tourist towns like to retain some imaginative notion that they do not really

need tourism. This, I believe, is to do with the fact that, while on hohday, the

tourist does not work or contribute in a stable and visible manner to the

community he or she is visiting, and work is still widely perceived as a key

indicator of social cohesion, status and solidarity. This status sets the tourist

apart from the resident populace, rendering the tourist as 'Other', and is

made visible through attire, lifestyle and other indicators of leisure.

In the English County of Cornwall, a long established tourist destination, the

local people refer to the visiting hordes as emmets, the Cornish term for

ants.'̂ Like ants, tourists arrive in large seasonal groups, provoked by

V. Smith, 'Introduction.' in V. Smith, (Ed.) Hosts and Guests: The Anthropology of
Tourism. Pliladelphia: University of Pennsylvania Press, 1977, p.4. Smith writes of this
problem, stating that 'Where wide economic disparitiesexist and tourists are perceived to be
"rich" simply because they are leisured, severe stress is often apparent.' Much of this stress
is induced through a perceived threat to the social structure of the host community who fear
that: The tounst industry can have a negative effect upon a community through the
disruption of the local economic system.' See also D.MacCannell, The Tourist: A New
Theory of the Leisure Class. London: MacMillan 1976, p.53. MacCannell writes more
specifically about minorities who are the subject of the tourist gaze and states that:

...the Pennsylvania "Dutch," The Amanas, Basques and peasants everywhere -
probably fall somewhere between resistance and acquiescence to tourism, or they
vacillate from self- conscious showiness to grudging acceptance of it.

See D. Nash, Tourism as a form of Imperialism.' in V. Smith, (Ed.) 1977, p.33, for
commentary on how colonialism is sustained by transforming itself into imperialism and
how the role of '[t]he tourist like the trader, the employer, the conqueror...is seen as the
agent of contact between cultures'.
There is some confusion around the history and meaning of the word emmet. The Cornish
Language Advisory Service Pittp://www.clas.demon.uk/ (4/2/2002)] notes thatemmet is 17



climate, and, like ants, they swarm across the debris and decay of the past,

carrying bits of it away with them. The effect of this type of mass or popular

tourism eventually turns the destination into an environment that caters,

largely, to the tourists' needs, retaining satisfying and picturesque elements

of the visited site and culture. In this way, tourism acts as kind of filter that

distils and promotes the desirable and most saleable aspects of the visited

site and culture, transforming it into heritage, often at the expense of other

equally important aspects. Tasmania's own convict and colonial history has

only been recognised as a worthy conunodity relatively recently, while its

Aboriginal history is largely absent from prescribed tourist routes.

In each case, the selective framing technique of the view through the window

is employed, editing out unsightly and difficult aspects of Tasmania's

heritage. In 1927 Norman Dawn's film of Marcus Qarke's fictional account

of Tasmania's convict settlement. For The Term Of His Natural Life, was

subjected to this type of censorship. At this time, Tasmania was actively

trying to entice tourists and migrants, so scenes referring to cannibalism and

homosexual activity were deleted from the overseas print, for fear they

wouldput off potential visitors andmigrants.'®

For many regional towns and centres tourism today, is a necessary evil, and

as Valene Smith argues:

For many nations (and states)...tourism is the economic mainstay,
generating wage employment, yielding valuable foreign exchange and
sustaining necessary transportation networks by augmenting their
payloads. '̂

Tasmania is one such state and the growing reliance on tourism has led to

an expanded frame of reference, permitting the inclusion of formerly

prohibited aspects of the destination's heritage.^" This helps to keep the past,

commonly understood to be a derogatory word for tourist. Other experts concur in the
meaning of the word but suggest a confused history, 'that the word "ant" in Cornish dialect
does indeed mean the same as "emmet". Both words basically mean someone who is a
holiday-maker or tourist to Cornwall. "Emmet" is a dialect word for "ant"." The Cornish
Language Page' http//members.ozemail.com.au/kevrenor/kevren.htnil (4/2/2002)
See M. Roe, 'Historical Background' in L. Stuart, (Ed.) His natural life / Marcus Clarke
Brisbane: Australian Academy of the Humanities. University of Queensland Press, 2001.
Smith, V. (1977), p.4.
See B. Kirshebaum-Gimblett, Destination culture: tourism, museums, and heritage.
Berkeley: Umversity of California Press, 1998, for an insightful essay on the touristification
of Nazi Death Camps for an example of what is referred to as "dark tourism". See also J.J.
Lennon, Dark tourism. London and New York: Continuum, 2000; and J.O.Ifekwunigwe,
'Healing Place: Robben Island and the Local Politics of World Hentage Tourism.' in Current
Issues in Tourism Research. London: Channel View Publications (Forthcoming). This
essay studies the dilemmas faced in transforming Robben Island, South Africa into a tourist
destination. 18



the heritage of the destination, ahve and meaningful which, in tum, offers a

system of value to a moribund lifestyle, mode of production or even

tyrannical regime.

Just as, during the summer months, between December and March,

Tasmania attracts a huge number of seasonal visitors. Emmets swarm across

the idyllic landscape of Cornwall, litter the indented coastline and colonise

sleepy fishing villages for weeks at a time. Other tourists, in other

destinations, are more event oriented and descend upon the destination for

the duration of the event Specific cultural and sporting festivals are a good

exampleof event tourism. For instance, the Sydney 2000 Olympic games

generateda massive increase in visitor numbers, while the same city's gay

and lesbian Mardi Gras attracts thousands of tourists each year, that swell

the coffers of hoteliers, bars and clubs.

Tourists begin by following the tracks and paths of the locals but once the

sensation of exploring other people's front yards is satiated, they seek fresh

cultural sustenance and cut their own tracks to the back yard, demanding

more and more. As their numbers increase, they take up temporary

residence in the abode of their host, in the form of B&B's and small hotels.

Ingenious local entrepreneurs tend to embelhsh their heritage with invented

tales and sites of dubious, or tenuous, interest, cashing in on more genuine

attractions. Eventually the authentic is hidden amongst a dross of fake and

stylised attractions, that render the site as httle more than a theme park. '̂

Buses and hire cars ply the winding roads with their voracious cargo,

unloading them at prescribed intervals to pick over the remains of old

mining towns or receding agricultural centres.^^ Now large queues form
outside major attractions and are ushered along, by hosts in traditional

costumes, before being turned loose in the souvenir shop, where they will

selecta trinket as a reminder of the experience.^^

MacCannell (1973), p.91, calls this development in the tourist destination 'staged
authenticity', which, Uny (1990), p.9, interprets as, the way '...those who are subject to the
tourist gaze respond, both to protect themselves from intrusions into their lives backstage
and to take advantage of the opportunities it presents for profitable investment.'
Ousby (2002) p.67, records the early development of this activity around Thomas Cook's
organised tours to stately homes in Britain during the mid-nineteenth century. Shields
(1991), Chapter 2, is equally insightful in this respect with regard to the popularisation of
British seaside and spa towns during the same period.
MacCannell (1976), p.76, informs us that this sort of guided tour, including the opportunity
to buy selected souvenirs occurred in Paris in 1900 when the city was framed as a tourist
attraction to coincide with the International Exhibition of that year. '(K)nown as "articles de
Ziixe" or sometimes "articles deParis"...' they eonsisted of'...real andimitation Jewellery, 19



If the images presented in glossy tourist brochures, with their idyllic view

through the window, function as the opening bracket that marks off a period

of unsustainable hedonism, in the form of the annual holiday, then the

souvenir operates as the closing bracket that, like the holiday snap, sustains

the experience and marks the end of the holiday mode. For, as an aide

memoir, the souvenir's power rests in its ability to drag the experience of the

destination into the tourist's ordinary hfe. That activity is the subject of this

project

In short, tourism is a highly organised and sophisticated activity, formed of

large ephemeral social groups that come together for a fortnight or so in an

unfamiliar environment. Like other social groups, tourists develop

characteristics that help bind them together. This solidarity occurs through

many behavioural patterns that have, at their core, the penchant for excess.

While the tourist is on holiday, he or she is hberated from the daily routine

of work, rest, and play. For the short period of the hohday, he or she does

not have to think about where the next meal is coming from, or getting to

work on time - play, in the form of leisure, is in the ascendant. As a result,

tourists will spend more money in a fortnight than they would normally in a

month at home. They will drink and eat more and even seek to engage with

more sexual partners.^"^ Such is the nature of excess, among a tourist
society, that it constitutes the main ingredient of the glue that binds the

ephemeral community together. It is the single most identifiable

characteristic of tourist culture and, sometimes, not without a painful effect

on the host culture.

artificial flowers, toys, articles in leather and carved wood etc.' This is perhaps the earliest
record of the sale of genuine souvenirs of Western Europe.
K. Soper, What is Nature. Mass.: Blackwell, 1995, p.76, is quite explicit on this point
writing, 'Holy days are, after all, feast days, when the normally forbidden excess is permitted
and even prescribed'. Shields (1991) also recognises the relationship between sex and
tourism in his analysis of Niagara Falls as the number one honeymoon destination. Urry
(1990), p.2, is less specific but draws our attention to the deviant nature of tourism and the
tourist gaze. He informs us that:

What makes a particular tourist gaze depends upon what it is contrasted with; what
the forms of non-tourist experience happen to be...Such practices involve a notion
of a limited breaking with established routines and practices of everyday life and
allowing one's senses to engage with a set of stimuli that contrast with the everyday
and mundane.

This dislocation from familiar routines results in what Urry (1990), p.10, refers to as a
'licence for permissive and playful "non serious" behaviour and the encouragement of a
relatively unconstrained "communitas" or social togetherness.' I will show later, how the
souvenir bothassists in producing this social cohesion among touristand reflects it. 20
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There are many examples of destinations spoiled by their popularity, while

some are indeed characterised as much by the continued presence of tourists

as by their own uniquefeatures.^^ For the most part the attractions endure

through careful management, while it is the attendant host society that, in

some way, produced the destination that undergoes the most significant

change. These alterations may be summarised as 'social and economic',^® at

worst tourism results in the 'disruption of the local economic system'.^'

Even if less evident, however, tourism's effects on the social structure of the

host community are just as far-reaching. Smith suggests that '...the effects

of tourism upon the lives and worldview of an indigenous population are

subtle, and usually only recognised by the people themselves and the

anthropologist who was there before and after tourism.'̂ ® It is these

structural alterations to the host culture that most effect the arts of that

community. For many social theorists and anthropologists, culture is the

glue of social cohesion and, according to Davydd Greenwood, this glue

comes unstuckunder the pressureof tourism.^®

This is a rather pessimistic view of tourism and one I intend to counter,

through the course of this project. It is my contention that if the intention of,

say, the ritual dance or artefact, is communication and cohesion, and it has

endured many generations, without drastic change to its meaning, then it is

likely to be robust enough to communicate between different cultures.

Rather than being destroyed, as Greenwood would have it, the aim of the

artefact is altered and it now communicates to and coheres the ephemeral

community of tourists and provides a path of integration between guest and

guest, host and guest, or tourist and destination.^"

Urry (1990), p.40, cites a 1980s example explaining how '...coral from around tourist
islands like Barbados is dying because of the pumping of raw sewage into the sea from
beachside hotels and because locals remove both plants and fish from the coral to sell to
tourists.' More recently in Tasmania the popularity of certain wildemess sites has demanded
the developmentof management plans that prescribe modes of engagement designed to
minimise the impact of visitor traffic.
See V. Smith, (1977) pp.4-5.
Ibid. Here V. Smith, cites the effect of tourism on a Tongan community, where the
introduction of a cash economy, through tourism, led to the abandonment of subsistence
agriculture and a resultant decline in local food production.
Ibid.,p.7.
Greenwood is deeply worried about the impact of the tourist gaze and its propensity to
highlight economic '...cleavages within the (host) community', and takes the view that
'... onlookers often alter the meaning of the activities being carried on by local people'. He
goes on to say: 'Under these circumstances local culture is...being expropriated, and local
people...exploited'. D. Greenwood, 'Culture by the Pound: An Anthropological Perspective
on Tourism as Cultural Commodification.' in V. Smith, (1977), pp. 129-131.
Greenwood's gaze may well be focused on the impact that tourism has on the host to host
relationship and in that his concems are worthy. Butheseems incapable of considering the 21



The Flaneur as method

Through the course of researching this project I have engaged in much

travel, as a type of quasi tourist; taken cruises down Macquarie Harbour on

the West Coast of Tasmania, allowed myself to be guided through cave

systems and small community museums. I have wandered thoughtfully

through art and craft galleries, packed cheek by jowl on tourist malls, sat

restlessly through wood turning demonstrations and ceremonial

performances. But most of my field research has entailed trawling souvenir

shops, employing the gaze of the tourist, in search of that one object that

would best record my experience, while furtively noting the objects that my

fellow tourists select for the same purpose.

This latterpracticeprovides an excellentinsight into which souvenirs appeal

most to tourists and therefore, are most popular and successful in the

representation of the destination. This method of research requires a focus

on that which is familiar but addresses the foreign, what Shields summarises

as the key role of Simmel's Stranger in closing 'the gap between the

(distant) foreign and (local)intimate'.^' This dislocated condition, within the

famihar, allowing a disinterested observation is, as Shields goes on to point

out, also the perspective of the flaneur, that anti-hero, or dissident creature,

of modernity, whose priority is the 'psychotic appropriation of space and

time' and the visual consumption of 'exotic sites'.^^ It is somewhere between

Simmel's stranger and Baudelaire's flaneur that the emplacement of the

tourist is to be found. This is recognised by Shields, who, first argues that

Benjamin, in his interpretation of the flaneur, should have engaged with

Simmel's Stranger and then continues to invert 'the figure of the Stranger

suggesting] a strange complementarity in the work of Benjamin and

Simmel,' stating that ft]he Stranger is thus a foreigner who becomes like a

long term benefits that tourism brings, such as the exchange of knowledge and promotion of
imderstanding. Indeed as MacCannell (1976) p.53, among others points out 'In some areas,
local handicrafts would have passed into extinction except for the intervention of mass
tourism and the souvenir market'.

R. Shields, 'Fancy footwork: Walter Benjamin's notes on flanerie.' in The Flaneur. K.
Tester, (Ed.) Lx)ndon: Routledge, 1994, p.68.
Ibid., p.73.There have been a munber of treatises on theflaneur since Baudelaire first scribed
the figure to life. But few writers have drawn the obvious connections between flannerie and
tounsm. Walter Benjamin's commentary on Baudelaire is the most famous but for the
purposeof this projectShields' reading of Benjaminis the most useful. 22
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native, whereas the flaneur is the inverse, a native who becomes like a

foreigner."^^

In this reading of Benjamin, much emphasis is placed on the gaze. It is the

strongest and most uniting factor shared amongst the flaneur, stranger and

tourist. It is a gaze that takes more than pride in the act of looking, it is the

very act that makes for the survival of all three figures and, in that, it is

correctly likened to the gaze of the savage?'^ The rationale behind this

connection is sound and based upon notions of leisure and, moreover, an

absence of a routine, dominated by work. Baudelaire cites the Dandy and

the activity of Dandyism as modernity's counterpart to the savage Mohican

writing that

Dandyism is the dernier eclat of heroism amongst decadence; and the
type of dandy discovered by a traveller in North America in no way
contravenes this idea: nothing forbids us from supposing that the
tnbes that we call savagesare the debrisof great civilizations.®^

In the above passage the author compares the leisured activity of the Dandy

to that of the traveller and the way the Dandy travels through his world to

that of the hunter/gatherer.^® Although somewhat romantically idealised.

Shield's points out that the thrust of this association is intended to highlight

the 'rapidly changing nineteenth century relationship between urban life and

nature'̂ ^ that is characterised by the 'increasing ordinance of public life by
thepunchclock measuring time in terms of labour and productivity.'̂ ® This

is set against the flaneur's concept of time, 'measured in terms of bodily

footsteps and consumption'.®^ In recognising the importance of
consumerism to the flaneur and how, 'the flaneur's wandering is a

metaphorical exploration and conquest of the extra-local and extra-ordinary

Ibid., p.68.
Baudelaire makes this connection by appropriating the gaze of the Mohican, one of the Hrst
Nations of Canada like the Aborigines of Eastem Australia, were paraded and displayed in
European centresas part of the plunder of colonialism duringthe 19"" century. See E. Strain,
'Exotic Bodies, Distant Landscapes: Touristic Viewing and Popularised Anthropology in the
Nineteenth Century.' in Wide Angle. 18.2 Ohio: Ohio University School of Film, 1996.
Baudelaire cited in Shields (1994) p.68.
This companson between savage!primitive and tourist is a difficult, somewhat dangerous and
politically contentious analogy that persists in tourist theory and activity today. For
MacCannell (1992) p.17, this retum to nature, as represented in the primitive figure or the
imagined primitive figure, seems to harbour the kernel of the tounst gaze. He wams of the
unsuitability of the constructed primitive figure as a means to study tourism but also states
that Tourism today occupies the gap between primitive and modem, routinely placing
modernized and primitive peoples in direct, face-to-face interaction.'
Shields (1994) p.72.
Ibid., p.73.
Ibid. 23



in the name of rendering them into the sphere of everyday life,''*" Shields is

alert to the importance of the material anchor and how, like the souvenir, it

plays a vital role in making the unbelievable behevable.

The Booty

The most enduring evidence of the tourist's consumption is to be found in

the art and craft directed to this ephemeral society, for like all societies, or

conomunal groups, tourism produces a particular style of art in the form of

the souvenir. As an artefact of tourism the humble souvenir serves many

purposes. From the perspective of the producer, the souvenir needs to

represent the culture and heritage of the tourist destination, that is, his or her

home or part thereof: the more nodes of heritage that can be tastefully

investedin the souvenir by the maker, and recognised by the consumer, the

better.An object made from a material indigenous to the tourist destination

is a good start. If the object represents some aspect of the destination's

heritage then all the better and, if it carries with it the mark of the maker, who

happens to be a local craft person, then better stUl.

For fine art objects and anthropological artefacts, some authentication is

required, such as title, maker, date and medium. For the souvenir, however,

authentication is differently described. The date of production is relatively

unimportant, as the date of collectiontakes precedent This date is locked in

through the memory of the collector, and the collector's experience of the

site, and the souvenirwill assist in the recollection of the experience. In this

respectthe souveniris a geographic artefact, rather than an historical object,

in that it privileges place before time. The name of the producer is also

frequently subsumed by that of the collector and, as I will show later, the

object often becomes known as part of an esteemed collection that refers to

the travel experiences of the collector. The individual title of the souvenir is

also of minimal importance and defers in preference for a generic

description that refers to the place of collectionand/or culture of production.

In many cases, as will become apparent, the medium of the souvenir

assumes priority, especially when it is unique to the destination.

As a youthful tourist I was one of many emmets that made annual visits to

the Cornish countryside. I was particularly attracted to the fossil and mineral

deposits for which the peninsula is famous. My attraction, to this part of

Ibid., p.72. 24



Britain, was such that over the course of four or five summers I plundered

numerous samples from rocky coastlines, redundant tin mines, and on

occasion, hacked furtively at now carefully managed natural tourist

attractions. Such was the power of these unique geological deposits to

recordmy holiday experience, that the accumulation of samples was only

restricted by my choice of two-wheeled transport These samples of quartz,
fool's goldand various fossils arefirst andforemost samples of the place of

collection. Their method of collection resembles that of the hunter/gatherer

in that they were foraged, rather than exchanged, and it is this foraging
activity that best describesthe collecting methodof the souvenir hunter.'̂ '

The difficulty with tourist art rests in its selection, relying on a sort of

commercial foraging activity. Unlike a conventional object of fine art,

presented in a gallery, against an austere neutral background, the souvenir

appears witha jumble of other such goods, vying for attention. In a gallery

or museum the collector understands that the object is a work of art and that

it is 'good', or at least accorded some value and status of aesthetic worth. The

same may be said of the anthropological artefact, in that the museum lends

status and authenticity to the object. In this respect, the presence of the

souvenirin a museum works against the museum's scholarly authentication

of the anthropological artefact, butthat is a complex area, that I will elaborate

on and clarify at a later stage.

In the case of the work of art, the value of the object is implied by the

setting, but for the souvenir, which I might add will be shown to be at times

also a work of art, the place of collection is paramount''̂ ^ That is, while, the

workof art must be of value in itself, the souvenir's key value is in its abihty

N. Grabum, Tourism the Sacred Journey.' in V. Smith, (1977) p.28, is alert to this
relationship but, situates this activity in a particular type of toiuism that he refers to as
'environmental', in itself a subcategoryof 'NatureTourism'. He goes on to say:

The chosen style of tourism has its counterpart in types of souvenir. The
Environmental tourist is usually content with pictures and postcards but the Hunter
and Gatherer wants rocks and sea shells, or even pieces of an archaeological rum.
Boldermembersbring back headsor even whole animals to stuff, to testify to their
vacation glory.

Torgovnick (1990) p.78, first notes Michel Leiris' recognition of similarities between a
museum and a whorehouse. Citing thejumbleof late 19"* century ethnographic displays, she
pointsto the wayethnographic artefacts weredisplayed at theend of the 20"'century,
writing:

Today museums and galleries of what we have agreed to call primitive art resemble
jewellery stores...Dramatic spotlights isolate the objects from each other and from
us...Walls are modernist white... the walls ground the objects against a solid neutral
background, conducive to the contemplation of form. 25



to mark the collector's experience of the site, and that is a very different

aesthetic judgement.'*^

The souvenir collector must engage in a value judgement based on his or her

own knowledge and understanding of the site; what materials are endemic to

the site and what skills, crafts and aesthetic values are bound historically

within the culture. Then, above all, the tourist must trust his or her own

aesthetic judgement and be always on guard against fraudulent imitations,

such as coffee mugs emblazoned with Australian flags and emblems, that

are made in China or plywood boomerangs. If art is a matter of aesthetics,

then aestheticjudgement would seem to receive greater independent exercise

in the markets, tourist precincts, roadside stalls and souvenir shops, than in

art galleries and museums, where aesthetics and taste are institutionally

defined, served up to the viewer on a neutral tone plinth. In the souvenir

shop the only guide to taste is in the labels attached to the artefact, perhaps

some advice from the proprietor and most importantly, the buying habits of

other tourists.

The tourist must measure the quality of the work against the souvenir's

ability to record the touristic experience. In so doing, the tourist, as collector,

will tend to discount the artistic merit of the object in favour of the object's

ability to sustain the experience. In this the collector is prepared to accede to

the surplus value of the object, a value that is not inherent in tire material or

labour involved in the objects production, or in artistic merit.'^ For the

souvenir collector the primary value is initially invested by the maker and

enhanced by the collector's perceived value of the object as a marker of place

and experience. This capacity - to mark and sustain the tourist's experience -

adds significant value to the artefact, a value that has more to do with the

tourist's overwhelming need to lock the experience onto a material anchor,

than the worth of the artefact, which can obscure aesthetic shortcomings in

the souvenir artefact. But, like all art, it is the principle of exchange, the

exchange of experience and information that is at the core of the souvenir's

function.

The relationship between the souvenir and the work of art is confused further through the
expanded meaning of the term 'Gallery' applied as it is today to souvenir and craft outlets
with variable goods.
V. Smith, (1977) p.4, terms this surplus value 'double pricing' and suggests that it is the
result of the economic disruption that tourism brings, writing that '...the tounst is often
trapped into paying theasked forprice butcarries a bitter aftertaste thathe's been had.' 26



In their selection of souvenirs,tourists tend to act as a cohesive group and to

seek, not only an object that will serve as a mnemonic device to recall the

experience, but one that also demonstrates that experience to others of the

group or of previous groups. In this way the cohesiveness of tourism

extends historically. The collection of similar souvenirs, travel art and the

material culture of other societies, by early travellers and explorers provides

a starting point, from which it is possible to detect the development and

transition of many objects, from functional artefact within the culture of

origin, to souvenirs with a more expandedlanguage. To explore this further,

it is necessary to back-track to the long formative history of contemporary

tourism and the collection of material goods from 'Other' cultures. In

glancing backwards, I will demonstrate the historical precedence of some of

the claims I have made here, with regard to touristic behaviour and souvenir

collection.
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Chapter 2

The European Collection of 'Other' Cultures:

A historical structure from which to assess tourist art and

souvenirs

This chapter presents an historical overview of the European collection of

other cultures. Beginning with the pre-modem collection of curio objects, in

the time of Alexander the Great, I consider the reception of exotic artefacts,

gathered by very early explorers, and their relationship to fine art. I then

account for early modem collections of similar goods and focus on the

presentation of such collections in the form of the Wunderkammer. Here I

examine the meaning of these collections and the way they enhance the

collector's social status in the light of the developing colonial project. The

final part of this chapter examines the mature colonial project and introduces

the role of the anthropologist in gathering exotic artefacts. Here I present

examples from anthropologists working in Australia during the first half of

the last century and suggest that the relationship between anthropology and

tourism is sustained in the activity of present day tourism.

28



The European Collection of 'Other' Cultures:

A historical structure from which to assess tourist art and

souvenirs

Pre Modem Collecting

Exchange through trade is a relative newcomer in the Western accumulation

of the artefacts of 'Other' cultures. Alexander the Great sent curiosities,

plundered from his travels, back to Aristotle. These artefacts took the form

of natural history samples and scraps of material bootyCollection

through plunderand the accumulation of illicit booty haimts most museums

around the world. Today some rehabilitation is occurring, while many

museums steadfastly hang on to exhibits that, by today's moral standards,

were obtained bytheft.''® As I have suggested in alluding to my own past
souveniring habits, I will show, in later sections,how the plundering of the

natural environment is the primary mode of souveniring. It is a matter of

scale only that separates the collection of wildflowers from the illicit

harvesting of rare timbers; a child's butterfly collection from safari trophies;

or my own fossil and nodneral collection from the appropriation of land

believed to be terra rmllius.

The Romans alsodisplayed an appreciation for exotic goods, especially silk

andalso imported exotic animals, fur andwood.''' In the example of wood
one can detect an appreciation for the aesthetic nature and quality of exotic

timber that thrives today in the esteem afforded the rare timbers from

Tasmania and many other parts of the world. Such is the enduring power of

thismaterial to mark the siteof origin, that the desire to own a small sample

of numerous rare timbers has spawned a profitable trade in small wooden

souvenir artefacts, not just in Tasmania but in forested areas around the

globe.

By the Middle Ages the 'trade' in religious relics was established and

occupied the display cabinets of many wealthy collectors. Among them,

there was the Due de Berry, who, unlike many of his contemporaries.

O. Impey, Chinoiserie: The impact ofOriental Styles on Western Art and Decoration. New
York; Charles Scribner's Sons, 1977, p.17.
This large area of study is currentlyreceiving considerableattention through the research of
Dr Katheiine Edgar at the Department of Museum Studies, University of Leicester.UK
(Personal correspondence (17/3/2002)
Impey (1977) p.20. See also Pearce (1995) pp.87-108. 29



extended his collection to include Eastern works of art and other

curiosities.'^ In H"* and 15"* century Italy, porcelain vessels were afforded a

special place in most households, partly for the belief that they could reveal

poisons in any food contained within, but also for their rarity. Like exotic

timber, porcelain bore the signature of its origin, not just in its form and

motif, but in the unique quality of the exquisite material, as the capacity to

reproduce it in Europe was absent at that time.'*® However, unlike exotic

timbers, this capacity to mark its place of origin is today reduced, with many

potters around the globe producing fine porcelain. It now behoves most

ceramicists, engaged in the souvenir trade, to mark the site of origin through

motif, image and design.

Colonial Collecting

mm

Plate 1 Albrecht Durer. .-I Rhinoceros. 1515, woodcut.

[Source: Wolffin. H. Ihe Art ofAlbrecht Durer. New York: Phaidon, 1971]

RHIMOCERyS

^ H

Withthediscoveiy of theAmericas anda sea route to India in the early 16""

century, the spread and collection of Eastern goods and artefacts to

Northern and Western Europe took on a different purpose. Now the

importation of trade goods was accompanied by objects of natural history

and curios from foreign cultures. Such was the array of exotic curios that

scholars, bankers and Princes from all over Europe 'scoured Lisbon for

curiosities - gold jewellery from Siam, exotic woods, sea shells, parrots,

textiles, drugs, amber were almost as much in demand as spice and



porcelain.'̂ ® This period also saw the rise of botanical gardens and

menageries packed with exotic flora and fauna. The influence of these

expansive collections can be seen in the work of the late 15"" and early 16""

century Dutch artist, Albrecht Durer, who is known to have traded woodcuts

for exotic curiosities.^' Indeed, Durer's Rhinoceros (Plate 1) is an elegant

example of an artist's impression of an exotic animal and what it might have

looked like, as extracted from the description of a traveller. In his anatomical

misconception, the artist has produced an image of a creature from hearsay,

just as many creatures are abstracted by artists and crafts people for the

benefit of tourists today.

m

Plate 2 IvtM^ Chest with carved relief. Ce>Ion 1541. Collection Kunstkammer Residenz-museum. Munich. Gennany.
[Source Impev, O. Cinoiserie: Th^'impact ofOriental Styles on Western Art and Decoration.
New York; Charles Scribners's Sond 1977]

It was approaching the middle of the 16th century that the initial formulation

of the souvenir emerged in the form of an ivory chest from Ceylon, in which

Europeans are featured in the detail.^^ This is, perhaps, among the earliest

record of a representation of European colonials in an indigenous art form

made for export. (Plate 2) As an indigenous response to colonialism, it is an

object that is attracting much scholarly interest todayThe front panel of

this chest points quite clearly to the power relationship of colonialism, while

Ibid.

Ibid., p.55.
Ibid

Ibid

I am thankful to Dr Paul Ta9on at the Australian Museum, Sydney, for alerting me to this
aspect of souvenir production. (Personal conversation 20/8/2002)
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the central panel suggests the feasting and leisure activity of wealthy

travellers that is part and parcel of tourismtoday.

Early Modem Collecting

During the IT"* century Germanic rulers began to formulate the
Wunderkammer (wonder chamber), as a marker of their emplacement

withinthe familiarenvironment and knowledge of the expanding world. The

wunderkammeris conventionally definedas a square windowless room that

became the repositoryfor private collectionsof cuiiosities.^"^

The keeping places in which these collections were housed may be hkened

to that of the inner sanctum or closet. Eventually, the sheer mass of many

collections reached such grand proportions that they were subsequently re

housed for the purpose of public display. This eventually led to the

emergence of today's pubUc museum and gallery system. One of the largest

Wunderkammer collections at this time belonged to Archduke Albrecht of

Bavaria, whichwas documented by Dr Samuel Quickberg and published as

the Museum Theatrum in 1667.^^ In this catalogue it is possible to find
evidence of the 17"* century organisation and classification, of artefacts and

objects, developed for such vast and eclectic collections. This catalogue

shows that the collection was organised around familiar and valuable

objects. It further demonstrates how the division of the collection, into five

separate categories, testifies to the emplacement of the collector at the centre

of the collection and to the expression of his knowledge and power. The

categories are:

1) Objects pertaining directly to the collector
a) Objects of religion
b) Objects pertaining to the owner's family
c) Views and descriptionsof Bavana -including maps
d) Local flora and fauna

2) Sculpture, coins, medals and goldsmith work
3) All forms of natural history (including most exotic [Eastern] artefacts)
4) Scientific and Musical instruments
5) Works of art, paintings,landscapes,portraits,genealogiesand coats of arms.^

E. Alexander, Museums in Motion: An Introduction to the History and Functions of
Museums. Nashville: Altimira Press 1979. See also Pearce (1995) p.109, who cites a
numberof terms that describe the space in which variouscollectionswere housed. They
rangefrom 'studio, studiola,galleria and museo (author's italics) used in lb"* century Italy.
To the German Kammer, meaning "room" or "chamber", to which would be added Wunder
('wonder') Kunst ('arf) or Schatz ('treasure') as appropriate.' As for the English term 'cabinet
of curiosities' Pearce informs us this might refer to 'the small room in which the whole
collection was housed, or the cupboards which held it, or the collection itself.'
Impey (1977) p.67.
Ibid., p.73. 32



This categorisation clearly privileges the self and the home, as the point

fromwhich the curiosities of the eoUection areordered. Firstly it shows that

it is through the eollector's own family history and immediate environment

that less familiar objects are organised. This is enhanced through the

material culture of the immediate society and emplacement of the eollector

within that society, as witnessed through the four subdivisions of the

primarycategory. In category Ic it can be seen how descriptions of Bavaria

are separated from the descriptions of other places that are contained in

category5. From this it may be rmderstood that the sites depicted within Ic

were familiar and verifiable. On the other hand, those images and artefacts

within groups 3 and 5 are more clearly seen as the wondrous places from

afar. The centrality of the collector is further enforced by the physical

structure of the display in which those objects containedin group 1 rest at

the heart of the eoUection. It is interesting, too, that the exotic images and

material, collectedfrom far away places, rest on the periphery and are, as

such, the most visible. In thisdisplay structure it is possible to view not just

the value of the family heirlooms, resting at the seeure centre but, more

importantly in the context of this projeet, the significance of first

impressionsand the desireto make a display of those things coUected from

afar.^^

If we take Albrechtof Bavaria's eoUection it canbe seen that it is arranged in

a series of clusters that move towards the centre, where the 'inner sanctum'

circle begins to reveal the most intimate detaUs of the Duke and his famUy.

We might look at modem famUies in the same way and recognise a similar

curatorial organisation in the display of exotica, artworks and souvenirs on

the mantle piece or sideboard, through to chestsof draws, filing cabinets and

jewellery boxes harbouring more personal artefacts.

In Britain such coUections were formulated as 'Cabinets of Curiosities' and

took the form of locked cupboards or side boards, that in the convention of

the German Wunderkammer spilled out into anterooms as the coUections

grew. The most documented of these coUections was gathered by the

Tradescants. This collection later fell into the hands of Elias Ashmole and,

subsequently, formed the foundational collection of the Ashmolean

Museum, the first public museum in Britain. This eoUection was vast and

eclectic and included flora and faima samples housed in a botanical garden.

It is interesting to note here that the organisational structure of this Wunderkammer sees the
visible and the valuable working in opposition. 33
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a menagerie in South London and an extensive array of, what was then

termed artificialia, that is small works of arL^®

Opened on May 16 1683 the Ashmolean Museum permitted public access

from the onset and, from all accounts, bore little resemblance to today's

austere institution, characterised by glass cabinets and gilded rope. Instead,

the exhibits were displayed within touching distance of the public and were,

according to one German visitor, fortunate to survive the tactile inquiry of

the British public, '...since the people impetuously handle everything in the

usual English fashion and ...even the women are allowed up here for

sixpence; they run here and there, grabbing at everything and taking no

rebuff from the sub-custos.'^^ This quaint, rudimentary and, today,

impractical curatorial practice may now be witnessed in souvenir shops, craft

and tourist galleries around the world, where the intimate scrutiny of the

artefact precedes collection.

Just as the Tradescent collection passed to Elias Ashmole and then, by deed

of gift, to Oxford University, so the 18"* century saw the waning of private

curio collections in the hands of the nobility and the well-to-do. The cause

of this was the burgeoning trade that went hand-in-hand with the industrial

revolution and the capitalist exchange system, which, through their

increasing familiarity, rendered many curiosities no longer particularly

curious. This period also saw the emergence of contemporary tourism,

through the democratisation of travel.®" This early form of contemporary

tourism caused many former curiosities to fall into the hands of the growing

middle classes and onto the mantles and walls of the bourgeois domestic

environment. AiVhat the new middle classes could not own for themselves,

via early duplication technologies, they could, at least, become famihar with

through the agency of public museums and galleries, and through travelling

expositions and freak shows. It is at this point in history, with its emphasis

The collection presented to the University of Oxford by Elias Ashmole (1617-92) was
in origin already half a eentury old by this time, having been founded by John
Tradeseant (died 1638) and displayed to the public (for a fee), first by him and later by
his son John (1608-62) in their dwelling house at Lambeth, widely known as "The
Ark". The contents were universal in scope, with man-made and natural specimens from
every comer of the known world.'
(The Historical Development of the Ashmolean.'
http://www.ashmol.ox.ac.uk/ash/faqs/qOQ3/html)
See also Pearce (1995); Impey (1977) and A. MacGregor, (Ed.) Tradeseant Rarities. U.K:
Oxford University Press, 1985, for further commentary on the history of the Ashmolean
Museum.

Ibid.
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on the Romantic sentiments of the individual, where tourism and the

collection of souvenirs, as artefacts of travel and tourism, properly begin.

Initially tourism set its sights on the spa and seaside towns of Britain, while

the exotic destination of Italy appealed to the early eco-cultural tourist in the

formof the GrandTour.®' By the turn of the 19"" century, with the colonial
project in full swing, the Grand Tour soon expanded to include more distant

lands as explorers, gentleman travellers, missionaries and amateur

anthropologists engaged in the colonial project.®^

Tourism and Anthropology

Concurrent with the Victorian development of tourism was the gradual

professionalisation of anthropology.®^ Long associated with the circus and

travelling freak shows,®^ that exploited the booty from abroad, the mutual
benefits of study and profit, yielded the great expositions of the Victorian

era, in Paris, Brussels, Chicago and New York etc.®® These extravaganzas
provided a scent of the exotic to would-be tourists who, without leaving

Urry (1990) p,16. Shields (1991), Ousby (2000) and V. Smith. (1977) have all recorded the
role the railway played in this development
See Shields (1991) for a history of thedevelopment of seaside resort in Britain.And Urry
(1990) Chap. 2 'Mass Tourism and the Rise and Fall of the Seaside Resort.'
The GrandTour has received muchattention in academicliterature. Notable contributing
authors include: Shields (1991); Ousby (1990);Pearce (1995); and Urry (1990) p.4, who
writes:

[T]he Grand Tour had become firmly established by the end of the seventeenth
centuryfor the sons of the aristocracy and gentry, and by the late eighteenth century
for the sons of the professional middle class.

While L. Turner, and J. Ash, The Golden Hordes. New York; St. Martins Press, 1976,
p.29, offer a concise definition of the Grand Tour as the way in which:

The new world pays its respects to the old...Its development follows a shift in the
focus of culture and of economic and political power. The wealthy and educated of
states whose position of dominance in the world is relatively new, visit countnes
that have passed their peak of prestige and creativity but are still venerated for
historic and cultural reasons. Thus Romans visited Greece and the Eastern

Mediterranean; the English, from the sixteenth century onwards visited Italy and in
this cenmry Americans 'do' Europe.

See Strain (1996) p.72, in which she explains how:
The marketing of touristic pleasures in the pre-cinematic era helped popularise a
coherent set of strategies for viewing cultural Otherness, a set of strategies which
can only be analysed in the context of a culturally-shared world view and late
nineteenth-century developments, including the professionalisation and
popularisation of anthropology...

See Strain (1996) pp.72-3, who informs us how 'missionaries, surveyors, explorers,
anthropologist and colonialists' collected 'physical types' that were subsequently sold on to
entrepreneurs who 'collected profits from audiences eager to look into the eyes of the worlds'
jungles and deserts'. See also Torgovnick (1990) p.191.
See Torgovmck (1990) chapter 3 'But is it art' for commentary on the Brussels Exposition of
1897. Also Impey(1977) Pearce(1995). 35



home, could see elaborate exotic dioramas and living villages. Here the

living human specimens of exotic cultures were encouraged to engage in

their daily activities and perform their ceremonies under the passing gaze of

domestic tourists.®® Behind the scenes the academic documentation of the

'specimens' took place and lent their results to the quackery of the

philosophy of the natural order. The scrutiny of exotic people and things

from within safe Western confines typified the engagement of the

anthropologist during the bulk of the century, just as it typifies the

perspective of many contemporary tourists.

While a small number gained their experience from colonial outposts, most

mid-nineteenth century 'anthropologists could be likened to armchair

travellers.'®^ Thisremained themethod of study for those sedentary scholars
of the science of man 'serv[ing] primarily as curators and interpreters for the

resultant accumulation of facts, photos and artefacts'.®^ At this time

ethnographic field studies consisted, primarily, of reports from missionaries

and traders. As, for instance, Ellen Strain argues; '...true travellers or

fieldworkers were not men who would become anthropologists at major

universities but missionaries and merchants'.®^

It was this ability to organise the world from the Western perspective and

the emplacement of European man at the head of the hierarchy that fostered

the confidence to travel in those with the means. Once the exotic had been

consumed, as a spectacle in model villages and their like, adventurous

tourists could then venture into the dark comers of empire, if not confident

in their mastery of the exotic subject, then at least with some prior

knowledge. The residue of this model can be seen today in the television

travel shows, brochures, and intemet sites, that provide the would-be tourist

with extensive information and tamed picturesque images of the destination.

Indeed, as I have already foreshadowed, the function of the picturesque

diorama persists as a primary stmcture of all tourist information. The

diorama is clearly related to the 'view through the window' in its framing and

distancing technique and, above all, in the way in which it maintains the

comfort zone of the viewer. The picturesque diorama intensifies the notion

Strain (1996) p.82, notes how in the 1880s the Jardin d' Aeclimatation on the periphery of
Pans provided a 'Parade of Ashanti's, Hottentots, Cossack, Lapps Senegalese, Somalis,
Dahomeans and Sudanese...' that attracted 'Hundreds and thousands of spectators yearly'. And
that this enabled anthropologists in Paris ready access to 'ethnographic exhibits'.
Strain (1996) p.70.
Ibid., p.80.
Ibid., p.82. 36



of the viewer at the centre of things, just as the contemporary tourist is the

centre of attention at resort towns and theme parks ahke, both of which are

tempered, or constructed, for the visitor's benefit

Anthropology, with its yearning for knowledge of others, is a discipline that

shares the sentiments of the Romantic Grand Tourist and an historical

development concurrent with contemporary tourism. Structurally, both are

environmental engagements that absorb exotic cultures and places: that

people develop a culture in partnership with their environment is at the heart

of both engagements; and that extended periods of time are spent among

exotic cultures is also common. Furthermore, the desire or imperative to

record the experience, in some material form, is also shared with the

contemporary tourist and more specifically the eco-cultural tourist.

Sonvenir Collecting in Australia

As with other geographical regions within the British Empire, in colonial

Australian history, the trading of material culture is dominated by the

colonial explorer, the missionary and later the anthropologist. In Australia

we are indebted to many famous anthropologists, missionaries and other

early collectors of Aboriginal artefacts for the richness that lines the

storerooms of State and National museums and art galleries. Not

withstanding the difficult ghosts of British colonialism, the artefacts

collected during and just after that period have, through time, assisted in a

better understanding and appreciationof Australia's indigenous cultures. It

should also be acknowledged, at this point, that the exchange of material

culture in Australia was taking place well before European colonisation.

Indigenous nations have, for hundreds of years, traded raw materials, such

as ochre, and pearl shells, tools, weapons and other goods, across tribal

boundaries. In 1936anthropologist Norman Tindale recorded the trading of

boomerangs and other tools between Aboriginal groups at the foot of the

Gulf of Carpentaria. 'There was one hooked boomerang available,' he

writes:

This had been traded from the mainland,no one remembered how long
ago. It was well worn with red ochre ingrained in the wood and when
obtained the hooked end had been freshly painted white. The hooked
boomerang has a well defined notch and is of the style of those from
the vicinity of Tennants Creek, N. Terr.™

N. Tindale, Note: In my USA and Europe Journal 1936. Museum of South Australia.
http://www.samuseum.sa.gov.au/tindale/material_culture(23/6/2002) 37



In far northern coastal regions the trade of goods and ideas with seafaring

people from Oceania is also well documented^'

The exchange of goods betweenAboriginal people during this period is

remote from the leisured practice of tourism. Travel among Aboriginal

people was then part and parcel of the traditional Aboriginal mode of

production. It was, moreover, to do with the trade of material goods, but it

does demonstrate that material goods were exchanged among Aboriginal

people prior to European colonisation.

The specific conditions relating to the trade in tourist art and souvenirs are

peculiar to the condition of the tourist and, associated, moreover, with the

European notion of leisure and travel that arose during the mid-to-late

nineteenth century. Whilethe contemporary anthropologist might argue that

his or her profession is unrelated to the travel purposes of the tourist, the

initial examples of tourist art and contemporary souvenirs, are to be

discovered in the collections of early colonial anthropologists, as too, is the

germ of what is now referred to as eco-cultural tourism, like the tourist, the

anthropologistspends regularand structuredperiods of time away from his

or her conventional society and engages with a life style that is markedly

differentfrom that of the West.By far the most commonpractice, shared by

the anthropologist and tourist, is the documentation of the site and people

through the collection of material culture and images. In the collections of

the material culture of other societies reside many artefacts, at once

ethnographic artefacts and works of art, which address the complex activity

of tourism and souvenirsand challenges our notions of what art is. Lippard

questions the relationship between art and tourism, asking why so few

artists have recognised the affinities between them,^^ and Marianna

Torgovnick has aimed a similar question at the exhibition of exotic material

culture and 'primitive' arL^^ Furthermore, it is important to discover a way to
appreciate tourist art and souvenirs that overcomes the prejudices once

accorded 'primitive' art and material culture, one that circumvents their

common perception as cheap, tacky and kitsch and recognises the

authenticity of the souvenir's unique system of visual communication, within

the arena of tourism.

See R. Black, Old And New Aboriginal Art. Australia: Angus and Robertson, 1964, and R.
Beradt, Australian Aboriginal Art. Australia: Ure Smith, 1964.
Lippard (1999) p.4, seems somewhat bewilded at the lack of interaction, writing that 'Since
teaching people how to see is the artist's business, it seems odd that tourism...has piqued so
few progressive artists' imaginations...'
Torgovnick (1990) p.75. 38



Looking at early souvenirs

The reception and appreciation of artefacts of travel and souvenirs today,

runs against the grain of both art appreciation and taste, as well as the purity

of authenticity accorded the anthropological artefact Souvenirs are historical

objects that, like the artefacts of the early modern Wunderkammer

collections, are sometimes, following a considerable lapse in time and altered

social priorities, inducted into the museogallery system. Here they become

categorised in collections of 'Other' or exotic cultures, in community history

or folk craft, depending upon the culture of production and their place and

method of collection. '̂' Just as the plunder of early explorers provided

suitable subjects for the work of Durer, so this plunder may influence the

work of contemporary artists for their exotic or kitsch qualities or, more

recently, its contestation of colonial historyThe common thread is the

representation of people and place.

This key underlying aspect of the tourist gaze is foreshadowed in the

documentary images from Cook's voyages to the Pacific and those of other

colonial explorers; as the majority of tourist art, and much explorer art

is/was executed by artists without formal training. As a result, many of the

documentary images from Cook's voyages of discovery challenged accepted

ways of representing the figure and landscape. This is, in part, due to the

untrained eye of the image-makers and equally to the perveived intended

viewer.'*'

The R Shott and Son collection, at the Queen Victoria Museum and Art Gallery Launceston
Tasmania is an exemplary early collection of wood turned Tasmanian minor species timber
souvenirs. It resides in the community history collection of the museum. See R. Hamilton,
'PioneersIn 20"" CenturyTasmanian Wood Souvenirs.' Tasmanian Wood. No.9 May - June
1984.

Nineteen sixties souvenirs of Aboriginal Australia, particularly plaster cast figures and busts
are one example of souvenirs that have been re-interpreted by contemporary indigenous
artists, notably Julie Gough, who:

[C]ollects golliwogs, shell necklaces, breakfast cereal trinkets,...and Aboriginalia-
kitsch objects from the 1950s, 1960s and 1970s, decorated with "Aboriginal-
inspired" designs. She rearranges these objects...in art works that queshon
representations of Aboriginal people. (H. Fink, 'Gough, Julie' in KJeinert & Neale.
(Gen. Eds.) The Oxford Companion to Aboriginal Art and Culture. Melboume:
Oxford University Press, 2000, p. 594.)

B. Smith, Imagining the Pacific: In the Wake ofCook's Voyages. Australia: Melboume
University Press,1992, pp.52-3, tells us that prior to Cooks voyages of exploration
'European artists did not look and were not encouraged to look, beyond Europe.' And
this was soon to change through the advocacy of the Royal Society, who for almost a
hundred years had been cedling for the visual documentation of unknown lands.
Eventually this saw 'the appointment of professional draughtsmen to men-of-war boimd
for far voyages' but 'It was Joseph Banks who first attempted to realise the
possibilities...' 39



Even the work of formally trained artists, such as William Hodges, was

considered to be counter to the arbiters of good landscape at that time.

Hodges' images were produced not for the salons and galleries of Europe

but for men of science, includingearly anthropologists.^^ This is also true

of later work from Eugene von Guerrard, W. C. Hguenit and other colonial

artists, in that they accompanied scientific expeditions for the purpose of

documentation, rather thanart making.'®

The study of tourist art and souvenirsrequires a similar shift in the focus of

the gaze. Like the images from Cook's expeditions, the intended exhibition

of tourist art is not that of high art and taste, defined by the museogallery

system, but the satisfaction of the tourist's gaze and subsequent viewers'

gaze. What the documentaryimages of early explorers and travel art share is

a priority to represent place and make it real to those that have not seen or

experienced it. It is the intended audience - the official patrons of the

colonial expedition and the family and friends of the tourist - that sets the

works apart.

This common aspect of the production of explorer and travel art, the

substantial contribution of artists without formal training, delivers a

challenge to the notions of good taste and aesthetics, that are jealously

guarded by art institutions. Unlike the desired factual content that

underpinned the images from Hodges and others, the representation of

place, through the production of souvenirs, engages the maker's imagination

and is bound by a different set of rules that enable an abstraction of the

representation of place. In this way, the production of souvenirs may quite

rightly be viewed as an experimental art practice in the representation of

place. Imaginationand abstraction are givenfreer rein in the production of

souvenirs, while the need for factual content is not totally abandoned. In his

thorough examination of the visual documentation of Cook's voyages to the

Pacific, Bernard Smith notes 'three principalmeans by which drawing may

be said to represent...call[ing] them inventive drawing, illustrative drawing

anddocumentary drawing'.'® Bernard Smith thengoes on to explain how all

See C. Heathcote, 'When science meets art; Humbolt, von Guerard and the Australian
Wilderness.' Australian Art Monthly. Nov 2001 #145 pp.27-31 for a recent reprise of B.
Smith's commentary on this subject.
C. Johannes, W.C. Piguenit 1836 -1914 Retrospective. Hobart: Tasmanian Museum and Art
Gallery ,1992, p.10, records that Piguenit'sartistic work developed out of his employment
as 'draughtsman in the mapping office of the Colonial Survey Department'.
B. Smith, (1992) p.53. 40



artists . .require a stock of visual memories drawn from their worlds...' and

how:

In one sense, all drawing is illustrative, a visualising of
verbalisations; all drawing is documentary in its recording of
memories; all drawing is inventive in its translation of neural
activities into a graphic code. It is better, therefore, to think of
inventing, illustrating and documenting as actual or potential
components of all acts of graphic representation. Considered in this
way, inventive draughtsmanship is of a kind that stresses invention
but minimises the illustrative and documentary components of
perception. A documentary draughtsman, on the other hand, will
endeavour to suppress the inventive and illustrative components of his
perception and do his best to draw what he sees.^

As far as tourist art is concerned, it is the sense of place that is stressed.

This may take a number of forms, the most common being that the artist will

beginwith a material that is endemic to the site represented or that the artist

will craft a recognisable representation of the site from non-endemic

materials. In bothrespects it is possible to detecta clear relationship with the

project of the colonial explorer, the anthropologist, and the documentation

and material culture collections made by them to record the culture of the

place. While the necessity for fact may be obscured somewhat, it persists

beneath the surface of the souvenir object with its priority for the spirit of

the place; for example, in the endemic material from which it is constituted.

In this sense the artefact may be viewed from a postcolonial perspective, in

that it harbours multiple and complex representation of place - inventive,

illustrative and documentary. Suchmeanings may comprise one or all of the

following: heritage, that is methods and systems of production now

redundant that live on as spectres; the artist's interpretation of the site; and

the tourist experience of that site. These two components are at the core of

souvenir production that will become evident as this project unfolds.

I have shown, through this brief overview of the development of souvenir

collecting, how it is founded on the colonial collection of other cultures.

Furthermore, the colonial projecthas sincegivenrise to a European heritage

in former colonial lands such as Australia. Here the study of souvenirs takes

on another dimension and engages with the politic of white indigenaity. This

may be summarised as the way in which the descendants of colonial

Europeans view their own colonial past, but it is more properly defined as

the study of another, if infant, culture which has been the result of European

migration. This will be explored further in the second half of this thesis, but

Ibid., p.54. 41



for now I want to look more closelyat the anthropologicalproject, home out

of the colonial project and its relationship to tourism.

42



Chapter 3

Souvenirs and the Anthropological Gaze

Chapter 3 takes a closer look at the relationship between tourism and

anthropology and seeks to identify common links between ethnographic

artefactsand souvenirs collectedin Australia during the latter half of the 20""

century.

43



Souvenirs and the Anthropological Gaze

The study of travel art and souvenirs finds its antecedents in the academic

fields of Anthropology and Art History.®' It has until recently existed

behind the veil of these and other related disciplines such as Archaeology,

SocialTheory, Psychology, History,Cultural Studies, Museum Theory and,

recently, it has come to light in specific studies in Material Culture and

Tourism. What these disciplines share is an engagement with artefacts and

objects that have been collected as a result of institutional and/or

independent exploration and travel. The objects collected have then been

assessed and organised using the criteria that are foremost in the individual

disciplines. These criteria are often found to be contrary but are in many

ways also equally complimentary. This is best exemplified in the curatorial

contrast demonstrated by the presentation of same or similar artefacts in art

galleries, anthropological museums and souvenir shops. For the

anthropological museum the display of the object is preceded by the

knowledge of its use and where it fits within the culture of origin; it is the

apparent information available in the object that attracts the scrutiny of the

anthropologist or ethnographer. For the art gallery the formal and aesthetic

qualities of the object are paramount.

Tourist art and souvenirs, however, seem to rest somewhere in between, in

that it is the aesthetic and decorative quality of the object that attracts the

tourist's eye, while the object's ability to refer to the experienced site and

culture is of equal importance. These irmate qualities bring together the

aesthetic and informative gaze, around the commercial exchange that takes

precedence in the souvenir shop. In so doing the souvenir describes a

unique range of objects and artefacts designed for the purpose of satisfying

an equally unique way of seeing.

Until recently few academics and writers have recognised tourist art as

worthy of serious study. From a southerly perspective, of former British

colonialism, the study of tourist art and souvenirs is particularly slight. That

which does exist is to be found, in brief references, within studies of

Aboriginal art and initially these took a dim view of the negative influence of

tourism on the production of Aboriginal art. An in-depth study of souvenir

objects that refer to colonial society, is non-existent, or in a formative stage

In 1976 Grabum (1976), p.2, wrote of tourist art and souvenirs as one of the most
neglected fields in the disciplines of anthropology and art history'. There has been some
progress over the last quarterof a centuryor so, but muchworkremains to be done. 44



in other institutions. So it is that this chapter begins with a survey of

literature, in the broadest sense, that considers the subject of tourist art as it

pertains to Aboriginal and other indigenous cultures and European contact.

The Sixties

As the artefacts of Aboriginal Australia began to emerge to a receptive

Western audience in the mid-sixties, a clear distinction between Aboriginal

art and tourist kitsch was established.®^ The intention was to discriminate

between genuine artefacts, that showed evidence of traditional use, and were

worthy of public and institutional collection, and those crafted trinkets

produced for profit within the Western economic system. Most of these

early studies were undertaken by anthropologists with the assistance of

missionaries. They saw the emphasis placed on information, rather than

aesthetics and, in turn, treated the collected objects as ethnographic

specimens and displayed them accordingly.

In 1964 Ron Bemdt, renowned anthropologist from the University of

Western Australia, lamented the influence of tourism and tourist kitsch on

the development ofAboriginal art, stating that

Pseudo or imitative Aboriginal art is not art; and unfortunately, it is
in this debased form, m the shape of commercially produced items for
the tourist trade, that it appears to have made the strongest impression.
This aspect is outside our scope in the present discussion, but we
should remember that some of this material does go under the name of
'Aboriginal art', and is accepted as such.®

"Kitsch' is a term that has dogged tourist art and souvenirs. The common perception is that
all souvenirs are kitsch, but the meaning of this term is almost as varied as tourist art. It
may mean to cheapen in accordance with the original German- Kitschen, (J. Stemberg,
Kitsch. Lxmdon: Academy Editions, 1972.) It is Herman Broch (H. Broch, 'Notes On The
Problem Of Kitsch.' in G. Dorfles, Kitsch: The world ofbad taste. New York: Bell
Publishing, 1979.) and Ludwig Giesz (L. Geisz, "Kitsch-man as tourist." in Dorfles. 1979)
and

...theconcept of Kitschmench or kitsch man...extended to refer to the "man of bad
taste", ie the way in which a person of bad taste looks at, enjoys and acts when
confronted with a woiic of art (either good or bad),

that does most to secure a notion of what kitsch means with regard to the tourist. Geisz
extends this notion with clear reference to tourism, firstly offering his list of options for the
meaning of kitsch as bad taste, dilettantism, unoriginal, thoroughly conventional, or
"overloaded with rather primitive, affected and superficial attractions". (Geisz (1979) p.156.)
He then brackets the souvenir and the monument together as "memory fetish", writing that
both:

...provoke a kitsch perversion" of the tourists sense of time and that both the
monument, the museum and "the souvenir simplifies this sort of pleasant
ambivalence by means of its tangible reality." (Geisz (1979) p.l70.)

Bemdt (1964) p.73. 45
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Bemdt's quest for authenticity is typical of many anthropologists of that era.

This 'debased form' of Aboriginal art is at the core of this project and

represents the historical grounding of this inquiry, in which the positive

aspects of such modified art production and its external influences will he

explored.

Similarly, J A Tuckson, in the introduction to Bemdt's essentially

anthropological text, draws attention to the contortions made by Aboriginal

artists to satisfy the demands of such a market, writing that:

The demand from the tourist trade has also been met partially by
Aboriginal artists themselves, espeeially through the agency of
mission distribution centres. In a minor way this has modified
traditional style. Missions sometimes price the artists' work on the
basis of size...And to meet the current demand, the artist has now

taken to shaping his bark as rectangularly as possible, so that it may
be packed and transported conveniently together with others.
Overencouragement of such art has tended to produce quantity rather
thanquality.**

Tuckson identifies the role of mission settlements as central to the

introduction of the profit motive, noting the values by which art was

subsequently promoted.®^ But, most importantly, he recognises the
significance of size and uniformity, as fundamental stractural developments,

in the definition of tourist art.

In the same year, Roman Black, another anthropologist, introduced his text.

Old And New Aboriginal Art in the following way:

In thousands of Australian shop windows one can see examples of
pottery, wooden boxes and trays, table-mats, textiles, and various
knick-knacks and souvenirs decorated with aboriginal designs. To a
visitor from abroad this is like a breath of fresh air; here at last is
something that is different, that is typical of the country, that is
good.*'

Just as Tuckson documents the shaping of indigenous art, to suit the

dictates of transportation, so Black is equally alert to the principle that a

souvenir must be 'typical' of the visited site. In this. Black is less critical of

tourist art in his introduction, preferring instead to focus on the aesthetic

freshness and difference of Aboriginal derived decoration and design. The

contrast, between the gazes of Black and, Bemdt and Tuckson, is apparent.

Black's perspective is much closer to that of the tourist, in that he is visiting

J.A. Tuckson, 'Introduction', in Bemdt (1964) p.68.
Following this, it may be argued that 'Art' in the hands of European colonials was a
powerful tool of assimilation.
Black. (1964)
Ibid., p.xxi. 46



the country for the first time. It is true that Black and Bemdt both engage

with the art of Aboriginal people from an anthropological perspective but

there is, in Bemdt's tone, an underlying desire for purity and authenticity in

the art and culture of Ahoriginal people. On the other hand. Black's view

from afar welcomes the influence of trading routes and the exchange of

ideas across clan and tribal boundaries and across the ocean. This is a

particularly pertinent point, as Black dwells, for some time, on the pre-

European contact and influence of Macassar and Malay culture on that of

Amhem LandAborigines and the introduction of figurative imagery into the

latter's culture. Citing Bemdt's 1947 collection of carved human figures

from outside Yirrkala, Black argues that; '[t]he carving of human figures out

of wood was introducedfrom Indonesia by Macassan and Malay traders

who regularlyvisited thispart of Australia.'^This suggests that Aboriginal

art (like the art of other cultures) has the capacity to adapt to outside

influences and respond to changes, and also highlights the nonsense of

Bemdt's desire for cultural purity.

The distinction between art and souvenirs may also be found in the current

records of the Bemdt Museum at the University of Westem Australia. Here,

a small number of artefacts have been catalogued as souvenirs, made for

exchange with the anthropologist who was engaged in the study and

collection of artefacts. Examples include the following Multifunction

Boomerang.

Number 2464.00 Type MultifunctionObject Boomerang
Country: Australia
State Westem Australia

Region
Place Mowanjum

Description
The boomerangs are made from light coloured wood which is
red-pinkochred. Painteddesigns occur on one side only.
Designs mainly consist of 50 and6u6 curves in yellow,
outlined with fine white dots. Lengths: (from tip to tip)
60cms; 52cms.

Belief The marks are just signs (warn) and tracks.
Function

Made for the tourist market (see slide reference below).
Boomerangs may be used for hunting, fighting and
firemaking.

Collection Lucich P

Originator Worora tribe
Date 17.3.1963

(Bemdt Museum, University of Westem Australia)

Ibid., p.98. 47



Plaic 3 Multifunclion Btxwicrang. wtxxi and ochres. Collection: licrndt Mu-seum.
Universit> ol Western Australia. Cat. 2464.00

This catalogue entry, and two others from the Bemdt Museum, situate the

collector - in this case the anthropologist P. Lucich - in the role of the

primary tourist, for this artefact has been produced, or at least adapted, as a

personal gift for the anthropologist.®® An adaptation, by the maker, that

points to the transition of theartefact, from a tool, 'used for hunting, fighting

and fire making,' to one with the artistic representation of people and place

as its priority. However, artefactsfrom this period, catalogued in this way,

are rare.

Seventies

The first attempt to remedy this rather jaundiced perspective and define the

category of 'tourist art', as a genuine and unique artistic expression and style,

occurred in North America, with the publication of Nelson Grabum's

ground breaking Ethnic and Tourist Arts: Cultural Expressions from the

Fourth World.®" Inthis text, upon which it is fair to say the academic study
of souvenirs was founded, Grabum establishes a structure of art production,

that locates souvenirs and tourist art as an identifiable genre of art, within the

general field of art practice.

Grabum's initial problem was to identify how tourist art was distinct from,

what was then referred to as, 'primitive' art. He managed this by invoking the

concept of a 'Fourth World', which he describes as the 'collective name for

Bemdt Museum, University of Western Australia (http://www.bemdLuwa.edu.au) 17/6/2001.
See also catalogue entries 2463.00 and 6880.00
Grabum (1976) 48
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all aboriginal and native peoples whose lands fall within the national

boundaries and techno-bureaucratic administrations of the countries of the

First, Second and Third Worlds."' Then, in contrast to Bemdt's insistence

on authenticity, Grabum argues that, '[n]ot only are they no longer isolated

or autonomous peoples as they perhaps once were, but their arts are rarely

produced for their own consumption or according to their own unmodified

tastes'Here he recognises the impact of colonialism and the modifications

that have occurred that are demonstrated in the above example from the

Bemdt Museum. Grabum concludes:

Thus, the study of the arts of the Fourth World is different from the
study of "primitive" art, characteristic of most earlier anthropological
writings, for it must take into account more than one symbolic and
aesthetic system, and the fact that the arts may be produced by one
group for consumption by another. The Study of Fourth World arts is,
par excellence, the study of changing arts - of emerging ethmcities,
modifying identities, and commercial and colonial stimuli and
repressiveaction.^

Within this precise statement of what the study of souvenirs entails,

Grabum clearly identifies points of divergence between 'primitive' art and

touristart; between anthropological artefacts and souvenirs. Firstly, the myth

of isolated cultural purity is anathema within the context of tourist art.

Secondly, cultural identification and specification is tenuous within the

Western framework of national boundaries; and thirdly, tourist art is

produced for the consumption of visitors from other cultures, that is, the

tourist.

In terms of the purviewof this text,it is this third component that is the most

important detail from this extended quotation and does most to define the

souvenir. For the principle, of art produced by one community for the

consumption of another, is also applicable to the contemporary boom in the

production of souvenirs by both non-indigenous and native peoples. This

has become more evident, here in Austraha, since the bicentenary in 1988

and the Sydney Olympics in 2000. In so far as certain non-indigenous

groups may also fall into the same predicament outlined by the earlier

categories of indigenous and/or minority representation within the national

type. Grabum foreshadows this predicament by later tying the category of

folk art to the same bundle as 'primitive' art. Elaborating on the notion of

social interaction across cultural and class bormdaiies, he bases his premise

Ibid., p.l.
Ibid.

Ibid. 49
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on a theory of integration and differentiation, writing of these as two sides

of the same coin. For Grabum it is:

...essential to the processes of solidarity within groups and between
parts of groups that go together to make a part of larger entities. These
groups or segments of society are called by many names: classes,
castes, tribes, ethnic groups, identity groups etc., all of which are
tending to merge in the contemporary world. The arts of these peoples
have been called "primitive" art and "folk" art, depending on whether
the creators are, respectively, members of a recently conquered group
or of the long familiar "lowerclasses" of complex societies.®^

In making this distinction, Grabum points clearly to the inclusion of the arts

and crafts of former colonial societies, in which those with an historical base

of economic migration and penal transportation, such as Australia and other

former colonial states dominated by European descendents may be

included.®^ Having established these broad, yet defining, parameters for the
production of tourist art, Grabum presents a number of artistic typologies

that define various styles and developmental stages of what we have come to

know as souvenir production.

1) Extinction

Grabum begins his typology by recognising extinct indigenous art That

is, art that did not survive the early contact years of colonialism due to the

dismption of the indigenous social stmcture. This category has little

relevance in the ongoing study of tourist art but it serves to demonstrate

the benefits of tourism and how it may be cmcial in the preservation of

endangered artistic styles.

2) Traditional or Functional Fine Art: summarised as, 'traditional art

form[s]...accompanied by some changes in technique and form, or even

showfing] incorporationof a few European derived symbols and images.

As long as thesedo notdisturbthe transmission of symbolic meaning.'®®

Ibid., pp. 2-3.
As a convict settlement dedicated to the most extreme cases, Tasmania has recently developed
a considerable tourist industry around sites like Port Arthur in the south and Sarah Island in
the west. And is perhaps at the forefront of the fast developing 'dark tourism'. But the
'convict stain' once so feared among the settler descendants, today exist only in the above
tourist attractions. The most recognisable division among colonial descendent societies like
Australia today is between urban and rural areas: city and bush. The populace of the large
coastal cities recognise the vast interior and less populated coastal regions as worthy holiday
destinations and the art and craft from these sites as worthy souvenirs of primitive modes of
production that survive outside of the urban centres.
I have omitted Grabum's eategory of the 'Popular arts' as it has little relevance in the context
of this study.
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In this example the traditional boomerang form has been retained, as has the

symbolic decorative Crosshatchdesign. It is in the production technique that

some variation occurs. Whereas prior to colonialism the recessed

crosshatching was executed with stone or bone tools, it is highly probable

that in this instance the decoration was achieved with the use of a metal or

glass cutting device. As with many artefacts found in ethnographic

collections it is only possible to speculate about the tools used. Through a

comparison with similar pre-contact artefacts one can assess the edge of the

mark for some evidence of the use of Western tools. Then one can look for

signs of ware and use - marks that will suggest some authenticity. However,

signs of use should not preclude the artefact from this category. As Grabum

informs us, antiquing, revivals and fakery are prevalent among many

souvenir crafts.^^

Plate 4(a) Detail

Plate 4 Multifunction l^xHnerang. \mkxI uith inscribed relief. 8lcnt
Collection: Tasmanian Museum and Art (iallcr>. Cat. M3683.6

Grabum (1976) p.5.
I will not determine objects and artefacts in this category as 'souvenirs' as Grabum sets out a
distinct category for that title. Instead 1 will refer to objects and artefacts that are 'souvenired'. 51



This category is more clearly defined by the term 'functional' in that the

majority of souvenirs it embraces are utilitarian tools that have been

appropriated into the souvenir market. They were made with a utilitcirian

purpose in mind, rather than the profit motive.

3) Commercial Fine Art: described as that 'made with eventual sale in mind

but which adheres to culturally embedded aesthetic and formal

standards.'^®

Plate 5 Man Rose Nangala. ((xtlamon. 2000. acr>lie paint on wood with pokcrworkdetail on reverse.
63 X 18 cm. Private collection.

Eventual sale is also the motive behind many indigenous art works. I have

shown in the above category how moribund tools are vulnerable to the

souveniring habits of tourists. This is also true of this third category, but

here the intent is the key difference. For example, the coolamon is a wooden

vessel, initially, used for collecting seeds and berries for food. Today these

Grabum (1976) pp.5-6. 52



artefacts are produced specifically for the tourist market, augmented with

various traditional designs, such as the dot-painting pattern on this example.

They are also made in a number of sizes and with varying degrees of skill.

What remains is the retention of the traditional form and design.®^ Other

examples, of art made for this purpose, may be found in baskets from

Aboriginal Australians, while the boomerang, as demonstrated above, is,

today, also made with 'eventual sale in mind'.

4) Souvenirs: objectsof repetitive production manufactured 'when the profit

motive or economic competition of poverty override aesthetic standards,

satisfying the consumer becomes more important than pleasing the
ilOO

artist.

Plate 6 Kcringke artists, kcringkc souvenirs,painted ceramic vessels and hixxI biHimerang. 2U00.
keringke Arts Centre. Santa Teresa(l.tyentye Apurtel. Northern lerritory. Australia.

It is the repetitive production process that sets these artefacts apart from the

former categories and, according to Grabum, it is this that most clearly

defines the souvenir. The reliance on repetitive manufacture for this

definition is problematic, as too is the notion of 'economic competition of

poverty,' which is assessed from the perspective and principles of Western

economic development, imposed upon a different or alternative system of

production. Unlike Traditional or Functional Fine Art', where the artefact is

produced with no mind for its commercial exchange, or 'Commercial Fine

Art', where the 'eventual sale' of the artefact crosses the mind of the maker.

See P. Brokensha, The Pitjantjatjara And Their Crafts. Australia: Aboriginal Arts Board,
1987; J. Isaacs, Desert Crafts: Anangu Maruku punu. Sydney: Doubleday, 1992, and
Maruku Arts and Crafts, tmaruku.com.aul niaruku/prod_content.htnil 11/6/2002
Grabum (1976) p.6. 53



'Souvenirs' are produced within a fully established capitalist exchange

system, in which the sale of the artefact is the sole intention.

In the above examples, from the Keringke Arts Centre, mass produced pots

and plywood model boomerangs are augmented with individual local

designs where each design is unique and applied by hand with reasonable

care and attention. However, there can be no argument that such artefacts are

manufactured with the profit motive in mind, and that the intention of the

work is, at least in part, to allay what Graburn calls the 'economic

competition of poverty'.

5) Reintegrated Arts: summarised as comprising of new art forms developed

by indigenous people, from introduced materials and methods.

Plate 71'opsy Tjulita. Lizard. undatedL wood with poLerwork detail, variable dim^ions.
[Source: Maruku Arts & CrafUj

It may be argued that most, if not all, indigenous souvenirs, such as the

example pictured, (Plate 7) conform to this description, through the use of

introduced materials and techniques, or methods that have enabled the work

to meet commercial needs. The Pokerwork art of Central Australia is a

superb example, where traditional patterns are burnished onto the surface of

the artefact by the use of heated lengths of fencing wire.

6) Assimilated Fine Arts: summarised as the use of Western form and

composition by indigenous peoples.

Grabum cites Namatjira as a prime example here. Illustrating his claim with

Namatjira's Western style painting. Ghost Gum of Temple Bar (1943).
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Grabum argues that, 'Namatjira painted landscapes in (sic) his aboriginal

homeland, in the style of thewhiteartistRex Battarbee'.""

Having listed the above categories of indigenous art that feed into the

production of tourist art, the author provides some qualification by noting

that objects contained within the above categories are not fixed, but travel

variously across the lines of definition that he has drawn up.

There is a fine line of division between each of Grabum's categories and in

the case of both Commercial Fine Art and Souvenirs, there exists the

'aesthetic standards' and their relationship to both traditional functions and

the profit motive. For Grabum, the first category. Traditional or Functional

Fine Arts, is characterised by the inclusion of post-contact materials,

techniques and imagery but they adhere to traditional functions, with no

consideration of profit. They are artefacts that fall into the tourist art market

after production and in this respect it is the tourist that makes souvenirs out

of them. Commercial Fine Arts objects are different, due to the secondary

consideration of the artefact's commercial appejil, but they still conform to

the function of transmitting traditional knowledge and they retain significant

symbolic meaning. Their pnrpose and conditions of production are identical

to those of the previous category, however, it is the maker, rather than the

tourist-as-consumer, who identifies their potential to operate as souvenirs

within the Western economic exchange system.

In the third categoiy. Souvenirs, the profit motive is the main purpose for the

artefact's production and this is seen as haviug a marginalising effect on the

object's symbolic meaning, function and traditional aesthetics. Artefacts of

this type are framed as souvenirs by both the maker and consumer, and

therein rests the cmdal definition of this category. Both, maker and tourist,

recognise the features of traditional function, aesthetics and symbolic

meaning retained in the artefact, that allow it to operate as marker of people

and place.

The Eighties

The eighties saw the flood of Central Desert Aboriginal dot-painting onto

the international art scene. This, in turn, inspired a more expansive

appreciation of other Aboriginal art forms, including that which had

Ibid., p.7. 55
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previously been labelled kitsch. In 1986, the exhibition. The Dreamtime

Today: A Survey of Contemporary AboriginalArts and Crafts '̂̂ ^ addressed

Aboriginal craft in a less prejudicial way than Bemdt and Tuckson, and not

as wide-eyed and gawping as Black, in its documentation of similar tourist-

oriented work, contained within the exhibition.

Alluding to the transition of the traditional art of predominantly

hunter/gatherer communities, from transitory or ephemeral object into

markers of people, place and time, the introductory essay of this catalogue

remarks upon the '...seeming paradox of the desire of museums and art

galleries to collect and conserve such pieces.'*"^ This paradox may be

further related to the artefacts of non-Westem and Western heritage alike

and carries a real significance for those artefacts framed as souvenirs. As the

text continues:

[CJerlain basic features may be detected in all Aboriginal visual arts.
These include their basically religious nature, their perceived
relationship to the past continuum of the Dreamtime and the all-
important Dreamtime ancestors from whom stem essential aspects of
Aboriginal life and thought; most important are the inextricable links
betweenindividualsand groupsand the land.'"^

It is this expression of the relationships between people and place that

supplies the primary structure for the reception of indigenous artefacts as

souvenirs and invokes a visual dialogue between host and visitor.

Importantly, this dialogue situates the indigenous artist/craftperson as the

proprietor of the represented site. Similarly, for the settler descendant, it may

be argued that the production of colonialist souvenirs enhances a sense of

belonging to the represented site. In this way the colonial debate of

ownership persists through the representation of place, which has further

been complicated by the development of a recent inter-indigenous

colonialism, through (he sale of artefacts, such as dot paintings, didgeridoos

and boomerangs, to tourists in parts of Australia where such things are

ahen.

This catalogue notes the relationship between tourism and Aboriginal

artefacts with reference to a number of exhibits. One entry dates this

relationship as beginning in 1945 with the initial figurative carving of a

The Dreamtime Today: A Survey ofContemporary Aborigbml Arts and Crafts. Kintore
Gallery 10-28 September 1986, Adelaide: Flinders University South Australia, 1986.
J.V.S. Megaw, The Dreamtime Yesterday and Today' in The Dreamtime Today: A Survey of
Contemporary Aboriguml Arts and Crafts. 1986, p.9.
Ibid. 56



human figure atop a traditional Tiwi Island burial pole,'°^ stating that these

artefacts soon realised a ready market within the tourist trade.'°^ In line with

Tuckson's lament, and the qualifying feature of Grabum's 'Souvenir'

category, the quality of the finished article is said to not only differ in its

traditional representative style but

Poles made for tourists - or especially commissioned - can be even
more flamboyant and even representational in style and decoration.
This particular example is coloured with vivid yellow and the crude
uneven carving and slapdash paintwork leave no doubt that it was
intended for a European audience. Contrast this work with the
following (Cat no 38A), a much more "traditional" piece albeit also
made for sale.""

As well as symbolic and ceremonial artefacts, decorated utilitarian objects

are also included in the sweepof thisexhibition. Cat. No. 55 being a painted

Coolamon, a traditional '...hollowed oval dish...used for carrying seeds and

berries' in this case '...made expressly for sale'.'°® Like the coolamon

featured in plate 5, this example and Cat. No. 63, a decorated boomerang,

provide examples of artefacts that demonstrate how the enhancement of

traditional tools, with traditional designs, increases their visibility and value

within the cash economyof the tourist market. This is best typified by Cat.

No. 71; a woomera attributed to Albert Namatjira and recorded as, 'made for

the tourist markeL'(Plate 3) There are a number of further exhibits from this

catalogue that fit within the framework of souvenirs, including greeting

cards (Cat. no. 85 - 99) and another coolamon (Cat no. 116) recognised as

being produced especially for the tourist market due to its reduced size.'°^

Plate8 lumdscapeon H'oomera - Painted Spear throw er, attributedto Albert Namatjira, 1943,
gouache on wood, resin handle. 54.5 14 cm.
(Source: Co(^)er et al. Aboriginal Australia. Canberra: Australian Galler) Directm^ Council 1981-2)

Hart & Piling. 1960: 89 cited J. Maughan, 'Catlogue' The Dreamtime Today:A Surveyof
Contemporary Aboriginal Arts and Crafts. 1986. See also Cat.no. 38 and 39
See The Dreamtime Today: A Survey ofContemporary Aboriginal Arts and Crafts. (1986)
p.36, for detail of the development of Tiwi design.
Maughan, 'Catalogue' The Dreamtime Today: A Survey ofContemporary Aboriginal Arts
and Crafts. 1986. See also Cat. no. 44. This development out of traditional form and colour
is also recognised by Grabum in the Jut of Makonde of Tanzania among others and referred to
as Grotesqueness. He writes of it as the antithesis of the assimilated art typified by Namatjira
and says that 'Sometimes this leads merely to giganticism, the exaggeration of features or
the ereation of something "larger than life."' Grabum (1976) p.18.
Ibid., p.43.
Ibid., p.62.
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Miniaturisation is a key focus of Susan Stewart's text On Longing,which

also dedicates some time to the analysis of souvenirs. This text deals

ostensibly with why such things are collected, that is the consumption of

souvenirs. Stewart recognises how souvenirs '...serve as traces of authentic

experience...and how they are vital in documenting unrepeatable events,

such as the once-in-a-lifetime visit to an exotic location. She also quite

rightly asserts that souvenirs achieve this record through their ability to

invoke narrative and she argues convincingly that '[t]hrough narrative the

souvenir substitutes a context of perpetual consumption.'"^ However, she

warns that the meaningof the object will '...never be fully revealed.''" In

this, Stewart is alert to the vagaries of narrative and its propensity for artifice

over time. She goes on to highlight how the miniature operates in this

system of memory and nostalgia, as a fragment of the site or event and, as a

fragment, it comes to represent the whole through the agency of narrative. In

this elegant analysis of souvenir consumption, the author alludes to the

relationship between the souvenir and the fetish, and frames her analysis of

the souvenir in a terminology shared by the fetish. For Stewart the souvenir

is a substitute, a fragment, and its narrative orbit is questionably repetitive.

That is, its meaning is only fully understood by the collector, it'.. .cannot be

generalized to encompass the experience of anyone; it pertains only to the

possessor of the object.''" Another restrictive aspect of Stewart's analysis

exists in her division of souvenirs into the basic categories of 'Sampled' and

'Representative.'"^ This simple division of souvenirs, together with their
similarity to the fetish object and Stewart's conventional reading of the

attendant narrative, needs prising open and I will attend to this in the next

chapter.

The Nineties

The formerly depreciated status of much Aboriginal art, as tourist kitsch, is

confirmed by Howard Morphy, who, in his recent historical survey of

Aboriginal art, makes a brief, but positive mention of tourist art. Writing in

reference to the period of 1970 to 1980 - the period that saw the emergence

Stewart (1984)

Ibid., p. 135.
Ibid.

Ibid.

Ibid., p. 136.
Ibid. 58



of 'Contemporaiy Aboriginal art' - Morphy states that, '[p]reviously the only

slot allocatedfor such work was the devaluedcategory of "tourist art'"."^

The author supports this claim through the work of Albert Namatjira who,

Morphy tells us, was a major contributorto the field of tourist art during the

1930s and 40s, and '...was proud of his ability and sought to maximise his

income... He produced artworks in a number of different styles, including

pencil drawing for visiting researchers and pokerwork engravings on

artefacts made for sale."" Namatjira is possibly, the earliest and among the

finest examples of an artist who worked in both the souvenir and fine art

marketat the same time. This is something that only a few formally trained

Westem artists are today bold enough to do, but it is a practice that is

widespread amongAboriginal artists. According to Morphy, the Aboriginal

art of this war period, (1939-45) typified by the work of Namatjira, marks

the establishment of a tourist art industry in the Central Australian Desert

region, an industry that Morphy suggests was already firmly established

during the interwar period in Southeast Australia and consisted of objects

that:

...were often unfashionable in art world terms, straddling the division
between popular art and tourist souvenir. Products included carved emu
eggs, decorative feathers, flowers and applique bark pictures. Other
crafts, such as basketry and boomerang manufacture have their ongins
in traditional practices, but were now directed towards the tourist and
souvenir trade."®

Here Morphy, like Grabum, indicates how difficult it is to place tourist art

within the broader field of fine art. He demonstrates how such art may,

during one period, be discarded as tourist kitsch, only to subsequently come

to rest in the collections of respected institutions, and to be listed in the

Dreamtime Today catalogue.

The most recent analysis of tourist art and souvenirs appears in Ruth

Phillips' and Christopher Steiner's edited collection of astute essays.

Unpacking Culture: Art and Commodity in Colonial and Postcolonial

Worlds. Here a global perspective on tourist art and souvenirs, and their

relationship to fine art is undertaken by a number of authors, including a

reprise from Grabum of his foundational text. Like Grabum, the editors rest

their argument on the opposition to the confining binary classification of

indigenous art, that saw most collections categorised as either, '...artefact or

H. Morphy, Aboriginal Art. London: Phaidon, 1998, p.376.
Ibid., p.269.
Ibid., p.366. 59
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ethnographic specimen and the work of art.'"® They go on to note how

these classifications ignored the key activity of the artefacts as

'...commodities circulating in the discursive space of an emergent capitahst

economy'."® In this concem the authors address not just the production of
the artefact and its drift from the 'authentic' ethnographic specimen, but also

the consumption of those artefacts within the field of tourism and the

Westem museogallery system.

The display and presentation of tourist art and souvenirs within the

museogallery system has provided a fruitful avenue for the academic study

of such objects and artefacts. A notable contributor from the discipline of

Museum Studies is Susan Pearce. Pearce concurs with Phillips and Steiner

in her criticism of the binary classifications, noting that the categories of

Naturalia and Artificialia are inadequate for the analysis of tourist art and

souvenirs. Like Phillips and Steiner, she identifies the need to expand these

binaries that had emerged during the Romantic period, when the socially

condoned collection of high art (Artificiaha) and flora and fauna samples

(Naturalia) was challenged by the collection of early tourist art by those

engaged on the Grand Tour. Pearce recognises that '[t]he accumulation of

exotic and artistic pieces went hand in hand with a highly developed self

image and the desire to create a world within a world' and addressing the

shift in the meaning of formerly utilitarian artefacts she explains how:

Objects which were already seen to be 'true relics' by reason of their
'real relationship' with past people and events were transformed by the
Romantic eye into a sensation of knowing the past.

However, in her recognition of the need to establish a separate category

devoted to the analyses of tourist art and souvenirs, which she labels

Romantic, qualifying them as '...exotic objects of 'primitive' and

otherness..,'"^ Pearce excludes the role of the fetish. For Pearce the

souvenir is the method by which '...the individual creates a Romantic life

history', while she defines the fetish as objects that'.. .are allowed to create

the self.'"^ This viewpoint contests the argument put forward by Stewart

and others, and will be discussed at length in chapter four.

R.B. Phillips, and C.B.Steiner, 'Art, Authenticity, and the Baggage of Cultural Encounter.'
in Phillips and Steiner. (Eds.) (1999) p.3.
Ibid.

Pearce (1995) pp.130-131.
Ibid.

Ibid., p.32. 60



The Arc of the Boomerang

Over the last thirty or so years, the most significant development in the

study of tourist art has been Grabum's establishment of specific tourist art

categories. In the following section I have sought to demonstrate these

typologies through examples drawn from past and recent indigenous tourist

art, in order to investigate how this structure may be applied to a

contemporary study of tourist art and souvenirs.

Fleeting references to the boomerang have been made so far, but no project

on tourist art and souvenirs, emanating from Austraha, would be complete

without a more detailed analysis of this, the best known, Australian souvenir.

The souvenir has been shown to be an unstable artefact that confounds

many attempts to categorise it by institutional terms and the boomerang is a

case in point. The analysis of souvenirs is therefore best achieved by

mapping the path they travel from production to resting. This proposition, I

believe, is at the root of Grabum's categories, in that, it is the shifts and

alterations in the artefact groupings that distinguish one category from the

other. This is informed and influenced by the qualities and characteristics

invested in the work by the producer and consumer; that is '...change

incorporated...according to the tastes of the buyers and the efforts of the

producers''̂ '̂ contributes to the movement of the artefact's perception from

anthropological artefact to souvenir. Through the following case studies, 1

will highlight the qualities of the souvenir object that bring about this

restlessness and categorisation and, in tum, describe their path. 1 will attempt

to locate the causes of these changes, whether they are due to new

technologies, cultural influences, or consumer demand.

In the case of the boomerang, shape is the key design feature. It is unique in

this respect and that is a huge advantage in its operation as a souvenir. It

may be made from anything, embellished in any manner, and only has to

retain its form to be recognised for what it is.

1 want to begin with four boomerangs selected from the collection of the

Tasmanian Museum and Art Gallery.

Grabum (1976) p. 14.
I am grateful to Kim Ackerman, formerly curator of other cultures at the Tasmanian
Museum and Art Gallery, for guiding me through this collection, making the artefacts
available and much information supplied. 61
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Plate 9(a) Detail

Plate9 Multifunction Boomerang,wood with inscribedrelief,80 cm.
Collection: Tasmanian Museum and Art Galler>. Cat. M423H

Catalogue number M4238 (Plate. 9) measures 80 centimetres from tip to tip
and is hewn from a heavy durable timber, most likely Mulga or River Red

Gum. It is decorated with a traditional striated pattern that runs the entire

length of the artefact. The patterning is likea continuous wave form of eight

incised lines, with each wave striation separated by areas of sparse

crosshatching. On close inspection it appears that the lines of the wave

pattern are cut two at a time, perhaps with a tooth edged cutting device.

Known cutting devices include stone flints, animal teeth and introduced

materials, such as glass and steel. Like the earlier boomerang from this

collection, (Plate 4) it is virtually impossible to discern what particular



cutting device was used, so any suggestion in this text is largely speculative

and reliant upon an inspection of the finish and surface.

There appears to be no symmetry in the inscribed design but rather an

increase in the density of crosshatching as the eye travels from left to right

along the concave curve. It may be assumed, from the traditional design,

execution, and patina of use, that this particular boomerang was produced

for authentic purposes, that is hunting and/or ceremonial use, and that, in

keeping with its mode of collection, and storage within the museums 'Other'

cultures collection, it is rightly understood as an anthropological artefact.

Plate 10(a) Detail

Plate 10 Multifunction Doomcrang. wood with inscribed relief. 82 cm.
Collection: Tasmanian Museum and Art (ialler>. Cat 3683.25
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In the above boomerang (Plate 10) the decorative detail inscribed on the

front convex surface seems less controlled and more crudely considered. It

appears that the longitudinal centre, marked by two opposing crosshatched

triangles, has been misjudged. Either side of this near central division are

two similar shuttle designs that run in separate skeins to the tip of the

artefact. These shuttle designs, that appear like connected elliptical leaves,

are bounded on either edge by wave patterns similar to the first example.

(Plate 9)

As with the previous example there appears to be some evidence of authentic

use along the edges of this boomerang, which may lead one to consider

them both as experienced artefacts. The difference between the two rests

with the quality of workmanship.

The provenanceof the next boomerang (Plate 11) suggests it was collected

from the Northern Territory or Eastern Queensland. It is somewhat hghter

in weight than the other examples and the decorative design is organised

more openly along the 81 centimetre length of the artefact, while all the

striations are shallower than in the previous examples. Like M3683.25

(Plate 10) it is divided roughly in half by a row of four striated lines. This

boomerang is also divided along its length by an extremely narrow, almost

grass-like skein, resulting in a quartered division of the surface. Three of the

quarters feature a shuttle or narrow leaf design, supplemented with simple

crosscut lines, like those of a tally. The bottom right quarter, on the convex

edge, does not follow this shuttle patterning, but instead features two

continuous parallel Hnes in wave form.

Unlike the previous two boomerangs, the tips of this artefact are neatly

clipped, which suggests the use of an introduced tool or cutting device.

However, indentations along the edge may suggest some authentic use. In

Grabum's terms the three above boomerangs demonstrate the Functional or

Traditional Fine Art category, due to the likely use of an introduced cutting

technique.
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Plate 11(a) Detail

KODAK Colof Control

KSbSf-IQ

Plate 11 Multifunction Boomerang, wood with inscribed relief. 81 cm.
Collection: fasmanian Museum and Art Galler>. Cat. M3684.10

The final boomerang, from the collection of the Tasmanian Museum and Art

Gallery, also features clipped tips, but it is the decoration on the surface that

says most about this artefact's production purpose. The inscribed design on

the front surface of this artefact is fully developed in what amounts to a

realistic figurative style, depicting single and double ovate leaves and on the

right hand end, a stem or trunk with eight leaves branching from it. The

figurative floral pattern is divided by diagonal crosshatching, while the

incisions are deep, clean and, by and large, uniform. This boomerang, with

its floral design and deep regular cuts, suggests more than any other

example from this collection that it was produced with the aid of introduced

tools and for the consumption of the colonial eye. Like the boomerang from

Bemdt Museum, (Plate 3) it can be assumed that this artefact was produced
65



for exchange with colonial Australians or, perhaps, as a type of proto-

souvenir, for there is evidence of what Grabum would term '...changes in

technique cuid form...showling] incorporation of a few European derived

symbols and images.'*^® From the study of the above selection it may be
understood that the Tasmanian Museum's anthropological collection has,

like many other State and National museums, ceased to collect boomerangs

that show greater alteration from traditional form.

Plate 12<a) Detail

PIme 12 Multifunction Boomerang, wood with inscribed relief. 82 cm.
Collection; I'asmanian Museum and Art Gallerv. Cat. M4287

Grabum (1976) p.5. 66



I now want to look at the more recent production of boomerangs in the

photographic documentation contained in the After 200 Years:

Photographic Essays of Aboriginal and Islander Australia Today^ '̂̂

publication. This documentation shows the varied meanings that the

boomerang has for contemporary Aboriginal people and demonstrates the

different motives behind the making of boomerangs in recent times.

The following plates show images of a number of boomerangs, some are

complete, others, are in various stages of production. By studying the

characteristics of these artefacts it is possible to deduce the purpose of their

production and intended resting place or market. In some cases the

accompanying text provides most of the information required.

Plate 13MaureenMackenzie, Tasman Snider CarvingABw/merangOutside His Hume
in Sfantaka HatchedByLcruy Diamondand Fleur Hobson, 1988,black and white i^otograph.
(Source Taylor, P, (Ed.)After 200 )'ears: Photographic Essays u/Ahoriginal and Islander
Australia Ttukiy. Canberra: Aboriginal Studies Press, 1988)

p. Taylor, (Ed.) After 200 Years: Photographic Essays ofAboriginal and Islander Australia
Today. Canberra: Alxjriginal Studies Press, 1988.
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For instance, In the caption to this illustration, Tasman Snider Carving A

Boomerang Outside His Home In Mantaka Watched By Leroy Diamond

And Fleur Hobson}^^ (Plate 13) the central subject. Snider, states that the

main benefit from the scene played out is that of educating the young. He

says, '1 couldmakea boomerang withmy eyesshuL''̂ ® The caption goes on

to explain how he leamt to make boomerangs in the same way that the boy

in the photograph is leaming, by sitting around and watching. The role of

this boomerang can be understood to have an educative priority that sustains

the character and social cohesion within indigenous culture. There is no

mention or allusion to the souvenir market, or any other purpose for its

production. This boomerang is not then identified as a souvenir by its maker

but is more distinctly an ethnographic artefact. It does, however, rest in the

Traditional or Functional Fine Art category, is made with non-traditional

tools and has the potential to be recognised as a souvenir by a visiting

tourist.

The second example drawn from this text (Platel4) is the triptych.

Boomerang Making At Yaruman}^^ In these illustrations the boomerangs

are first roughed out with a tomahawk. The result of this process is shown

in the second image. The third photograph shows a group of Aboriginal

men working on the boomerangs at various stages of production. It is the

supporting caption that provides the best insight into their purpose, teUing

us that: 'We used to use them for hunting in the olden times but now we use

them mostlyfor Law business.''^'

It can be understood, from this statement, that a shift has occurred in the

intention of the tool, from hunting weapon to a tool for cultural organisation

and cohesion. There is, however, a further potential shift in the purpose of

these artefacts that moves them into the tourist art market. As Jampijin

states:

Sometimes we sell boomerangs in Halls Creek or Broome or
Kununurra for might be 15 or 20 dollars for one.'̂ ^

Ibid., p. 114.
Ibid., T. Snider, p. 115.
Ibid., p.44.
Ibid., R. Jampijin, p.45.
Ibid. 68



Plate 14Jon Rhodes.BoomerangMakm^At Yariiman. 1988, blackand while photographs.
(Source: Taylor, P.(Ed.) After 2(Hi Years: Photyrufthie Evsaysof AharifiinalAnd Islander
Australia Today. Canberra:Aboriginal Studies Press. 1988)

There is no mention of decoration in this statement, so it must be assumed

that the transition, from a tool for hunting and law business to souvenir,

occurs with the boomerangs in the same condition. If this is the case then

these artefacts seem to retain their 'culturally embedded aesthetic and formal

standards' and rest more closely in the category of ethnographic artefact

rather than souvenir, as they have been produced, firstly, for use within the

culture of their production, albeit for ceremonial purposes only.

However, as anthropological artefacts, such boomerangs are unlikely to

demonstrate any evidence of their use within the culture of origin. Therefore,

their inclusion in such a category is tenuous. Boomerangs made with this

dual intention are likely to rest somewhere between Graburn's second



category of Traditional or Functional Fine Art, and the third. Commercial

Fine Art,'̂ ^ as the level to which 'eventual sale', as the intended purpose of
their production, cannot be gauged.

In the third example of a Boomerangfactory at Rohinvale,'^'' (Plate 15) the

proprietor is unequivocal about the trajectory of the product. He informs us

that the factory was set up with a loan from the State bank and a grant from

'the Arts Board in Sydney', and that '[wje're aiming for the export market

now.''̂ ^ This clearly situates these boomerangs and other Aboriginal objects
from the factory within the souvenir market. Unlike the previous example

there is no pretence of use within the Aboriginal culture; rather, they are

produced with sale to tourist outlets as their priority. What is interesting

about this image is the assistance supplied by the Arts Board in the

production of work clearlyintended for the souvenir market. Not only does

this link art and business together but it also identifies souvenir production

as art, fitting it snugly into Grabum's notion of souvenirs, as the art of one

culture produced expressly for the consumption of another, and category 3

the Souvenir, defined as 'objectsof repetitive production.'

Plate 15MidiaclRilcv'QndA\amHirns,Bo(tmi:rang/actoryatRohinvaIe. 1988.blackand whitephotograph.
(Source: Ta> lor, P.(Hd.) After 200 Years: Photographic Essays o/Aboriginai and Islander Aitstralia Today.
Canberra: Aboriginal Studies Press 1988}

There is also a second and more complex shift found in this photographic

essay, which has to do with the raw material. The proprietor denigrates

See fjages 48- 52
Taylor (Ed.) 1988.
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'...those three ply ones...' and also speaks of the change from using Mulga

wood to Red Gum, saying:

We used to go to outside Port Augusta on the other side of the
Flinders Ranges to get the mulga. Now m the factory we use red gum,
local wood...'®®

This change in wood might say one or two things regarding boomerang

production: it might suggest that Mulga provides the best wood for

boomerang production, having characteristics such as, strength,

advantageous growth patterns, lightness and ease of carving; or it might

suggest that Red Gum is a more marketable timber, being renowned for its

durablequality and reifiedas the best timber to be found along the Murray

River, in the sameway thatHuon pinehas becomea highly sought after and

fetishised timber inTasmania.'̂ ^ What can beassumed, with some certainty,
is that the boomercmg form may be carvedfrom many different species of

timber from around Australia and, indeed, the world. At the same time

'aesthetic standards' are not necessarily compromised in the mass

production of souvenirs. It is, in this respect, inappropriate to define

souvenirs according to the reduction of culturally embedded aesthetic

standards in favour of the need for profit.

I want to view one more example from the After 200 Years text, before

discussing the meaning of three boomerangs from the current souvenir

market. In the photograph, John Dixon Decorating a Boomerang For Sale

at La Perouse,^^^ (Plate 16) theartist is burnishing a pattemonto a souvenir

boomerang. Unlike the previous images, this photograph contains some

finished product. Here, it is possible to see the decorative design of tourist

influenced Western imagery, including a map of Australia and numerous

animal motifs, blended with more traditional symbols. From the pokerwork

technique, the commercial intention and the use of Western imagery, these

artefacts show characteristics that span Grabum's 2"^ 3"^ and 4*'' categories:
Commercial fine art. Souvenirs and Reintegrated arts, and fix Dixon's

artefacts, moreover, as genuine souvenirs.

W. Pearce, in Taylor (Ed.) 1988, p.223
Ibid.

Grabum (1976) p.16, refers to this recognition of the importance of the raw material as an
'emphasis' placed on the 'valuable' material by the collector and demonstrates this through
the relative values of Serpentine and Soapstone Inuit carvings in which the former attract a
much greater price.
Taylor. (Ed.) 1988,p. 351 71
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Plate 16 PeterMcKefuie, John DLxon Decorating a Boomerang For Sale at La Perouse. 1988,blackand u hilephotograph.
(Source: lor, P.(Hd.lAfter2(Mt Years: Photufiraphic EssaysofAboriginaland Islander Australia Today:
Canberra: Abcx^iginal Studies Press, 1988)

In concluding this focus on the boomerang I want to offer a suite of

boomerangs collected during the course of this project. The first is an

unassuming three-ply boomerang, of the type denigrated by the proprietor

of the Robinvale factory.

Pl^e 17 Paul Brvden. Boomerang. 200!. plywood with pcrfcerwork decoration. 35 cm.
Private collectim

Made by 'Boomerangs Down Under', this artefact (Plate 17) was purchased

from a souvenir outlet in Alice Springs and is of symmetrical design, most

likely formed on the handsaw. It is light in weight and finished to a blond
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hue, with a tough Estapol type finish. The label on the reverse states that it is

'Handmade to Return' and 'Designed by Paul Bryden -Australian

Champion'.

This boomerang makes no allusion to authenticity and carries a rudimentary

pokerwork design on the tip of each wing that has no symbolic meaning, but

is purely decorative. The priority of this artefact is to demonstrate the utility

of its design, which is that it flies in an arc pattern and returns to the

thrower. By achieving this it offers the tourist, as the intended consumer, a

practical demonstration of ancient Aboriginal technology.

The second example is not really a boomerang at all, but a model of a

boomerang. It is also made from plywood and is only recognisable as a

boomerang through its unique shape. It does not describe an arc when

thrown, nor does it return to the thrower. It cannot be conceived as a lesser-

known, non-returning type, used for hunting in club fashion, as its size and

weight would be of no use for this purpose. In reality, this artefact is a

fridge magnet that utilises the familiar boomerang shape for the purpose of

describing a stereotypical Aboriginal hunting scene on its painted surface.

This truly decorative souvenir favours image over function and is implicitly

aimed at 'satisfying the consumer' rather than 'pleasing the artist'. It is,

however, hand-painted and so is not strictly a mass-produced artefact.

Nevertheless, to the tourist it is successful in bringing to mind a picturesque

sense of Aboriginal Australia.

Plalc IXI ridge Magnet B(x>merang. 2U()i. plyuood. palm and magnetic strips. 12 cm
Private Collection

This tendency, toward image over function, is also the priority of the third

example. Made by Simon Rose, a descendant of the BirriGubba and

Goreng Goreng people of Queensland, this boomerang is of traditional

design, obtuse angle and hewn from dense timber. The finish is imperfect

and shows some small chips along its sharp edges.
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Thecentre of thecurved face is decorated with an Aboriginal-style design,
featuring a black Emu with white outline, set against a sea-green
background, augmented with orange, red and white dots. The dotted

background lendsitselftoa notion of three dimensionality in the scene, with
two rows of white dots depicting the contours of hills, while the more

generously spaced, central red band ofdots provides the illusion of receding
distance.

In his statement, provided on the reverse of this boomerang. Rose is

unequivocal about the intent of his work, writing that his painting style is
inspired byhis culture's relationship to the land and expresses his happiness
at '...fostering an appreciation of indigenous people.''̂ ® Here the artist

makes a deliberate engagement with the tourist market and recognises its
importance in maintaining his culture across trans-cultural boundaries. This

boomerang demonstrates the traditional sculptural and painting skills of the
artist and is truly the art of one culture made for the benefit of another.

Plaic m SimonRose,Boomerang, 2000,woodand acrylic painL 54 cm. PrivateCollection

Despite the difficulties with Grabum's categories, identified above, they
serve as a sound starting point for the study of tourist art, without which

such artefacts would remain in a sort of limbo, between art history and

anthropology, unwanted by both disciplines.
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For his part, Grabum illustrates these categories with field studies from a

number of researchers. They range across the globe, from his own

foundational field study of the Eskimo''*'' art of Eastern Canada, to

Williams' survey of Australian Aboriginal art from Yirrkala. What they

sharein commonis a focus on the imagery of 'Fourth world peoples,' whose

way of life is under threat from acculturation and integration, and is

vulnerable to the gaze of the tourist industry.

In her study of the development of the souvenir trade at Yirrkala, Amhem

Land, from 1935 to 1970, Nancy Williams, like Tuckson, points firstly to

the establishment of theMethodist Mission settlement as responsible for the

introduction of a cash economy and subsequently the marketing of
Aboriginal arts."** Detailing the goods transacted, Williams writes that:

garden produce and other foods as well as clothing and desired small
goods have become available in the mission. Aborigines obtained the
money to buy these goods chiefly through wage labour and the sale of
art objects (until recently predominantly the latter).'''^

Williams writes that the art objects produced for sale during this period

consisted mostly of intricately carved wooden pipes, sculpted effigies of

birds and animals, stoneaxes, wooden spears, paintedspears and throwing

sticks, boomerangs, didgeridoos and occasionally bark paintings.*'*^ With

the growing sales of these items, Williams states that, the mission station

soon redefined its role to that of art dealer. She goes on to say:

The increasing demand for Aboriginal art that began in 1964 has
continued to be principally the result of orders from business firms
catering to tourists in Australian capital cities. These orders am
preponderantly for inexpensive objects, mostly small carvings and
suitcase size bark paintings.

In this way. Aboriginal artfrom the northern tip of the Northern Territory

came to represent the broad expanse of Australia and to serve as markers of

an engagement with a very different place.This demonstrates the ability of

the souvenir to streteh the truth of the tourist engagement."*^ Above all, it is

the demandfor suitcase-sized objects that clearly defines these objects as

souvenirs.

S. Rose, Artist's statement, included on the reverse of the artwork.

While the term 'Eskimo'is todayoutmoded in favour of 'Inuit', I feel that is proper to retain
the original term used by Grabum.
N. Williams, 'AustralianAboriginal Art at Yirrkala.' in Grabum (Ed.) 1976, p.266.
Ibid., p.268.
See Williams (1976) p. 273, for a complete list.
Ibid., p.276.
I will pursue this issue further in a later section. 75



Williams has documented the growth of commercial and tourist art at

Yirrkala, with an emphasis on subsistence within the changing economic

system. In the latter stages of her study she interviews a number of artists

regarding theirmotivation to producetheart. Williams was informed by the

interviewees that the work was firstly produced to maintain Aboriginal

culture and identity, as a statementof land rights, and to teach the young;

and, secondly, that the art was produced for financial profit, although the

money earned was never enough by itself to rely on. It is clear from this that

the affirmation of cultural identity andheritage was the primary intent of the

Yirrkala souvenir makers.'"^^ As this project progresses, I will show that
these motivesare commonto many otherproducers of tourist art.

In a comparative field study of Southwest American Indian art from the

same period, J.J Brody focuses on the revival of Hopi pottery and has

recognised similarfactors in the development, or revival, of indigenous art

styles.^"^^ For Brody the primary motive is the maintenance of cultural
identity. In thisrespect, wemayunderstand thattheintimate consumption of

the souvenired site by the producer is vital in the production of successful

tourist art.

Whether it be Yirrkala barkpaintings, Eskimo stone carving, Hopi pottery or

Aboriginalboomerangs, a vast range of touristart products has developed.

Furthermore, some tourist art commands a high price, due to the quality of

work, and is collected by art dealers, patrons, institutions and discerning

tourists. It is repetitively produced for the consumption of the broad tourist

market but 'conform[s] to a preconception of what (art and craft) from that

place is supposed to look like."'̂ This almost parallel development of

indigenous art at opposite ends of the earth has been found to be still in

evidence some twenty-five years after the publication of Grabum's text. For

instance the establishment of the Keringke Arts Centre at Santa Teresa

(Ltyentye Apurte),Alice Springs, has followed a similar pattern and today

See also H. Morphy,Ancestral Connections:Art and an Aboriginal SystemofKnowledge.
Chicago: University of Chicago Press, 1991, who points out that, among the Yolgnu
people of Yirrkala,sacredart and touristart share the samesocialfunction and are equally
important in maintaining the identity of the people.
J.J. Brody, The Creative Consumer: Survival, Revival, and Invention in Southwest Indian
Arts.' in Grabum (Ed.) 1976, p.75.
Ibid., p.76. 76
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tourist art is produced in the Scune studio, in many cases, by the same artists,

as high price painted canvasses.'"^®

The following image shows the interior of the Keringke Arts Centre, in

which an enormous range of goods can be seen, from hand-painted model

boomerangs to dot painted pottery, and other household items, fashion silks

and highly detailed traditional paintings. As with Aboriginal art from

Yirrkala, the Catholic nunsof this former mission settlementalso recognised

the assimilatory potential of the arts and crafts and promoted them

accordingly, modelling the work to the demands of the market.'^" This

sensitivity is still uppermost in the mind of the present coordinator and

reflected in the ongoing development of printed silk, designed for the tourist

and fashion market.'^'

S

Plate20 Interiorviewof Keringke ArtsCentre. SantaTeresa (Ltyentye Apurte) Northern Territory Australia

A consistent factor in the productionof tourist art, alluded to by Tuckson, is

that of size and price. Both Brody and Williams, together with Grabum, in

his field study of the development of Eskimo tourist art, cite the importance

of uniform size, to facilitate shipping, and price sensitivity.'̂ ^ Above all the

most vital definition of tourist art, demonstrated in the above field studies

This was witnessed personally during a research visit and is documented to some extent in
Keringke: Contemporary Eastern Arrente Art. Alice Springs: Jukurrpa Books, 1999.
See Keringke (1999) p. 12, for example.
This enterprise occurred around 1981 and built on the development in the art of Batik
happening at Emabella. Ibid., p. 14.
Grabum(1976) pp.41 - 55. 77



and others, is that touristart is 'produced by one group for consumption by

another.'

The production of tourist art and the changing nature of indigenous art,

brought about by the influence of new economic systems and later tourism,

occupies the bulk of Grabum's text, and there is httle consideration allotted

to the study of the consumption of tourist art and souvenirs. What, other

than size and price, attracts the tourist to certain souvenirs and not others

and where they end up are central concems of this project Grabum's text is

most insightful on the production of tourist art but falls short on the

analysis of the activity of the tourist and how the subject experiences and

consumes the site, and ultimately selects a souvenir by which to record the

experience.This is the focus of forthcomingchapters.

Grabum (1976) p.2. See also: R. Maduro, The Brahmin Painters of Nathdwara, Rajasthan';
D. W. Lathrap, 'Shipibo Tounst Art'; P. Ben- Amos, 'On Being an Ebony Carver in Benin'
in Grabum. (Ed.) (1976). And: S. R. Inglis, 'Master, Machine and Meaning: Printed Images
in Twentieth - Century India'; J. Batkin, Tourism Is Overrated: Pueblo Pottery and the Early
Curio Trade 1880-1910'; C. B. Steiner, 'Authenticity, Repetition and the Aesthetics of
Seriality: The Work of Tourist Art in the Age of Mechanical Reproduction', and S.
Littlefield Kasfir, 'Sambum Souvenirs: Representations of a Land in Amber' in Phillips and
Steiner (Eds.) (1999). 78



Chapter 4

The Souvenir and the Fetish

This chapter posits the idea that tourism and souvenir collection is

structured along the same lines by which the fetish is theorised. However, I

will argue that the conventional structure of the fetishistic narrative, as

circular and restricted in its orbit of meaning, is expanded when the material

anchor is a souvenir.

I have broken this chapter into individual parts that take their titles from

facets of the fetish: they are. Narrative, Substitution, Irrational Belief,

Surplus Value and Seriality.
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The Souvenir and the Fetish

First used in 1757 by French philosopher Charles De Brosses, the terai

'fetish' was quickly seized upon, by German and French writers, and apphed
to the analysis of primitive religion, associated with the African continent.

Both Marx and Freud picked up on this and applied the term to their own

work on the primitive and irrational.Given that both writers were,

principally, engaged in thetheorisation of modem society, it is reasonable to

consider their theorisations of the fetish as methods by which to establish

the 'Other' through thedominant discourse of theday.^^^

Inthefollowing pages it is my intention to demonstrate how the history of
fetishism shares many common facets with the theorisation of the tourist as

'Other' and how this state is recorded through the collection of souvenir

artefacts, that may also be understood in terms of the fetish. I will also

elaborate uponthe pointof convergence between 'primitive art' and tourist
art.^^^ This will include an examination of theories expounded in the
writings of Marx and Freud, andlaterdeveloped by otherwriters who utilise

a contemporary theory of fetishism and investigate its relationship to

tourism.

The emergingsociology of tourism and travel has not really got to
gnps with the role of the unconscious in colouring sights...there is
much in how our ordinary consciousness of tourist sights (sic)
functions to suggest that we draw on a collective fund of unconscious
symbols, images and allegories.'^

Rojek 1997

A keyproposition in theabove statement is 'that mythandfantasy play an
unusually large role in the social constmction of all travel and tourist

sites.''̂ ® This claim is grounded in John Urry's argument that tourist

W. Pietz, 'Fetishism and Materialism: TheLimits of Theory in Marx.' in E. Apter, andW.
Pietz, (Eds.). Fetishism as Cultural Discourse.\iha.ca. andLondon: Cornell University Press,
1993, p. 134.
See MacCannell (1992) p.l, whoargues convincingly that 'tourism is notjust an aggregate
of merely commercial activities; it is also an ideological framing of history, natureand
tradition'. Andrecently A. Barnard, Uunting-and-gathering society: an eighteenth-century
Scottish invention' on how the recognition of hunter/gatherer weis a way of recognising a
modeof production other than modem. (Proceedings fromthe9" Conference onHuntersand
Gatherers, Heriot Watt University, Edinburgh,Scotland, 2002.)
See Chapter 2
C. Rojek, 'Indexing,Dragging And The Social Construction Of Tourist Sights.' in C.
Rojek, andJ. Urry,(Eds.), Touring Cultures: Transformations of Traveland Theory.
London: Routledge. 1997, pp.53-4.
Ibid., p.53. 80



destinations are culturally constructed, in that they are formed from a

dichotomy that reads the domestic domain as 'ordinary/everyday' and the

tourist siteas 'extraordinary'.'̂ ® Urry establishes a clearrelationship to the
19"" century anthropological construction of 'Otherness', that is materially
anchored and typified by the fetish object This is supported through Chris

Rojek's ensuing analysis of tourist behaviour, in which he points to the

character of current social conditions as 'fragmentation, differentiation and

now de-differentiation,' and continues to cite the way people associate with

eachother around brandnames but without actual contact.'̂ ® This equates
to thefetishes of consumer society, or as Rojek puts it, 'the material register

of our innerfantasies and dreams.''®' He then makes the point that these
'social conditions of anonymity' are typical of the 'virtual coUectiveness' that

gathers around tourist sites, referring to such temporary social groupings

and the sites around which they meet as 'pulpy', in that they retain a

plasticity ofever changing meaning.'®^ Here there is a dexterity of meaning
that, in the last chapter, was discovered to exist in the souvenir, itself a

fragment of the site.

Before the tourist even experiences the site, however, he or she has

developed a perception of the site from fragments of information gathered

through various tourist and anecdotal sources, such as brochures, billboards

and, increasingly, television and other electronic media. What can be seen

here is that the fragment, not only characterises the souvenir, but that it also

underwrites the structureof contemporary tourismat its onset, including the

construction of the site. Even in the case of a small island, like Tasmania,

those attractions and views listed and promoted by the tourist industry,

represent only a tiny fragment of the island, yet they are framed in such a

way as to represent the entire island State. Such marketing terms, as 'See

Tasmaniain Ten Days,' in fact support the idea of creating the whole from

the fragment. I will scrutinise these issues more closely in the following

section.

Urry 1990, p. 11. See also Grabum (1977), who theorises the same shift as a Sacred /
Profane disjunction.
Rojek (1997) p.61.
On this Rojek (1997) p.58, provides a critique of Walter Benjamin and writes:

Benjamin sees capitalist culture as suffused with the direct expression of the
unconscious. Wish fulfilment and repression are integral to capitalist processes of
exchange and distribution. The market is not only the showplace for commodities, it
is also the material register of our inner fantasies and dreams. Following this it can
be argued that tourism is a concentrated instance of the phantasmagona of
capitalism.



At this stage I will focus on the souveniras a fragment of the visited site and

culture. Stewart provides an account that utilises a Freudian schema,

positing that the artefactof tourism operates within a logic of substitution,

writing that

Here we find the structure of Rreud's description of the genesis of the
fetish: a part of the body is substituted for the whole, or an object is
substituted for a part, until finally, and inversely, the whole body can
become object, substituting for the whole.

As Stewart points out, the fragment and the souvenir are always incomplete
and reliantuponthe imagination to complete the narrative they suggest. The

souvenir, like the fetish object, exists as the material anchor from which the

narrative emanates. For Rojek this narrative construction is fundamental to

the tourist's appreciation of the site and represents the manner through

which, in the author's terms, the tourist 'indexes their experience.'*®'̂ As an

indexical item,the souvenir's effecton the psyche of the collector relates to

the activity of the fetish, in that it is a fragment that refers to the whole, from

which a narrative, albeit conventionally a limited narrative, is generated. This

activity of attaching narrative to a material fragment, is the most apparent

pointat whichthetwo objects, the fetish and the souvenir, come together. It

is also a contentious issue within the study of tourist art and souvenirs.

This point is debatedfromone angle by Pearce, who partitions the .souvenir

from the fetish objecton the grounds that the fetish objectremains dominant

and constructs the personality of the collector. She contends that '...the

objects are dominant and the collector responds to his obsessive need by

gathering as many items as possible...'*®® She argues that the souvenir
enhances the personal experience of otherness for the collector, who

'...creates a romantic life history by selecting and arranging personal

Ibid., p.61.
Stewart (1984) p. 135.
Rojek (1997) p.53, explains:

In theory one might speak of an index of representations; that is a range of signs,
images and symbols which make the sight familiar to us in ordinary culture. The
processof indexing refers the set of visual, textual and symbolic representations to
the original object. It is important to recognise that representational culture is not a
uniform entity. Rather one might speak of files of representation. A file of
representationrefers to the medium emd conventions associated with signifying a
sight.

The author then cites examples from literature,television, andcinemathat are brought
together to formulate the intended touristspre-conception of the site. It is importantto note
at this point that Rojek's thesis is concerned with the 'social constructions of tourist sights',
as its title suggests. His essay is a convincing study of why tounsts visit well-known
destinations and as such is concemedwith events that occur prior to the collection of
souvenirs and in many ways prior to the actual holiday. However, the structures set out in
his paper are germane to this ensuing analysis of souvenirs. g2
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memorial material to create.. .an object autobiography, where the objects are

at theservice of theautobiographer'.'®® On the other hand, Stewart suggests
that the souvenir is not only clearly related to the fetish object, but that the

relationship confers a historical feature upon the fetish that was previously

denied.'®'

In thefollowing section I will demonstrate the fundamental relationship that

exists between thefetish object and the souvenir. I will achieve this through

a focus on how such objects sustain and integrate the holiday experience

into our dailyroutine once theholiday is over. I will then explore how such

objectsdevelopfrom theinitial fetishistic impulse that is at the root of their

collection. As I will demonstrate, there are common structural elements

between both categories of object. I will show that there is a very close

relationshipbetween the two types of objects, and that theories of fetishism

can inform our understanding of souvenired objects. Furthermore, I wiU

argue that souvenirs construct the experience of the collector and are

endowed with the same supernatural powers as the fetish. I will then show

that such objects remain dominant in the narrative construction of the

collector's past experience of the visited site. First it is necessary to gain

some insight of the compositional features of the fetish and how they relate

to souvenirs.

Substitution

Substitution is the first component I want to examine. For Freud the idea of

the fetish finds its root in the Oedipus complexand, more precisely, in the

fear of castration at the sight of the naked female body.'®^ As noted by

Stewart, the base structure of the Freudian fetish is dependent upon the

notion of substitution for that which is not available.'®® In Freud's notable

example, that which is lost is the mother's phallus. The concept of

Pearce (1995) p.32.
Ibid.

Stewart (1984) pp. 135-6.
S. Freud, Civilisationand its Discontents. New York: WW. Norton, 1962,p.154, writes;

It is not true that, after the child has made his observation of the woman, he has
preserved imaltered his belief that women have a phallus. He has retained that belief,
but he has also given it up. In the conflict between the weight of the unwelcome
perception and the force of his counter wish, a compromise has been reached, as is
only possible under the dominance of the unconscious laws of thought- the primary
processes. Yes, in his mind the woman has got a penis...but this penis is no longer
the same as it was before. Something has taken its place, has been appointed its
substitute...and now inhents the interest...But this interest suffers an extraordinary
increase as well, because horror of castration has set up a memorial to itself in the
creation of the substitute.

83



substitution occurs in the unconscious and sets up an enduring material

'memorial' for that which is unavailable or denied materially. In touristic

terms this structure relates to the activity of souvenirs, as a fragment of an

actual, rather than an imaginedexperienceof place and othemess.^^°

Freud's theory of the fetish takes as its starting point an experience that

never was. Instead, this experience is imagined during the early stages of

ego development, during which the child subject comes to recognise

(him)self as thecentre ofhisworld andthemeasure of it. It is this centrality
of the self that also resembles the condition of the contemporary tourist in

his or her real travels and experiences. In later sections I will elaborate on

how objects and artefacts, displayed according to the 17"* century structure

of the Wunderkammer, conform to this idea by situating the collector at its

epicentre.'̂ ' It is in the action of substitution, however, that a method of

organisation is to be found that parallels that of the souvenir.

Substitution is, then, the first point at which the souvenir and the fetish

converge. This process of substitution begins prior to the collection of

souvenirs, and is a primary condition of the tourist's or holiday-maker's

activity. As the tourist disengages with his or her daily routine, a

replacement behaviouremerges. The mundane routine, summarilydivided

into equal daily sections of work, rest and play, may be characterised, in

terms of the subject's emplacement within the contemporary mode of

production. It is an emplacement that is predicated on the notion of a

capitalist exchange economy. In this system the subject, the intentional

tourist, exchanges his or her labour in order to profit through increased

purchasing power. In other words, the subject gives in order to take, or

produces a product in order to consume another of his or her choice. This

system is suspended in the holiday mode, and replaced or substituted for

one that is based entirely on consumption. This renders the tourist as 'Other'

with respect to those still engaged in the mundane system. For Rojek, this

suspended state is characterised as 'escape activity' which, he argues,

deserves more scrutiny than is often afforded it, on the grounds that the

appeal of tourismis 'partlyrelated to the switching of rules practiced in our

Stewart (1984) p. 135.
Both Phillips and Steiner (1999), together with Stewart (1984), point to the substitutive role
of the souvenir in their respective texts.
See Phillips and Steiner(1999); Stewart(1984); Torgovniek (1990) and particularlyPearee
(1995), who, while denying the relationship between the souvenir and the fetish, does
recognise the centrality of the collector. 84



domain cultures with contrasting rules'."^ This switching of rules

demonstrates the holiday-maker's need to fill the structural void of the

holiday with a substitute set of rules; a set of rules that are focused on the

consumption of the destination or event. In other words, for the period of
the holiday, the holiday-maker is relieved of the need to produce or give

anything backthatis concrete. It should be noted, however, that the holiday
is not unproductive. What the tourist produces is narrative, those ubiquitous

travel stories that are augmented, and made more believable, when given

material form throughthe souvenir. This substitutive action is investigated

further in Freud's study of belief systems, in which the role of the concrete

artefact takes centre stage.

BeUef

An insightinto the believable nature of tourist narrative, augmented by the

souvenir, is to be found in Freud's analysis of organised religion. Here the

founder of psychoanalysis speaks of placation through xmsubstantiated

belief and lists a number of mechanisms, such as - powerful deflections,

substitutive satisfactions and intoxicating substances - that placate our

misery and, in part, fulfil our wishes.'̂ ^ Indeed, it is the 'powerful
deflections' of the holidaythat cause the holiday-maker to forget the routine

of work, and other chores, that characterise the domestic environment

In the holiday environment the tourist is relieved of the drudgery of

housework. This is replaced by the intoxication of exotic places that

This argument is further strengthened throughRojek's readingof Kraeaeur and Virilio in
whichhe makes the point that the tourist's ability to travel vast distances today, for the
purposeof visiting touristattractions 'catersto our desirefor stimulation withoutdemanding
that we make serious importantpersonal commitment'. In the context of my argumentthe
lack of 'serious important personal commitment' may be understoodas characteristic of
outnght consumermodeof being. More interestingly Rojekpursuesthis convincing line of
thought via an anecdote about Freud visiting the Parthenon.Citing a brief tourist memoir,
in whichFreudrecalls his visitduring his forties, Rojekexplains how, from listening to
tales about Ancient Greece from his father, Freud had long harboured a desire to see the
Parthenon. And that these stories had made a deep impression on his unconscious. But that
the youngFreud, believing that he wouldneversee suchsiteshad placatedthisdesireby
repressing them, 'except as objects of imagination'. Rojek (1997) pp. 55-56.
Freud (1962) pp.74 -75, writes;

[T]he system of doctrines and promises which on the one hand explains to him the
riddles of this world with enviable completeness, on the other, assures him that a
careful Providence will watch over his life and will compensate him in a fumre
existence for any frustrations here.

Then, addressing the measures of placation, Freud retums to the mechanism of substitution
that underlies his formulation of the fetish, writing:

There are perhaps three such measures: powerful deflections, which cause us to make
light of our misery; substitutive satisfactions, which diminish it; and intoxicating
substances, which make us insensitive to it. 85
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permeates the subject's being while on holiday. It is this initial alleviating

measure that I now want to investigate in order to show how the tourist's

relationship with the visited site provokes the collection of souvenirs.

Early anthropologists were informed largely by a pre-modem theory of

hierarchical evolution that situated European people at the apex of

civihsation.'̂ '* This hierarchical model of human evolution, anchored within

Western society, provided the basis for Freud's theory of psychic

development. Many interpretations of the Freudian formulation of the fetish

have been made as derivations of this evolutionary theory. Freud's use of the

artefacts of other cultures to illustrate his theories makes him an important

figure in the present argument. Torgovnick explains the associative value

when commentingon thefigurines that litteredFreud's study:

For Freud these statues were more than mere decor or possession.
They were containers of myth and clues to human nature, collaborators
in the stories Freud told about men and women, morality and
sexuality, civilisation and the forms of life that went before it."®

In this illuminating chapter, Torgovnick elaborates on how Freud's study

was set out in order to exhibit his collection of artefacts for the specific

purpose of suggesting to the analysand a narrative progression from

uncivilised infant to civilised adult.^^® So it is, with the collected artefacts of

travel, that the display of souvenirs demonstrates the structural organisation

of the collector's experiences of foreign places and cultures that amount to

the tourist's foray into otherness.

That hierarchy of 'primitiveness to civilisation' has a particular bearing on

the success or prevalence of fauna-derived souvenirs as markers of a

The belief was that the further down the evolutionaryladder you travelled, then the least
developedthe rational consciousmindwas.Thereforewithout the routineof a developed
society in the western sense; that is highly differentiated, the more primitive, animal like and
lethargic the people were, and the less likely such cultures were to have developed the
freedom to produce art in the Western sense. Phillips and Steiner (1999) p.7, summarise this
Victorian imperialist discourse as follows;

Art assumed the prominence within their larger project precisely because it
constituted, for Westerners, the ultimate measure of human achievement. The
presence or absence of "true art," defined as free creation unfettered by functional
requirement, could be used as a kind of litmus test of the level of civilisation a
group of people had supposedly achieved.

Torgovnick (1990) p.l96.
Torgovnick (1990) p.l97, writes:

The analysand would work down through various "primitive" stales of mind to share
the "civilised" outputs of the powerful doctor...ln "Freud's comer" the arrangement
of objects fits the traditional Westem paradigms on the primitive, which assume that
pnmitiveis prior to the civilized andcan be subordinated by it. 86



pleasure-seeking period. This is alluded to, for instance, in Ranashoffs

captions for the photographs of Freud's study. She states that:

Here above the ehair where Freud sat listening to his patients are ...
mythologieal figures: a centaur (half man - half horse) and Pan (half
man - half goat). They represent aspects that are primitive, phallic, and
pleasure-seeking in human nature.'^

Reflected in these mythological figures is not only, the link between

pleasureand animal nature, but also the illustration of incompleteness. This

suggests the image of such mythological creatures and, for that matter

fauna-derived souvenirs, as unique types of souvenir, that record a period, or

periods, of lapsed civilisation on behalf of the collector.^^® As I have

suggested above, the hohday is in many aspects a suspension of civihsation,

as typified by the mundane domestic routine. But above all, what is

illustrated through Freud'sRomantic construction of history, is the power of

objects and artefacts to make real and believable a desired narrative.

It is quite apparent from Freud's writings and the above insight into his

study that he rarely took a holiday. And why should he? Torgovnick's

survey shows he had no need to absent himself from work, for he had,

throughout his study, the artefacts that contemporary holiday makers collect

in order to organise and integrate their moments of deviant discontentment.

This is emphasised further in the opening lines of Civilisation and its

Discontents}^^ Here, Freud writes, through the voice of a friend, of the

'unbounded' feeling, that he describes as the sentiment of religion, '...a

feeling which he would like to call a sensation of 'eternity', a feeling as of

something limitless, unbounded - as it were, 'oceanic'.'̂ ®" The use of four

descriptors, 'eternity', 'limitless', 'unbounded' and 'oceanic', suggest the

difficulty of describing the feeling, a feeling that most clearly resides in the

unconscious alongside the fetish impulse. For the tourist this sensation is

that which is sought from the visited site and the sensation of travel. It is

'freedom'from the order of the mundanethat is evoked by the holiday.

This limitless sense of freedom is demonstrated today in the specific

example of the ecotourist who, seeking to satisfy a desire for freedom, will

Ranashoff cited Torgovnick (1990) p.196.
There are a significant number of souvenirs, from many parts of the world, that engage the
tounst with the idea of becoming part animal such as Kwakutil masks from the West Coast
of Canada and many other First Nations tourist arts. See W. Jackson Rushing III, (Ed.)
Native American Art in the Twentieth Century London: Routledge, (1999). While other
souvenirs suggest an engagement with the fauna of the tourist destination through motif and
figurine such as: Spanish Bulls, Australian Kangaroos and Koalas, Mickey Mouse etc.
Freud (1962) p.3. ^



immerse him or herself in the so-called wilderness. Many of these

destinations are not, in actuality, wilderness sites but are little more than

theme parks, framed through legislation rather than perimeterfences, and

dedicated to delivering a wildemess experience. Theyaretheplaygrounds of
the biophilic fetishists, for him or her to explore, to develop and enhance

their experience of nature. They are experiences that are lost at the

completion of the holiday but, are recovered, or made clear, through the
sensual process of fetishism. Such experiences are frequently sustained in

the material form of fauna and flora fragments or, more commonly,
landscape photographs and images into which the tourist may project his or
her presence.

In orderto comprehend this notion, at a deeper level, I want to substitute (as

Freud does consistently) the idea of the missing matemal phallus for our

estranged relationship with nature and the wilderness.'®'

Nature and landscape form, have historically provided illustrative examples
of the birthing process. Much has been written - from Jung to Fried,

regarding the landscape imagery, perspectives and representations, that draw

their inspiration, mostly, from thefemale form.'®^ Theseimages frequently
depict lushvalleys, caves, grottos and other such pictorial compositions that

are read as metaphoric vaginas. These gendered perspectives have informed

and influenced the shape of many souvenirs. Prints, postcards and other

reproductions of such images, have found their way into the souvenir

market. Oneof the mostrenowned painters to interpret the landscape in this

way was Gustave Courbet, whose gorgeand grotto images clearly parallel

the vagina and offer a primordial engagement with the landscape, or as

Michael Fried argues:

[S]choIars have often noted an analogy between Courbet's depictions
of caves and grottos and certain overtly erotic paintings of female
nudes centered on the vagina, most notoriously the Nude with White

Ibid., p.64.
Torgovnick(1990) p. 205, directsourattentionto this relationship between the femaleand
nature as primitive environment and subject in the work of Freud. She informs us that;

In Freud's work the feminine often functions as the primitive does...as when he
compares the female psyche to a "darkcontinent" with himselfas the intrepid
explorer Stanley.

1am thinkinghere of the Jungianarchetypes so ably discussed in C.G.Jung,Four
archetypes: motfier, rebirth, spirit, trickster, translated by R.F.C. Hull. Lx)ndon: Routledge
and K. Paul, 1972;E. Neumann, The great mother: an analysisof the archetype. Tr. from
the Germanby Ralph Manheim. Princeton, N. J: PrincetonUniversityPress 1963,and
MichaelFried's art historical studyof GustaveCourbet'sTheOrigins of the Worldand other
grotto paintings. M. Fried, Courbet'sRealism. Chicago: University of ChicagoPress. 1990. 88



Stockings and the recently rediscovered canvas...Origin of the
World..

In discussing Courbet's L'origin du Monde Linda Nochlin argues, that

'nothing could be more Freudian than...the quest for a lost original...''®"^

Here, Nochlin is referring to both, the search for the original painting and,
the subject of the image, the naked female torso, which she, like Fried,

equates to Courbet's earlier grotto paintings.

Otherlandscape theorists, including AnneBermingham, also recognise the

dominance of themale gaze in theformulation oftheconventional landscape
composition and particularly the features of 'promise, refuge and threat', so

prevalent from theearly Romantic picturesque.'®^ This compositional style
has persisted through the development of contemporary tourism and has

one single aim - to provide the tourist with a sense of unbounded liberation

from the mundane.A surveyof most promotionaltourist literature will show

how two of these features, 'refuge' and 'promise', are inscribed into the

images of tourist brochures and other promotional media. These features

vary in presence, depending on the destination in question, the resort tourist

tends to prioritise toward refuge, with some degree of promise, and a

minimum of threat, while the eco- and adventure-tourist engage with a

higher degree of threat, supportedby promise.

In each case the promotional images must cause the would-be tourist to

believe that the desired attractions exist at the destination. The following

postcards; BrunyIsland (Tasmania) and Cephissus Creek In Upper Pine

Valley, Du CanneRange, Tasmania (Plates 21 and 22) are typical touristic

images that demonstrate these compositional features to differing degrees.

The Bruny Island postcard (Plate 21) offers the promise of a deserted

sunbaked beach, accessed alonga cleared path. There are two points in this

image at which threat may be conceived. In the distance the landscape

appears impenetrable and dangerous, here the sense of threat is dramatic.

However,from the point in the foreground where the path disappears into

the coastal heath, the viewer must trust that the path is constant in its

definition and gentle slope. The sense of threat in this instance is one of

becoming lost and ensnared in heath. Refuge is provided by the small hut.

See Fried (1990), p.209.
L. Nochlin, 'Courbet's L'origin du Monde: The Origin without an Original.' October.
vol.37. Summer 1986, p.77.
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whichalso serves as a navigational aid by which the tourist may find his or

her way back.

BRUNY ISLAND - TASMANIA

Plate 21 Geoff Murray. Bnmy Island. 2002, postcard. 14.2 x 10cm. Private collection

U-U:

Plate22 Peter Dombrovskis. Cephissus CreekIn L'pperPine Valley. Du CanneRangeTasmania.
2000. postcard. 17.4 x 12.2 cm. Private collecticm

The viewer may become lost in this postcard image, subsumed by nature,

however, there is a greaterlikelihood of that in the following postcard image

of Cephissus Creek In Upper Pine Valley, Du Canne Range, Tasmania.

(Plate 22) The composition of this image offers no gentle access along a

cleared pathway. Nature closes in on both sides and there is no promise of a

distant sunbaked beach. The central feature of this image is the narrowing

See A. Bermingham, Landscape and Ideology. Berkeley: University of California Press.
1986, pp.63-85. Also J. Appleton, The Experience ofLandscape. London: John Wiley &
Sons. 1978. 90



Cephissus creek. It is like Courbet'sSource ofthe Lou grotto paintings, in

that it features an expanse of onrushingwater in the foreground and recedes

pictorially into unknown primordial darkness. In their compositional

qualities, this postcard, in common with many other popular wilderness

images and Courbet's L'origin du Monde and grotto paintings, shares a

symbolic reading that offers the viewer a '...panerotic mode of experience

that perceives in nature a female creature..

In the two postcards the natural environment is framed as remote and

alienatedfrom the tourist's mundane routine. They represent an estranged

engagement with the natural environment or wilderness, that Freud refers to

as sensations of unfettered freedom and oceanic connectedness with the

natural environment. This absentrelationship with the birth phenomena, that

is nature, is commonly engaged with through the activity of tourism, in

particularall degrees of eco-tourism, of which sightseeing is a fundamental

recreation.'®^

The notion of substituting a fragment, of what is denied, for the entirety of

the experience is sustained in the field of tourism and, moreover, in the

consumption of souvenir objects, as fragments of the holiday experience.

Just as the artefacts in Freud's study are understood to describe the joumey

from primitive to civilised being, so souvenir artefacts are invested with the

task of representing the visited site and/or culture. The souvenired object

may thenbe understood as a fetish object that replaces the finite experience

of the destination. The disavowal of loss is now complete and the experience

has been given materialform. This lost experience becomes comprehensible

through the inscription of narrative onto the surface of the souvenir, as a

memorial to the trauma of loss. Then, by instalhng souvenirs of visited sites

in the domestic environment the collector is able to rekindle the state in

which the mundane is suspended. But, unlike the narrative props in Freud's

study, the initial direction invoked by the souvenir takes the collector back to

a deviant period characterised by the 'primitive'.

W. Hofmann, cited Fried (1990), p.210
See Urry (1990). Also C. Crawshaw, and J. Urry, 'Tourism And The Photographic Eye' in
Rojek and Urry (Eds.) (1997).
These periodsof deviant behaviourare, according to Soper (1995) p.l 17, founded on 'Holy
days [that] are after all feast days, when the normallyforbidden excess is permittedand even
prescribed,' and are typical of the condition of the tourist and plot the development of
tourism from Christian holy days as the initial relief from the drudgery of the mundane.
For MacCannell (1992) p.18, these periods represent a search for the authentic self,
characterisedas the savage or primitive figure viewed as close to nature. Indeed, he suggests
that 'Subsistence hunting and gathering canlay valid claim to having beentheonlycommon 91



This state of 'primitive' or primordial engagement, this sensuous experience
of place and people, is consistent with colonial formulations of the African

fetish object, as structured by the colonial and early anthropological
interpretation of exotic people and places. The tourist's engagement takes
placeoutside the socially authorised constraints of time and place. It is also

commensurate with the rise of the tourist sublime during the Romantic

period, that best defines the condition of the tourist.'®^ For the sublime, too

is a sensuous engagement in which the subject is overawed by a sense of

oneness, in whichthe structured order of being is suspended in favour of a

state of innocence or freedom.

It is my contention that the understanding of the fetish as a childlike,

unstructured, unknowable and irrational belief system is bound in the

modernist prejudice toward theart of non-Western cultures. An aspect of
this kind of prejudice is the misunderstanding that what were formerly
referred to as primitive cultures, were without historical development.
Further, I contend that the circular movement, that defines the conventional

account of the fetish, is flawed. I believe that the fetish contains within it a

space thatonly appears tobe vacant, butis reaUy loaded withknowledge and

expression, that is not unavailable or impenetrable to the outside viewer; it is

simply difficult to comprehend from the viewer's current standpoint. The
root of this prejudice resides in Freud's inability to conceive of multiple

histories, coexisting side by side, and his assumption that 'primitive'
societies lie outside historical processes. This notion of coexisting histories

is seen as incompatible with that of the West and as a result, remnant

'primitive' societies are locked intoa continuous cycleof repetition.'̂ "

humanheritage'. See also Urry (1990); Rojek(1997); and Shields(1991)for further
commentary on the essentially deviant nature or tourism.
See page 37
Many communities that fall under the gaze of the touristpresent a museumified
emplacement to thetourist thatis significantly different to theirowndomestic reality. This
is mostevidentin the costumesdonnedby workers in touristenterprises,demonstrations of
hunting skillsandceremonial displays. Andit is a direct development fromtheperceived
ahistorical structureof the primitive society.MacCannell (1976) p.91, refers to this as
'Staged Authenticity' and focuses hisstudyon themodem westemmodeof production thatis
falling increasingly underthe tourist gaze, writing that, 'Modemity is quiteliterally tuming
industrial stracture inside out as these workaday, "real life", "authentic" details are woven
into the fabricof modem solidarity alongside theotherattractions.' The subjectis different
but the principle is the same. In my research 1have, as noted earlier, viewed a number of
demonstrations of wood-tuming andotheroldwestem crafts,and spear throwing
performances, bothare, I suspect, preservedand kept visible by the demands of the tourist
gaze. 92
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The 19"" century anthropological underpinnings of Freudian psychoanalysis
are somewhat discredited today and non-Westem discourses are now

accepted as history. In the tourist's suspended state, he or she is hberated

from the history that characterises the non-tourist or domestic emplacement

within the world. Under the conditions of the snbstituted regulations, the

tourist creates another self, however briefly; one that is unbounded and

hberated from the mrmdane routine and approaches the 'authentic' self.'®' It

is an altemative emplacement within the world that shares many of the

attributes allotted to those societies formerly viewed as primitive. For

instance, the touristoftennses a foraging mode of consumption, beheves in

the magical powers of the fragment to create the whole, what might be

referred to as a 'primitive' and irrational belief system, and finally, there is

the propensity for the substitution of governing social structures or norms.

All of these aspects of tourist behaviour contribute to and can be identified

in the psychoanalytic formulation of the fetish. There remains, however, one

sticking point in the psychoanalyticformulation, and that is its insistence on

the circular and impenetrable natnre of narrative.

Narrative

The narrative activity of the fetish presents a significant problem for the

associative analysis of souvenirs. According to Freud's formulation, the

fetish implies a narrative that is forever circnlar and never expands its

meaning beyond the personal. For Freud the fetish never breaks out of its

circular orbit and is therefore unappreciable to anyone, other than the

collector of thefetish object in question. Freud is unequivocal on this private

aspect of fetishism, writing that

The meaning of the fetish is not known to other people, so the fetish
is not withheld from him: it is easily accessible and he can readily
obtain the sexual satisfaction attached to it. What other men have to

woo and make exertions for can be had by the fetishist with no trouble
at all.''^

Not only do we see the root of Pearce's reading of the fetish, as an object

that remains dominant, but also an economy that exists solely in a closed

loop between the subject and the object.'®® The problem in comparing
souvenir objects as fetish objects is clear, in that the secondary purpose of

the souvenir is to situate and express the collector's experience of the

destination within the privateand public realm. This can only be achieved if

MacCannell (1976) p.3, writes that 'for modems, realityand authenticityare thought to be
elsewhere: in other historical periodsand other cultures,in purer, simpler lifestyles'.
Freud (1962) p.154. 93
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the souvenir can be seen as operating in a more expansive way than the
conventional fetish.

Narrative, within the field of fetishism, has been restricted by the belief thaf
the narrative is always circular and non-expansive. This is embodied in the

writings of Freud, for whom it is incomprehensible that concurrent histories,
times and places can exist like some sort of overlapping mosaic of
transparencies. This is challenged by later interpretations of the fetish.
Emily Apter and William Hetz, for example, argue that fetishism is typified
by the 'Eurocentric voyeurism of "other" collecting' and is 'always a
meaningful fixation ofa singular event; it is above all a "historical" object,
the enduring material form and force of an unrepeatable event'.'®^ In
discussing the European coloniser's search for 'aura soaked signs' of
African Otherness, Apter directs our attention to the rise of the tourist

sublime and the character of the fetish, and how they have 'emerge[d] as a
trope of "wish fulfilment" an expression of oneric nostalgia for archaic

substrata of the self.This is what Dean MacCannell has termed the

'authentic' self, discovered inthe activity of tourism, through an engagement
with 'primitiveness'.^®^

Apter first deals with the political activity of looking, likening the tourist
gaze to that of thecoloniser. As with Stewart and Pearce, she recognises the
souvenir as backward looking in the first instance, but then notes the close

relationship of colonial invasion and tourism, pointing to the present and
future action of the souvenir. She sees the souvenir as a device for

remembering, andmaking present in everyday life, a period of time andan
engagement with another place and culture, that permitted and fostered a

behavioural pattern informed by the sensuous unconscious.^^' In this

interpretation Apter alludes to the condition of the tourist and the

developmental character of the fetish. But the decisive point at which Apter
draws the fetish and souvenir together, is in the ability of fetish object to act
as 'the enduring material form and force of an unrepeatable event', for, as
Stewartargues, souvenirs also markunrepeatable events.'. 198

See page 82
E. Apter, 'Introduction.' in Apter andPietz (Eds.) (1993) p.3.
Ibid.

See page 23 and MacCannell, Chapter 1 (1992)
Apter (1993) p.5.
Stewart (1984) p.135. 94



In the following diagram (Fig. 4.1) 1 have sought to illustrate this

developmental quality of the fetish. The conventional circular narrative

structure of the fetish is represented by the small inner circle. Within this

circle 1haveplotted theconventional fetish object and thelimited scope of
its narrative, that placates the trauma of loss in the unconscious and is

restricted to the personal domain. Under the unique conditions of tourism,

represented by the souvenir, this narrative will travel to the outside of the

iimer circle in theform of thesouvenir. At the boundary of the conventional

fetishistic space the fetish gathers upa narrative structure, a simple uttered
narrative, and projects theobject into the private communal space and then

broader society. That is, from the personal space into the domestic space,
exemplified by the private home.

Figure 4.1 showing the travel of the fetish from closet to sideboard to
museum as personal, domestic and public sites of
exhibition

Unbounded public space

/ Private/Domestic space

/ Fetish

I
^ Personal space-

the conventional

abode of the fetish

\
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Eiscaping

>/
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Once the fetish object has broken out of the confines of the conventional

fetish and the narrative is understood by others close to the collector in the

privateor domestic domain, the anecdotal momentum is unstoppable. This

momentum, propelledby narrative, sees the fetishobject expand its meaning

into the thoroughly pubhc domain and takes on a meaning and value that is

consistent with the public or communal authorisation of the icon.

In the abovediagram I havedefined the conventional boundary of the fetish

using a simple dash-dash circle, while the nominal boundary between the

private andpublic spaceis defined witha dot dash hue. The purpose of this

is to illustrate that the object contained within the private domain tends to

travel more easily into the unbounded public domain, than the conventional

fetish can into the private domainfrom the personal.

The initial attraction of the souvenir, for the collector, is fetishistic, in that it

is a substitute part for the entirety of the tourist experience of the

destination. Firstly it satisfies the tourist's need to organise his or her

emplacement within that space and then further serves to sustain that

experience through irrational belief. Like the fetish object, the primary role

of the souvenir is to memorialise andplacate a difficult memory. For Freud,

the fetish object placates the trauma of the castrated female form whereas the

superficialactivity of the souvenirsoothes the reality that the holiday and the

experienceof the destination must end. That is the supernatural power, or

value, that narrative brings to the material presence of the souvenir. It is

evident from this that souvenirs and artefacts of travel always refer to a

destination or place, while the fetish object is less insistent on place. If

experience is attached to a site of occurrence, then further similarities

between the two objects will be discovered. Freud notes that:

In very subtle instances both the disavowal and affirmation of the
castration have found their way into the construction of the fetish
itself.'®'

The idea of affirmation is consistent with the notions of memorial and

placation, foreshadowed above,but it is also suggestive of a future narrative

expansion.

In the postcards, Bruny Island and Cephissus Creek In Upper Pine Valley,

Du Canne Range, Tasmania, (Plates 21 and 22) 1 have demonstrated the

prevalence of the male gaze, showing how they share the same

Freud (1962) p.156. 96



compositional features with Courbet's grotto paintings. I have also pointed
to the relationship between the figurative reading of Courbet's grotto
paintings, his L'origin du Monde and the two landscape postcards,
suggesting that they all offer the viewer a figurative engagement with the

unknown that brackets together the female form and nature. This

relationship is extended further through the narrative of origin, and the
provenance of Vorigin du Monde.

In his repeated grottopaintings, Courbet positions a dark void in the middle

ofhis canvasses, just as Dombrovskis draws the viewer into the narrowing
reaches of the creek, shrouded by the increasingly dark, lush vegetation. In
the truncated female figure of L'origin du Monde the vagina is the central

focus, while Dombrovskis makes the syrupy Cephissus creek, with its
foreground ofmist, thecentral feature of his landscape. Both L'origin du
Monde, and Cephissus Creek In Upper Pine Valley, Du Canne Range,
Tasmania, provide the viewer with a rich point of departure, from which to
develop an expansive narrative, that Nochlin frames as Freudian and refers

to as '.. .the quest for a lost original..

It is this state of connectedness, - Freud's 'oceanic' condition - that the

tourist and especially the eco-tourist seeks to engage with and record

through the selection of a souvenir. The foot fetishist is able to make whole

the female form by attributing meaning to the fragment, a meaning that
assists the integration of the female form with his own. Likewise, the

tourist's activity of souvenir collecting enables him or her to sense a

connection between the exotic or extraordinary visited site - in this case the

Tasmanian wilderness - and the more familiar orordinary, and subsequently
to sustain the experienceof the entire site, through the attributed narrative.

The provenance of L'origin du Monde and the reception of Dombrovskis'

wilderness photography demonstrate this expansion of the fetishistic

narrative.

Whrle attempting to trace thewhereabouts of Courbet's infamous painting,
Nochlin discovered that '...the work was bought in about 1910 by Baron

Francis Hatvany of Budapest,' who 'hadseenthe paintingat Benheim Jeune

Gallery in a double locked frame, hidden bya panel representing a 'castle in
snow'.^°' The fact that thepainting was 'hidden' is a clear indication of the
way the furtive and fetishistic nature of the work was retained while it was

Nochlin (1986) p.77.
y /



on display in the public sphere. She then recounts Maxine du Camp's

sighting of the painting in 1881 'at the home of its owner, the notorious art

collector Khalil Bey,' and notes that 'It was viewed in his 'dressing room' and

kept hidden under a green veil.'̂ °^ Both, the highly personal setting of the

'dressing room' in 1881 and the concealed manner of display in 1910, at the

Benheim Jeune Gallery, point to a limited reception of this work, that is

commensurate with the travel of the fetish, demonstrated in the following

diagram. (Fig. 4.2) In the first case the image was displayed in a personal

space, thirty-one years later it was still veiled but in a more open and

commercial environment and today it hangs in a public museum, the Musee

d'Orsay where it is flanked by two of the greatest public works of art that

Courbet created - A Burial at Ornans, 1849-50 and The Artist's Studio: A

Real Allegory Determining a Phase of Seven Years of my Artistic and

Moral Life. 1855.

The evolving reception of Dombrovskis' landscape photography is

somewhat different,yet is equally convincing in showing the developmental

nature of the fetish. His most famous image. Rock Island Bend, Franklin

River, Southwest Tasmania, ((1982) not shown) is composed in a similar

manner to the earlier example, Cephissus Creek In Upper Pine Valley, Du

Canne Range. (Plate 22) It features a swirling mass of foggy water in the

foreground, bounded, this time, by sheer cliffs that focus the eye into the

centre of the image, where the river narrows, beyond which a light mist

shrouds the background. The site of this image - the Franklin River,

Tasmania - was, during the 1970s, the destination of small groups of rafting

enthusiasts, early ecotourists and wilderness photographers.

In the late 1970s the Tasmanian State government proposed a plan to flood

the area for a hydroelectric dam. This brought about a conflict, that pitched

the Tasmanian Wilderness Society into opposition with the government of

Tasmania, and a protracted political battle ensued. Both parties sought to

gamer the support of the people through an evolving pubhcity campaign. A

major turning point in the ongoing campaign was the worldwide pubhcation

of Dombrovskis' Rock Island Bend, Frankin River, Southwest Tasmania

image, which is credited with mobilising opinion regarding the beauty of the

river for a greater audience, which in tum contributed significantly to the

river's protection and subsequent world heritage hsting.

Ibid., p.80. pg



Figure 4.2 showing the developmental nature of the fetish embodied
in Courbet's L'origin du Monde and Dombrovskis' Rock
Island Bend, Franklin River, Southwest Tasmania.

Unbounded Public space,
the present display L'origin
du Monde and Rock Island

Bend, Franklin River,

Southwest Tasmania.

Domestic space, L'origin du Monde 1910
and Rock Island Bend Franklin River,
Southwest Tasmania, pre 1982

Private space,
L'origin du Monde
1881 and Rock

Island Bend Franklin

River, Southwest

Tasmania during the
1970s

The images created in the Southwest of Tasmania, during the early 1970s,

circulated among the few who ventured into this remote part of Tasmania

and their friends. The reception of the images, at this stage, can be seen as

existing in what I have illustrated as the domestic sphere. Following the

publication of Rock Island Bend, Franklin River, Southwest Tasmania in

the national and worldwide media, the narrative attached to the image has,

like that of L'origin du Monde, ascended into the public sphere, as shown

above in figure 4.2. Both images were once restricted to the viewing

Ibid., p.81. 99



pleasure of a few but are now overwhelmingly ensconced in the pubhc

psyche. In both cases the images have achieved great notoriety. They have

accomplished this by appealing to the viewer's desire for a sense of

connectedness with nature.

The shadow of the holiday's early structure survives today in the habits and

desires of contemporary tourists in general and, in particular, the eco-tourist,

that specific band of tourists that engages with the natural environment. The

holiday, today, is a period of time during which the participant disengages

with the lifelong activity of socialisation through work and other regular

activities that establish and enhance his or her status within the everyday

community. It is this mundane routine that alienates the subject from any

sense of unboundedness. The need to sustain the ego through the

accumulation of goods forces the subject's id into submission for long

periods of routinised time. That is to say, the ego, the conscious calculating

forefront of the mind, is dominant for forty-eight weeks a year, leaving little

time for an unbounded or oceanic spiritual engagement, invoked and

organised, or rather dis-organised, by the unconscious id. During the brief

periods when the order of work is suspended the subject becomes a tourist,

engaged with the rules of extended leisure and demonstrates many

behavioural patterns that are the antithesis of those dictated by the work

ethic and its attendant routines. The tourist will: overvalue his or her

temporary place of abode; eat, sleep and drink on impulse; experience

heightened erotic sensations and collect objects with httle or no utUitarian

value.^°^ Thetourist will, in general, behave inways thatdonotsuit or fit the

usual mundane routine of work or expected social behaviour. Indeed, just

like the fetish object, the souveniris, at heart, an object that engages with the

collector at a sensuous level.^°'*

Rojek (1997) p. 60, addresses this sensuous engagement of the tourist, as a state in which,
.mass culture reduces the ordinary consumer to the position of an addicted consumer of

reproduced objects, packaged events and other manipulated stimulants.'
On the one hand if we pursue the argument that states that primitive society is characterised
by its lack of art and pure creativity, the arrangement of discrete periods of tourist activity
may be seen as an escape from a 'primitive' state of being within contempoiaiy society. This
is because the tourist finds him or herself in a condition that is characterised by leisure,
sightseeing, consumption, the collection of souvenirs and, above all, a sense of otherness.
This is a condition in which a sensuous engagement is promoted and one in which most
tourists retain a 'faith' that their needs and desires will be met, as they arenot met in a
lifestyle dominated byworkandsecurity. 100
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A Rabbit Out Of The Hat:

The magic of material objects, art and souvenirs

In this section I will consider the tourist's sense of otherness and his or her

faith in the souvenir's ability to record this sensuous state. First 1 will look at

the, so-called magical power of the material fetish through anthropological

case studies and then 1 will show how artefacts of contemporary tourist art

function as fetish objects.

Stewart provides an insightful account of how, in particular, Freud's theories

of fetishism inform our understanding of the attraction of tourist art and

souvenirs.^®^ Aftershowing how thefetish operates by substituting 'a part
of the body for the whole', she demonstrates the correlation between the

fetish object and the souvenir, writing, '[t]he souvenir is by definition always

incomplete'.^"®

Stewart argues, for instance, that a model of the Eiffel Tower, while not a

sample of the tower but a representation of it, still operates as a sample of

the experience.^"^ As a representation it retains the power to invoke an

expansive narrative of the experience, an experience that is irretrievable

without the supernatural powers discovered in the structure of the fetish.

It is however, Pearce who, having earlier distinguished between the fetish

object and souvenir, provides the clearest link between the activity of both

forms of object and their capacity to transcend the personal space of the

fetish, and move into the sacred state of communal museums and art

galleries.^"® Forher, it is all a matterof magic andillusion.

The fetish object, in terms of 'primitive' animistic belief, is endowed with

supernatural powers that define the adherent's situation or emplacement

within the world. It is the sacred object around which all else is organised.

In contemporary Westem society these reified objects are gathered within

the walls of museums and art galleries. Pearce refers to these artefacts as

'...the sacred collection...stored within its shrine through its successive

Stewart (1984). See also Pearce (1991); Phillips and Steiner (1999); J. Clifford, The
Predicament ofCulture: twentieth century ethnography, literature and art. Mass.; Harvard
University Press, 1994.
Stewart (1984) pp.135 -136.
Ibid., p. 136.
Seepage 83 101
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historical manifestations'?°® Here Pearce situates the museogallery system
as the final resting-place for those artefacts that the community hold in the

highest esteem. But she also suggests that, in their 'successive historical

manifestation,' such valued artefacts, gathered by individuals without

communal covenant, existed at a less valued level.^'° In this state the

collection may be housed either in the closet or sideboard, the personal or

private space as depicted in the above diagram.

I have shown, in chapter two,how, during the 16"* century, this personal

space for the storage and display of valued possessions took the form of the

Studiola or Museo in southern Europe, the Wunderkammer in Germany

and later the 'Cabinet of Curiosities' in England. These variously described

repositories of the weird and wonderful bear a significant similarity to the

closet in that the Studiola and Wunderkammer, in particular, are described

as dark windowless rooms, often situated in an out-of-the-way part of the

house. '̂̂ Their contents ranged from small works of art, such as miniatures

and sculptures, to botanicaland zoological samples and often included what

were then considered freaks of nature. In the first instance such collections

were confined to the powerful but, with the advent of the industrial

revolution, the Romantic period and the democratisation of travel, (notably

the Grand Tour), the capacity to gather and store such collections soon

spread to the growing middle classes. Many of these collections now form

substantial parts of State and National museum collections.^'^

Once ensconced within the museogallery system the collection performs for

the public and, as Pearce argues:

Here it acts as the community's endorsements of its own value
judgements about aesthetics, knowledge and history. The museum
collection acts as the touchstone for the authenticity of physical
evidence upon which, in the last resort, understanding rests. '̂̂

In other words, the collection is endowed with the magical ability to make

things real - including judgements about art, knowledge and the past. It

conjures a reality for a history that can only be imagined.

This is true also for the private collection. As Pearce argues:

Pearce (1995) p.406.
Ibid.

See Pearce (1995); Impey (1977); Torgovnick (1990) and Alexander (1979) for a detailed
description of the Wunderkammer. There are numerous and varied descriptions of proto-
museums that range from small windowless rooms to entire buildings and grounds. These
varied descriptions take account of the development and expansion of such collections
See Chapters 2 and 3.
Pearce (1995) p.406. 102



For the individual his own personal collection does much the same,
validating his judgement of his own life and linking this to the broader
judgements of the community as he may or may not wish to do. In
both dimensions the collected objects both reflect our ideas about
ourselves, and act with their own magical power to reinforce and
enhance these ideas.^''*

Pearce recognises the magical power of the object, that in its sacred state

operates as a fragment of the past, presenting the illusion of an unbounded

state across time, plaee and cultures.

It is in Pearce's astute use of the word 'reflect' that we find not only the

genesis of the unbounded or oceanic state, but also a conflict with Pearce's

earlier notion of the activity of the fetish. It is, as the title of this section

suggests, all done with mirrors. For it is only in the reflected image of the

self that we may actually view ourselves set within the context of our

environment. Once achieving this, either through a direct reflection in a

reflective surface or a captured image such as a photograph, we are able to

gaze upon our physical selves as subject, as part of the environment and, as

Pearce says, to validate our judgement of our own life. It is this process, of

self-reflexion, that the souvenired object fosters through its materiality of the

experience. Like magic, the souvenir has the ability to imaginatively

transport the collector back to the time and place of the experience. It

conjures an experiential past in which the collector is able to imagine

him/herself situated as an indelible part. In this sense one can see that the

fetish is also capable of contributing toward the personality of the collector.

This capacity becomes more dominant over time, as the recollection of the

experience begins to rely, more and more, on the conjuring ability of the

souvenired object.

As the fetish object escapes the confinement of circular narrative and

becomes familiar to a larger audience, it does so without loss to its fetishistic

worth - defined through its status as a fragment with unsubstantiated value.

There is, however, a shift in the make-up of its definition as a fetish object.

Once out of the closet, the narrative of the object becomes familiar to a

broader audience and continues to expand until it is appropriated into the

museogallery system. The object is now more complete and distanced from

its fragmentary fetishistic status as this narrative expands. This is, however,

balanced by the object's assumed and increased, but unsubstantiated worth,

validated by the museogallery system. The 'magical power', so frequently

allotted to the fetish object, is not, therefore, diminished or dying, as both

Ibid., pp. 406-7.
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Pearce and Mulvey would suggest, but instead altered or transformed?'^

The fetish object and the souvenir, alike, have as MacCannell writes of

tourism 'the capacity to make dizzying leaps over existing political, cultural

and social class boundaries', in the process 'enmeshing a great diversity of

local groups, community, artefacts and natural attractions in its

expansions.'^'^

In pursuing this point MacCannell then cites the typical tourist town as an

example and presents an excellent demonstration of how the fetish may

survive outside the personal space. He says of the tourist village, that it

'resemblesan empty meeting ground; where people hve and tourists visit, a

place that has been decorated to look like an ideal town of some sort, but no

one is related to anyone else.'̂ '̂ In other words, while the village appears to
be a normalvillage, developed through a communal history, that history is

absent,just as it is for the fetish object In Rojek's terms it is 'pulpy' and, if

one follows Mulvey's and Pearce's notion of the dying fetish, then the

tourist village has lost its integrity and exists now only as a commodity of

tourism. Gone, is what for the tourist, is the attraction of the tight

community and simple social values that typify village life. But, is the fetish

dead under the public gaze of the tourist? According to MacCannell, it is

only the 'primary function of the village' as 'the base for human

relationships'̂ '® that is altered; it has now transformed into 'a detail in the

recreational experiences of a tourist from out of town.'̂ '® So, in

MacCarmell's terms,the fetish persists in the private and public space of the

above diagram (p 100) as an historical detail.

In his study of magic and religion. The Sorcerer and His Magic',Claude

Levi-Strauss examines the activity of narrative among the tribes of Brazil

and later the role of the shaman in Kwakiutl society on the West Coast of

Canada during the 1930s.^ '̂ He begins by explaining that the intention of

See Pearce (1995) p. 32, where the fetish seems to be confined to the personal and is
vulnerable in a domestic or public display. See also L. Mulvey, Fetishism and Curiosity.
London: BFI Publishing Indiana University Press, 1996, p.3, in which the fetish is said to
die when exposed to 'new economic conditions'.
MacCannell (1992) p. 176.
Ibid.

Ibid.

Ibid.

Levi-Strauss (1958) Chapter IX: The Sorcerer and His Magic.'
Ibid., p.168. 104



sorcery is to cast out the evil that is manifest in the patient. This includes

exiling the subject from friends and relatives, and the community that

provides the routine referencing system of self-awareness. Levi-Strauss

terms it as the 'withdrawal of multiple referencing systems'̂ ^^ that, in effect,

confirm life. This action is similar to the isolation of material and substances

thatoccurs in the discipline of Westem science, where objects of study are

subjected to the microscopic gaze, removed from their interrelated context.

This isolating gaze is evidenced quite clearly in the sketches of exotic flora

and fauna executed by the illustrators who accompanied the voyages of

many early explorers.

The withdrawal of these social support systems renders the subject dead,

'cast into the world of shadows', which even 'physical integrity' cannot

overcome. The subject's own knowledge of self cannot overcome this status

of 'the dissolution of the social personality'. While death does not actually

occur, a state of suspension does and, as Levi-Strauss argues, physiological

shifts in the subject do occur. They take the form of a drop in blood

pressure, rejection of food, dehydration, and general trauma and anxiety.

The author typifies thesesymptoms as psychosomatic, in that they are not

completely imagined but are enhanced by the imagination, and that such

symptoms are prevalent in unstable societies. In the nature of an unstable

society, there are clear similarities with the community of tourists,^^^

because the ephemeral community of tourists is, perhaps, the most unstable

of temporary societies within the broader contemporary Westem society

and symptoms of instability do affectits participants.^^"^

In the curing of these psychosomatic symptoms shamanism shows great

success. While Levi-Strauss refers to a society reliant upon the vagaries of

hunting and gathering andtheuncertainty of where the next meal is coming

from, the tourist finds him or herself in a similar situation, in an unfamiliar

environment. Indeed, upon arrival at the unknown destination the tourist

engagesin a frenzy of activity devoted to mappingthe site and allaying such

anxieties.^^^ Tourist brochures and other related information, not only tell
the tourist of the wondrous sights that he or she may experience, they also

Ibid.

For his part Rojek (1997) p.61, refers to this condition as one of 'Virtual collectiveness' or
'Social anonymity' describing it as a collectiveness that is temporary and based on the
immediateemplacementof the subjects, rather than historical and social understanding.
See E. Relph, Place and Placelessness. Lxindon: Pion 1976 p.149, for commentaryon how
travellers come to know a strange placeand put down shallow roots in a couple of days.
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present the homely (that is familiar) comforts that are to be found, - such

thingsas toilets, bathrooms, restaurants, shops that might allay the onset of

homesickness. In short, and like that of Levi-Strauss's tale, the tourist is cast

willingly into an environment that is less stable than home.

These theories are illustrated in two stories drawn from Levi-Stauss's

research. The first occurs in the jungles of South Ameiica.^^^ This story

involves two disparate small bands of tribes that come together due to

difficult or unexplained circumstances. In this, too, we find a similarity with

the contemporary community of tourists. Levi-Strauss tells how a member

of the newly formed group fails to retum to camp after a day's foraging. A

number of reasons for his absence are discussed and after a protracted

period of time he is discovered shivering in the bush. He is then brought

back to camp and eventually recounts an unlikely story. Each section of the

newly formed group considers his fantastical tale and it is soon integrated

into the composite groupand has the effectof assimilating the two groups

into one. This, Levi-Strauss refers to as the 'the means of objectifying

subjective states, of formulating inexpressible feeling and of integrating

inarticulated experiences into the system'.^^^

This story runs parallel to the condition of the tourist, and particularly the

ecotourist, albeit in most instances in a somewhat less traumatic fashion. For

the tourist is subject to the magic and sorcery of the destination and is

bewitched by it. By embarking on a holiday in an unknown destination, the

tourist engages with the temporaryrelief of his or her 'social personality' as

it is confirmed by the familiar referencing system of family, friends and

colleagues. The tourist exists in two worlds, the familiar and exotic. In order

to integrateboth, the experienceof the exoticis recountedin a similar way to

the holiday tale. The holiday anecdote serves as a type of immaterial

souvenir that permits the integrationof both worlds. In the above story, and

in the case of many tourists, this is the integration of the private experience

into the public, through the agency of narrative, an integration that is solely

reliant upon the listener's wish to reach agreement about its meaning and

understanding. In the Levi-Strauss story it is a matter of blind faith, a faith

that can be confirmed by the presentation of some sort of physical artefact

The degree of desired instability varies considerably,dependingon the type of tourist
engagement

Levi-Strauss (1958) p.169.
Ibid., p.172. 106



as evidence of the experience - that is a souvenir. This progression is the

subject of the next tale.

In Structural Anthropology, Levi-Strauss expands on the power of magic in

'primitive' societiesand, in so doing, presents a further example that speaks

to, and is analogous to, the principles and power of material culture, as it

operates within tourism. This narrative and its orbit around an unlikely

artefact makes clear what the author refers to as the 'Shamanistic complex'

and how it clusters around extremes of experience: on the one hand, the

intimate experience of the shaman and, on the other, the consensus of the

group.

This story occurred among the indigenous communities of the Canadian

West Coast and focuses on an apprentice shaman by the name of Quesalid.

Learning his craft from the shaman community of his own tribe, Quesalid is

sworn to secrecy about the methods and deceits used in the shaman's

healing ceremonies. Central to these ceremonies is a piece of fluff or 'down'

that is hidden in the mouth of the shaman. He induces in himself a trance

like state, through dance and chanting, during which he bites the interior of

his mouth, by which the 'down' becomes covered in blood. The bloodied

down is then spat from the shamans mouth as the material form of the

illness that was afflicting the patient. Having learned this, Quesalid later

comes into contact with another tribe and community of shaman. They show

him their ways that involve simply spitting saliva into the hand as the

representation of the illness. Quesalid is coerced into demonstrating his

craft and upon doing so is hailed as a great shaman and his technique is

adopted.

While this is an advancement in the practice of shamanism, it also

demonstrates the power of materiality, in that belief in sorceiy is more likely

with the presence of a material object. This is what Levi-Strauss explains as

the magic of materiality that supersedes 'blind faith'.^^® It is in actuality a

development in the science of traditional healing based upon material

evidence. This is also true of the souvenir, in that, it provides material

evidence of the event. Levi-Strauss then shows how the power embedded in

the narrative structure is enhanced by the material form. This is a threefold

Ibid., p.172. 107



process (as usual with Levi-Strauss) describedas a Tabulation consisting of

procedure and representations'/^® and detailed as;

1) The shaman imdergoing psychosomatic states
2) the sick person, who may or may not get better
3) the public perception of enthusiasm and intellectual and

emotional satisfaction that begin a new cycle.

By stripping away the specifics of Levi-Strauss's research and focussing on

the narrative structure, it is possible to detect certain similarities that address

the condition of the tourist experience and, moreover, the purpose behind

collecting souvenirs. Beginning our analogy, at the end point of the above,

one can see that the third point of Levi-Strauss'sprocess equates to how:

3) The site is perceived and understood by the public through the
images, artefacts and literature of tourist brochures as offenng
'intellectual and emotional satisfaction'.

2) The tounst may or may not achieve the above.
1) But the site will through the agency of the host be presented as

a state relative to the psychosomatic state of the shaman, that
is not totally imagined but certainly framed, edited and
enhanced to capture and hold the attention of the tourist

Quesalid's success is directly related to the attitude of the group, that is the

communal consensus that the bloodied piece of down is the sickness.^^'

This is also typical of the souvenir, in that its success corresponds to the

belief that it is a fragment of the visited site. In other words, the 'intellectual

and emotional satisfaction' of the site must be represented in the souvenir

artefact and, the allusion of thesecharacteristics, must be beheved - firstly by

the collector, then the ephemeral community of tourists and subsequently

the broader society, once the tourist has returned home.

It is due to this need for communal recognition that souvenirs are

standardised in some way. This normally occurs through raw material,

image or reference to heritage, or all three. In Tasmania and many other

parts of Australia these qualities are profoundly embodied in material drawn

from the flora and fauna, such as minor species timber souvenirs. But what

is most apparent, in the above example, is how belief, formed through

narrative, may give rise to an inflated value for material objects such as

souvenirs and fetishes, and this is the subject of the following section.

Ibid., p. 175.
Ibid., pp. 172-178.
1 do not mean to suggest an analogy between tourism and sickness here. However, insofar as
tourism is a deviant or abnormal condition, that is undertaken for the benefit of one's
physical and spiritual health, there is clearly an interesting correlation that may be worth
pursuing another time. See Shields (1991) and Urry (1990) for commentary on the rise of
tounsm and Britishspa and seasidetown. 108



Surplus value and the economy of the fetish and souvenir

Marx defined fetishism in his early writings as '[t]he religion of sensuous

desire'. This phrase is neatly analysed by Pietz, who writes that:

The term "sensuous desire"...was thus theoretically fraught. Not only
is "desire" the term for the purpose-forming subjectivity that
characterises the ethical world of humanity, but "sensuous" indicates
that immediate experience of lived reality which is the primordial
mode of experience (the object of aesthetic feeling)..."Sensuous desire"
is thus the direct "aesthetic" expression-apprehension of purposes and
intentions within the subjectively objective world of immediate
experience."^

From Pietz's interpretation of Marx's formulation of the fetish it is possible

to discem the condition of the contemporary tourist. Fundamental to the

tourist is a desire to experience the 'Other' in terms of culture and

environment. The tourist seeks, or desires, to be taken out of his or her own

routine envirormient and to experience that which is unfamiliar. In such a

case, the tourist is then required to initially engage with the visited place in a

primordial sensuous mode until the unfamiliar site is mapped, giidded and

made familiar, through a rational system of mind's eye cartography

At the end of the eighteenth century 'Otherness' and a primordial mode of

experience were the domain of the 'primitive', while so-called enlightenment

logic understood fetishism as an animistic belief system, associated with

'primitive' cultures in Africa and other differently developed parts of the

world.^^"^ During the colonial period artefacts collected from non-Westem

cultures were used to support this imperialist view of the evolution of

humanity, situating races, cultures and environments in an hierarchical order,

otherwise referred to then as the 'chain of being'. From this dominant

Eurocentric position there appeared to be no earthly or spiritual rationale for

investing supematural god-like power in animals and particularly inanimate

objects. It was with this perspective in mind that Marx formulated his

notions of 'surplus value' with respect to the Western capitalist system of

commodity production. For, '[ajlthough Marx's materialism and his social

W. Retz, (1993) p.l40.
See Relph (1976) p.149, in whieh the author proposes that it takes a matter of days for the
tounst to feel at home in a strange place.
Pietz (1993) p. 131, tells how the 'theoretieal narrative of the world history of religion was
established m European intellectual culture by the end of the eighteenth century...' and how
'[hjistorians of religion around the turn of the century...discussed fetishism extensively as
the earliest stage of religion'. He also informs us that 'the very distinction that constituted
Enlightenment rationality was responsible for a contradiction in the way it conceived its
unenlightened Other fetishism was defined as the worship of "inanimate" things even
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theory went far beyond those of Enlightenment thought, his synopsis of the

historical progress of people...bears an eighteenth-century pedigree'.^^^

This understanding of both the 'primitive' fetish objects and Western

commodities as containing supematural powers suggests an economy that

contains an unsubstantiated surplus, a value that, according to the laws of

capitalist economics, is irrational. The economics of souvenirs supports this

theory as those artefacts are always priced over and above their rational

value and even beyond that circumscribed by Marx's notions of surplus

value bound in the capitalist system of exchange.

In recognising the sensuous engagement and unbounded relationship the

'primitive' exhibited with the environment, Marx discovered a similar

relationship between 'modems' and money. For Marx, money was the single

most fetishistic feature of modernity that facilitated the 'mystical character of

commodities'.^^® He explains how the property of the commodity exists as

an unintentional by-product of the producer's labour, only knowable

through the process of exchange, and that it 'has its origins...in the peculiar

social character of the labour thatproduces it'.^^^ For exchange to take place,

and for exchange value to occur, the artefact must be of some use to the

maker and others.^^® For Marx the unsubstantiated exchange value occurs

only under the condition of capitalism, because 'the whole mystery of

commodities, all the magic and necromancy that surrounds the products'

exists only while they 'take the form of commodities' and dissipates in 'other

forms of production'.^®^ In terms of the souvenir this exchange value is

dominated by the expression of people and place, which is not addressed in

Marx's critique but to some degree exists in the mystical and magical

properties of the artefact. '̂'®

though its paradigmatic historical exemplifications were cults of animate beings, such as
snakes', p. 139.
Ibid., pp. 130-131.
K. Marx, Capital: A Critique ofPolitical Economy Vol. 1. Lawrence & Wishart: London

1954, p.76.
Ibid., p.77.
Marx (1954) p.78, writes:

The two-fold social cheiracter of the labour of the individual appears to him, when
reflected in his brain, only under those forms which are impressed upon that labour
in every day practice by the exchange of products. In this way the character that his
own labour possesses of being socially useful takes the form of the condition, that
the product must be not only useful, but useful for others...

Ibid., pp.80-81.
Pietz (1993) p. 130, claims:

...that Marx appealed to the language of magic and theology in general, and
fetishism in particular, as a way of evoking materialist imaginary proper to a
communist mode of apprehending capitalist reality. 110
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Marx's next step involved the way goods were produced and received in the

West prior to the capitalist exchange system. He asserts that in the middle-

ages goods and labour had no value as exchangeable commodities. Work

was carried out, goods produced and a benevolent payment was made by the

sovereign, as god's agent.^" '̂ He then argues that the religious world is a

'reflex of the real world'̂ '̂ ^ and suggests that commodity exchange under

capitalismis a natural development along this spiritual path.^"*^^ If this is so,

then tourism, with its developmental base in the religious pilgrimage, holy

days, the desire to discover ones self, and the associated artefacts, must be

seen as a type of secular, post-modem, religious practice, a practice that

includes the investment of magical powers in inanimate objects and animals.

In other words, tourism is an occasional quasi-religious engagement with

'Othemess', whose experience and surplus or irrational values are embodied

in the souvenir, just as Christianity is embodied through the cmcifix and

other fetishised commodities, including shrines and other buildings and

historical sites.

In spite of the discrediting of the hierarchical theory of evolution, and even

this testimony to the far-reaching structural nature of the fetishistic desire,

souvenir objects and artefacts stiU function to standardise the representation

of the culture of origin. Those representations often provide a false,

simplified and generahsed picture of the experienced culture.^"*^ This occurs

on a macro and micro level as the representation of nationalities, religions,

cultural groups, and, as MacCannell has argued, as villages.^"^^ It is in

essence the attraction of the visited site and culture that the tourist seeks in

Marx (1954) p.81.
Ibid., p.83.
Marx (1954) pp.83-84, is quite precise alxjut tliis writing:

The religious world is but a reflex of the real world. And for a society based upon
the production of commodities, in which the producers in general enter into social
relations with one another by treating their products as commodities and values...-
for such a society, Christianity with its cultus of abstract man...is the most fitting
form of religion. In the ancient Asiatic and other modes of production, we find that
the conversion of products into commodities holds a subordinate place, which
however increases in importance as the primitive communities approach nearer and
nearer to their dissolution... Those ancient social organisms of production are, as
compared with bourgeois society, extremely simple and transparent. But they are
founded either on the immature development of man individually, who has not yet
severed the umbilical cord that unites him with his fellowmen in primitive tnbal
community, or upon direct relations of subjection. They can arise and exist only
when the development of the productive power of labour has not risen beyond a low
stage, and when, therefore, the social relations within the sphere of matenal life,
between man and man and man and Nature, are correspondingly narrow.

The grading of 'Other' societies and cultures is not completely dispensed with as, under the
critical gaze of the tourist, visited sites and people are assessed according to a different set of
values, including the authenticity oftheir handicrafts and hospitality among others. j j j
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the souvenir. Today the natural and cultural heritage of Western and non-

Westem cultures are found to be represented by many fetishised crafted

artefacts, such as Totem Poles, Tibetan rugs. Aboriginal Didgeridoos and

Boomerangs, Scottish Kilts, Spanish Bulls, Mickey Mouse and other

inanimate objects. This organisation is not a conscious decision but in effect

demonstrates the function and value of the fetish that Retz, reading Levi-

Strauss, says, '...inform a particular mode of social organisation without

themselves being objects of consciousness.'̂ '*® In this way souvenirs also

may be viewed as artefacts that are '...fundamental organisational

structure[s] of a given society'That is, they serve as the organisational

structures of the social narrative that, in Grabum's terms, both differentiate

and integrate the identified culture according to fundamental structural

features.^'*®

For the anthropologist today, as in the colonial period, objects of 'Other'

cultures and souvenirs function as an index of the social organisation of

societies. '̂*® But today the society organised by these artefacts and objects
is, moreover, that of the ephemeral community of tourist and, more broadly,

the developed Westem post-modem society.

This understanding of fetishism's role in consumer culture is elaborated on

in Laura Mulvey's study of commodity fetishism, in which she asserts that:

Both Freud and Marx use the concept of fetishism in an attempt to
explain a refusal, or blockage, of the mind, or a phobic inability of the
psyche, to understand a symbolic system of value, one within the
social and the other within the psychoanalytic sphere...One the
Marxist, is derived from a problem of inscription. How, that is does
the sign of a value come to be marked onto a commodity?...while the
Freudian fetish, on the other hand, flourishes as phantasmatic
inscription. It ascribes excessive value to objects considered valueless
by the socialconsensus.^®'

Here the subject of inscription and the problem of the coimnodity's value are

set out as common to both Marx's and Freud's interpretation of the fetish.

Mulvey continues, a few lines later, to outline the difficulties of analysing

MacCannell (1992) p. 176
Hetz (1993) p.120. For Levi-Strauss these are the very structures of a society and are bound
in myth and the unconscious.
Ibid., p. 120.
Levi-Strauss's well known examples concern the incest taboo and rules of marriage and
theories on language that span all societies and cultures on an unconscious level. See Ldvi-
Strauss (1963) and (1973)
See page 43
Mulvey (1996) p.2. 112



the points at which society and its consciousness part and the relationship

between people and things begins. She writes:

The cultural analyst, while trying to draw attention to these 'points'
and make them visible, may only be able to begin to reach them when
new economic and social conditions come into existence, rendenng the
dying fetishisms easier to giasp.^'

Here Mulvey concurs with Pearce in seeing a fetish as a finite thing of

restricted meaning, suggesting that it cannot exist beyond its deeply

personal confines.^^^ However, the most interesting point here is that
Mulvey suggests that clarity occurs in death. Surely the author's meaning is

not literal here but alludes to a moment of transition, that in the sense of the

early Romantic poet William Blake is understood as passing from

innocence to experience through a sublimemomenL^^^

Mulvey's study takes film as its subject and while her understanding of the

fetish is conventional, the suggestion of 'new economic and social

conditions' might well refer to the developed state and democratisation of

tourism and travel and, the effect it has on visited cultures. This renders her

reading of Marxist and Freudian concepts of fetishism pertinent to a study

of the commodities of tourism. She writes that it is notions of disavowal

(Freud) and estrangement, (Marx) that 'produce an over-valuation of things,

and the over-valuation flows onto and affects an aesthetic and semiotic of

things'.^ '̂̂ These provide the process for the recovery of loss, of those

precious moments of deviance, through the selection of souvenirs via their

semiotic inscription. In this way, the tourist seeks to reconfigure, or stay, the

onset of time through the material presence and magical powers of the

souvenir.

Ibid., p.3.
See page 82
It is more than fitting to invoke Blake's notion of the sublime in regard to tourism as both
present notions of innocence and experience. For Blake, particularly in his: Songs of
Innocence and ofExperience (first published 1794) they are constant states through which the
human subject travels back and forth. The tourist seeks new sites and experiences that will
likewise provoke a sense of transcendence. See M H. Abrams, (Ed.) The Norton Anthology
ofEnglish Literature. New York: WW Norton & Company, 1993, for commentary. Also S.
Curran, (Ed.) Blake's sublime allegory: essays on The Four Zoas, Milton, Jerusalem.
Madison: University of Wisconsin Press, 1973, and E. D. Hiisch, Jr Innocence and
experience: anintroduction to Blake. New Haven: Yale University Press, 1964. j
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Time

Time is a another point at which tourism intersects with this early

formulation of fetishism, in that both are ahistorical. The post-enlightenment

theory of fetishism is grounded in studies of African animism, the worship

of creatures and things said to be lower in the chain of being than

humanityThese are the objects and artefacts, like souvenirs, that are

endowed with supernatural powers to organise altemative belief systems. To

the early explorers of the day there seemed to be no discernible evidence of

religious development, according to the European model of progression

from animism to polytheism to monotheism, and so such societies were

deemed to have no history and to exist outside time. While this notion is

quite rightly discredited today and, as I have already stated, altemative

histories are increasingly recognised, the notion of existing outside time is

fundamental to the activity of tourism. The tourist does, indeed, attempt to

achievejust that, and seeks to stave off the onset of time, uttering such lines

as 'do we have to go home tomorrow'.

As I have shown, in psychoanalytic terms, this sense of being outside time is

interpretedas 'unboundedness' and takes its narrative lead from the oedipal

crisis. In this narrative newfound manhood is the metaphor used to signify a

limitless stateoutside time.^^® This state is applied more precisely to the
condition of the tourist by Baudrillard, who writes that the concept of time

'...occupies something of a privileged place. The demand for that special

kind of good equals the demand for almost all others taken together.'̂ ^^ In

both ways, by experiencing an environmental site or inanimate object as the

key stracture, fixed in time, from which the site radiates, and the desire to

exist outside routinising time, the tourist fulfils the role of the primitive in

the discourse of post-enlightenment and early modernist philosophy. It is

the role of the souvenir, as a fragment of the experience, to preserve the

memory of such 'unrepeatable events', and to provide for the incorporation

of them into the normal daily routine after the fact. In this way the souvenir

suggests the notion of unboundedness and connectedness, and above all

assists in sustaining the holiday sensation after its termination.

Mulvey (1996) p.3.
See Hetz (1993) pp. 133-35.
SeeTorgovnick (1990) p.205.
J. Baudrillard, The Consumer society: myths andstructures. London: Sage, 1998, p.151. 114



Here, once again, it is possible to see Grabum's notion of the souvenir as

differentiating and integrative. It is the tourist's desire to exist in a static

moment that, in many ways, fosters a system of museumification throughout

the tourist industry. For instance, both indigenous and non-indigenous

cultural groups, as the subjects of the tourist gaze, are encouraged to

promote former lifestyles through fabricated artefacts and performances,

which have become less integral to their social structure and therefore of

less real value,but are vital in the tourist's perception of their society and so

accorded a surplus value that is realised only in the process of exchange.

In Marxist terms this is achieved by the tourist, through the action of the

commodity'sovert indexing of its process of production; that is to the place,

time and activity that surround the souvenir's making. In this way the

souvenir serves as a representation and reminder, or mnemonic device, for

the recovery of a lost, past or unrepeatable experience. It is consistent with

the fetish encoded with mystical powers; the powers of projection that

subsequently enhance the collector's spiritual and sensual life and

knowledge. The souvenir also functions in accordance with the Freudian

interpretationof the fetish to disavow the notion that the experience is lost or

the performance has ceased and cannot be regained in the foreseeable future,

if at all.

Fulfilling the role of a memory jogger or aide memoire, the souvenir is

investedwith the wealth and value of the associated experience. It provides a

surface that is subsequently inscribed with the narrative of the encounter,

thus sustaining a relationship with the place and time of the experience or

event. However, unlike the Marxian fetish, the souvenir is not reliant upon

the total erasure of the mark of production. Indeed it is crucial that the

souvenir retain some identification of its production process, a reference to

its culture of origin and in the best example, the thumbprint of the maker.

In recognising the tourist's capacity for excessive consumption, and

preference for the hand-made, the craft person is often inclined to place a

mark-up on the souvenir that is in excess, that is a surplus to that which the

product would cost in a standard or routine exchange system. This may, in

part, be justified because of the seasonal nature of tourism, in that the maker

may only find a market for his or her goods during three or four months of

the year when tourists are plentiful. However, if, as is most often the case,

the craft person works for him or herself, then the surplus value accorded to

the alienation of labour does not exist, for there is no contractual exchange 115



of labour involved in the manufacture of the good.^^® In other words, many
crafted souvenirs are produced in a way that is more similar to the mode of

production that existed prior to industrialisation and the capitalist system of

mass production. The crafted souvenir is moreover 'hand-made'. Today

there exists a value attached to the phenomenon of the 'hand-made' and this

is important in any discussion of the fetish.

Looking backward to an exchange system just before the industrial

revolution andto the advent of what is recognised as the industrial capitalist

exchangesystem,we find ourselves in a period when almost everything was

produced by hand and displayed the variables of being hand-made. During

this period the location of the fetish existed in what has formerly been

labelled 'oiientalia'. In other words, they are hand-made artefacts from other

cultures - artefacts produced through production processes and/or from raw

materials unknown to the collector. It is the appeal of the unknown or

unacquainted techniques and the resultant end product that attracts the

collector, just as it was the appeal of mass-produced goods and commodity

fetishism that propelled the modem age of production.

One is able to detect, here, the distancing of hand-made production in the

industrial age and its relegationto a mode of manufacture clearly associated

with pre-modem modes of production and 'Other' cultures, those considered

to be at a 'primitive' stage of development. Today's souvenir labelled 'hand

made' will, in most instances, attract the eye and touch of the tourist as it

references a period prior to the advent of industrial and mass-production,

and thus associates the visited culture with the former pre-modem period

and in tum museumifies it. This attractionof things produced in the ways of

the past and the fetish for 'hand-made' things, explains not just the allure of

non-Westem artefacts, but also objects from the history of Western culture.

On this type of exchange, K. Marx, Theories ofSurplus Value. Lx)ndon; Lawrence &
Wishart, 1951, writes. 'Only labour which is directly transformed into capital is
productive...'(p.l78.) And later, in considering the productivityof the independent producer,
he asks:

What then is the position of the independenthandicraftsmenor peasants who employ
no worker and therefore do not produce as capitalists? ...they are commodity
producers and I buy the commodity from them...In this relationship they meet me as
sellers of commodities, not as sellers of labour...Their productive system does not
fall under the capitalist mode of production. (p.l91.)

That is not to say that there is no surplus value generated by the independent craftperson. For
Marx recognises that 'their prasition makes it possible for them to appropriate their own
surpluslabour' (p.192.).That is they workduringtheir own leisure time. 116



such as colonial and convict artefacts and models?^^ This sensuous

attraction, accorded the hand-made souvenir, does not, however, translate to

the unique or one-off, as even hand-made souvenirs must conform to what

is expected of the visited culture.

Within this system the souvenir provides an exemplary object for, as I have

noted, the tourist, as the consumer of souvenirs, is more than willing to

purchase a souvenir without regard to its real value, that is the value it would

attract within the world of mundane ordinary things. The tourist finds him

or herself in an unreal world of expenditure, that is consumption, with htfle

or no concern for income and an enhanced need to record his or her

experience. As a result, the tourist produces little other than narrative, that is

made more believable and persistent when given material form.

The product that the tourist purchases is inscribed with a value that is in

excess of Marx's surplus value. This is due to the tourist's suspension of the

mundane and to the environment in which the souvenir is exhibited to the

tourist. This constituent surplus I wiU refer to for now as 'leisure value', for

the tourist is always reluctant to re-enter the domain of routine existence,

that is dominated by work and other mundane chores, until the prescribed

end of the holiday. In this respect the tourist is an excessive consumer, in

that he or she will consume all that is offered by the holiday destination and

return little or nothing. Given this attitude of avaricious consumption, in

which the tourist will spend, spend and spend, until the allotted money is

consumed, he or she is more than prepared to pay more for the souvenir

than the product is worth within the normal capitalist exchange system. This

is in order to, firstly, sustain the unreality of the leisure period that is the

holiday and secondly, to make sensible that period upon return to the

mundane. However, it is also necessary for the tourist to demonstrate a

sense of belonging and social cohesiveness among the ephemeral

community in which the tourist finds him/herself. To achieve this the tourist

engages in certain behavioural patterns characteristic of excessive

consumption, including the purchase of same or similar goods.

While it would be a somewhat impractical souvenir due to weight the convict bnck is a
much sought after relic from Australian history, its value attributed to the littoral
thumbprint thatidentifies it from that period. 117
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Seriality

Seriality is a further point around which the fetish object and the souvenir

congregate. Like the collection of fetish objects, the method of souvenir

collecting is characterised in repetitiveness or seriahty in which, according to

Freud, the collector will gather the same object and allot to it the same

powers of representation. A representation that induces a sense of

completeness developed from the fragment, for instance the sexual desire

allotted to an article of clothing, takes repeated form in the fetishist's

ongoing collection. In terms of the souvenir the collection of spoons,

charms and badges operate in a similar manner.

More recently Christopher Steiner has highlighted this purchasing habit of

tourists, noting, in his case study of Ivory Coast tourists, that the tourist will

seek the same or similar objects and ignore the one-off product.^®" He

suggests that this is due to the overriding need for the souvenir to represent

the character of the visited site and culture among the disparate community

of tourists. Here the souvenir not only needs to carry the narrative to the

collector, but it must also be recognised for what it is by other tourists who

have experienced the same site. In other words, it must be characteristic of

the experience and place it represents. To that end, the singular or one-off

artwork fails as a souvenir, unless it includes a reference to the site by style,

image or specific medium, as is the case in Steiner's own example of Ivory

Coast masks, in which style is the binding factor.^®' In this propensity to

collect that which is seen to be worthy under the conditions of tourism, an

unusual creature is bom; the loose community of tourists authorises a type

of collective fetish that is related to commodity fetishism for brand names.

This shows a clear movement of the fetish as souvenir toward the pubhc

realm, one that is propelled, initially, by the authorisation of other tourists. In

other words, the tourist does not seek a one-off piece; he or she seeks an

object that above all speaks of its place of manufacture, that bears the mark

of the maker, be it individual or collective. Steiner is succinct about this

stating that:

Because an object's economic worth in the African art market depends
not on its originality or uniqueness but on its conformity to
"traditional" style, displays of nearly identical objects side by side

Steiner (1999) pp. 90-96.
Steiner (1999) makes no mention of the quality or specific character of the wood from which
the masks are made. This may or may not be a feature of their Ivory Coastness. For Just as
we have discovered how the Romans sought rare timbers from far away places in chapter 2,1
will demonstrate shortly how the character of specific timbers represents what is typical of
the visited site. 118
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underscore to prospective tourist buyers that these artworks indeed "fit
the mold". There is no room left for ambiguity in this visual
exhibition of iconographic reiteration and its attendant display of
formal juxtapositions. In this scheme, the unique object represents the
anomalous and undesirable, while a multiple range of (stereo) types
signifies the canonical and hence what is most desirable to collect.

For a souvenir to represent a site, it is reliant on some element of continuity

and replication. The object must be recognisable as coming from the visited

site. Huon pine artefacts are a case in point, as the species of tree is only

found in Tasmania, and therefore anything produced from its timber will

automatically be associated with Tasmania, just as the Boomerang form

alwaysreferences Australia.^®^

The action here is allied to the activityof both the souvenir and fetish object,

in that the souvenir, like the fetish, is a fragment from the place or

experience it pertains to represent. From this action it is possible to see that,

while it is true that some souvenirs conform to Freud's personal and inferior

interpretation of the fetish, others develop a thicker narrative that sees their

representation transcend the personal and come to rest in the private and

public realms of display. '̂''* This has been noted in the case of

anthropological collections. For while the anthropologist may exercise his

or her particular fetish during the gathering of the collection, as in the

example of the Pitt Rivers collection of vessels, once the collection is

recorded as a collection in the name of the collector, the collector's name

then comes to represent the entire collection. The effect that this has is that

the collector's fetish becomes the subject of a public fetish and is invoked by

the utterance of the collector's name. In the same way, the image of a

crucified Christ might be considered as a public fetish common to all

Christians, and the boomerang as typical of all Aboriginal Australians.

This attraction of the multiple, this ethnographic priority among tourists,

brings into play notions of authenticity and debates regarding the aura of the

original. Like other writers dealing with material culture, Steiner locates the

initial work on this subject in the writings of Benjamin who, in The Work

of Art in the age of Mechanical Reproduction', writes that 'the unique value

of the 'authentic' work of art has its basis in ritual, the location of its original

Steiner (1999) p.96.
I have examined the capacity of this unique souvenir to mark place at some length in
Chapter 3 and I will explore the souvenir qualities of the boomerang further in the following
chapter.
See figures 4.1, 4.2 119



usevalue'.^®^ What then should be made of so many duplicates lining the
shelves of souvenir shops? For, like the masks in Steiner's example, the

didgeridoos of Aboriginal AustraUa, or the Cedar masks of the Canadian

West Coast, have their roots in ritual as the basis of their original design and

use. It is this association with a ritual basis that attracts the souvenir hunter

and satisfies his or her desire to mark the experience of the 'Other' and

exotic culture. This debate is made more complex by the nature of certain

timber souvenirs, in that, like the limited nature of the work of art, the 'hand

made' wood souvenir, such as the Huon pine fruit bowl, and Cedar mask, is

essentially also a one-off, due to the unique grain pattern of each piece of

timber. Now I want to conclude this section with a brief examination of how

the producer of souvenirs sensuously consumes his or her own space and

expresses his or her own fetishistic consumption of that space in the

souvenir. I will then present concrete examples of this process in the

following chapter, in which I focus more precisely on the transmission of

cultural exchange embodied in the souvenir objects of museum collections.

Transmission of the fetish from producer to consumer

As previously noted, for Marx the ultimate fetish of modem society is

simply money, as the icon of a capitalist exchange system. This conforms to

Marx's early interpretation of the fetish as 'the religion of sensuous desire', a

religion that finds actuality in an exchange system '...in which people's

ability to produce the object of someone else's desire becomes the means of

satisfying their own desire. The general form realising or reifying this social

network of desires and their objects as a market system is money.'̂ ^^ This

passage points to the process by which the craftperson first satisfies his or

her own desires in the production of the good, prior to the satisfaction of the

tourist, as consumer, by the creation of a proto narrative. The crafted artefact

represents the craftperson's concept, sensual consumption and

representation of their environment, that is the producer's 'oceanic' or

'unbounded' sensation of his or her environment Such a concept is most

often realised in idealistic form and refers to a heritage or part thereof that

the craftperson finds engaging and chooses to identify with, in the same way

that an artist selects a medium. That which is communicated is always a

selected portion, a fragment. It is the part of the site's heritage that the

producer wants the tourist to see. This editorial control causes the souvenir

W. Benjamin, The Work of Art in the age of Mechanical Reproduction.' in Illuminations.
H Arendt (Ed.) New York: Schocken, 1969.
Pietz(1993) p.l41. 120
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to be overvalued in the very moment of its conception. Like the isolated flora

sample, subjected to the Western scientific gaze, it is designed to command

the total attention of the viewer, or in the case of the multiple, the viewer is

overwhelmed by the specific features of the design or medium. In either

case an excessive value is attributed to the object/artefact through its

isolation or seriahty, which, in essence, amounts to the same thing, for both

restrict the object/artefact from relating to anything other than itself.

The souvenir, with its reliance on the communication of heritage and, more

precisely, place, situates it in some form outside the capitalist exchange

system, in that its over-valuation fails to conform to the 'social consensus of

thevalue of things'.^®^ Rather than thefetish of cash accumulation through

labour, which Marx fixes as the primary fetish of modem society, the

souvenir is in the first instance reliant on the successful representation and

communication of place. It is in this representation that the desire of both

the producer and consumer, the craftperson and tourist, must manifest in a

sensuous form, so that the needs of both fetishist's are met in a dialogue that

is inscribed onto the surface of the souvenir. In other words, this initial

production process requires the sensuous consumption of the souvenired

site by the craftperson. That is, a sense of oneness is achieved with the site

and the chosen material. Most often this is not a conscious decision but one

that is in part collectively authorised by the maker's culture and is dependent

on the maker's particular skills as an artist/craftperson. The consumer then

senses a part of the maker in the object, that, in Benjamin's terms, would be

referred to as the 'aura' but is better called 'inua', a Greenlandic term meaning

the spiritof themakerwithin the object.^®® The tourist recognises this 'inua'

and completes the souvenir through the inscription of his or her own

touristic narrative.

Likening the nature of social consensus and repetition regarding the African tourist art
market to Rosalind Krauss's commentary on Western contemporary art's constant
'rediscovery' of the grid, (R. Krauss, The Originality ofthe Avant Garde and Other Modernist
Myths. Mass: MIT Press 1986), Steiner (1999) p.l02. writes:

In the tourist art trade in Africa, repetition is equally inescapable because the
demands of the market are such that tourists, on the one hand, require the validation
of multiple exemplars to authenticate their acquisition of souvenirs, and, on the
other, the canons of 'authenticity'm African art as set by outsiders are such that the
styles and forms of the past take precedence over developments that may rise in the
present or future.

See Hinnerson-Berglund. M, 'Glacier Ice And Rock Crystal: the material and ritual landscape

of the Palaeo-lnuit in the Nuuk Fjord in Greenland' (Unpublished paper from the proceedings
of the 9"'Conference on Huntersand Gatherers, HeriotWattUniversity, Edinburgh, Scotland
2002). 121
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This aspect of the souvenir conforms, moreover, to the notion of a

primordial engagement or sensuous experience of place, promulgated in

MacCannell's studyof touristic desire^^^ and the previously mentioned early

anthropological representations of Otherness. In this instance and

particularly with crafted souvenirs, the sensuous experience represented in

the artefact is firstly that of the host - the first layer of fetishism. This can be

seen in the same way that, say, certain non-Western cultures have developed

an iconography around fauna and flora that are prominent food sources and

lend themselves to the forms of daily routine and hfestyle. Similarly, settlers

to Tasmania have developed an iconography drawn from apples. More

broadly, settler Australia may be considered to have once been represented

through the image of sheep. In this way the once real social and economic

value of the exampled object is sustained by this form of publicly authorised

fetishism.

Plate 23 Ornamental Apple. 2001. Huon pine. life size.

Where the stated examples diverge is in the exchange system within which

they operate. Carved apples from rare timbers are deliberately, that is

consciously, produced for the souvenir market in Tasmania, while the

products of non-Western cultures are often initially framed as souvenirs by

a highly developed tourist industry. To discover more about this process,

one needs to investigate early artefact exchanges between explorers,

missionaries and anthropologist. It is there between the pages of

anthropological notebooks and museum catalogues, that the seminal

exchanges that have developed into a sophisticated souvenir market are to be

discovered.^^"

Much of the ground work here has begun to surface recently through the

work of contemporary scholars such as Kristin Potter, who surveys the

post-contact development and reception of Inuit representations of place and

culture, citing the shift from stone-carving to print-making in order to better

See MacCannell (1992)
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market their images.^^' Furthermore, Jonathan Batkin's Tourism Is

Overrated: Pueblo Pottery and the Early Curio Trade traces the

opportunistic trade in Pueblo pottery and its instalment in domestic spaces

of the Victorian era. '̂̂ Similarly, Molly Lee investigates the Victorian

penchant for the display of indigenous artefactsin the home environment.^^^

Many of these case studies take the form of appraisals of the historical

contextualisation of indigenous art in the home, museum and gallery, but

also recognise the value of the artefact in keepingtraditional ways alive.^ '̂̂

The desire to represent the visited site and culture does not always require

an intermediary in the form of the host or craftperson. Souvenired objects

may take the form of pebbles and sea shells gathered by the tourist directly

fromthe beach.^^^ Such objects fulfil the same sensuous desire to mark an

experience of a site, but are more directly related to the interpretation of

fetish objects in the discourse of early anthropologists on African cultures.

Here the relationship of the souvenired artefact to the collector is principally

animistic, in that extraordinary supernatural powers are allotted to the

artefacts. That power brings to mind the entire experience of the site, making

it relatable to others through the physical presence of the object. In this

form, the souvenir is more consistent with the psychoanalytic interpretation

of the fetish and the scientific motivation of early explorers, in that the

object, say a pebble or sea shell, comes to represent the geology and fauna

of the experienced site - what might be called the pre-culture of the place.

The history of this form of souvenir is to be discovered in the samples

gathered by botanist and other scientists attached to the parties of early

explorers such as Joseph Banks and, moreover, relates how such examples

have come to be read as synonymous with their site of collection.

™ See chapters.
K. Potter, 'James Houston, Armchair Tourism, and the Marketing of Inuit Art' in Jackson
Rushing III (Ed.) 1999
J. Batkin, (1999)
M. Lee, Tourism and Taste Cultures: Collecting Native Art in Alaska at the Turn of the
Twentieth Century.' in Phillips and Steiner (Eds.) (1999)
Other equally revealing contributions to this field include: T. Nicks, 'Indian Villages and
Entertainments: Setting the Stage for Tourist Souvenir Sales'; M. Bol, 'Defining Lakota
Tourist Art, 1880 -1915' and R. B. Phillips, 'Nuns, Ladies and "The Queen of the Huron":
Appropriating the Savage m Nineteenth-Century Huron Tourist Art.' all Phillips and Steiner
(1999) and J. Traugott, 'Fewkes and Nampeyo: Clarifying a Myth-Understanding'; L.
Lippard, 'Independent Identities', and J. Feddersen, and E. Woody, The Story as Primary
Source: Educating the Gaze.' all Jackson Rushing 111 (Ed.) (1999)
It is possible to recognise here Stewart's (1984) binary classification of souvenirs as
'sampled' and 'representative'. See page 8. 123



This relationship circumvents Marx's theory of people-commodity
relationshipsbut extends the notion of 'sensuousdesire', in that the souvenir

may take the form of a direct relationship between tourist and object without
the intermediary of human labour. It occurs, instead, as an object of nature,
or of unmediated production, as withseashells andpebbles. In this instance

the relationship extends from collector to object to place, in that it is the
intention of the collector, as tourist, to consume the site by conjuring the
experience through a narrative inscription placed directly upon the blank
surface of the souvenir. In other words, the artefact acts as the conduit for

the interpretation and memory of place and demonstrates how place is
understood, without the negotiation of the host. On the other hand, the

crafted artefact demonstrates the interpretation ofplace through the agency
of the producer - the artisan, artist, or craftperson - who must consume the

siteas resident or host in orderto re-present it in the artefact, and later to the

consumer. Then the consumer, on purchasing the artefact, invests it with

his/her narrative, thus imaginatively re-inscribing, or over-inscribing the
object with the marks of interpretation andfulfilling the intention of the
artefact as a souvenir. The fundamental components of this narrative

include: where the souvenir was purchased; what it is made of; and the

associated activity or event. As the consumer, in the form of the tourist,

inscribes more and more of his/her own narrative with each telling, the
narrative of production may be paradoxically obscured as it is woven into

the retold narrative of the end consumer - the tourist. A fetishistic

relationship thendevelops between the collector and the artefact, and is more

often referred to as 'sentimental value'. Within this trade and negotiation of
narratives thefetish assumes a transactable value, Marx's exchange value,^^^
between producer and consumer that circumvents the notion that the fetish is

stuck within its own circular narrative.^^^

ForFreud, fetish objects are bound within this notion of a non-expansive
narrative that remains personal and inferior, in that it is comprehensible only
to the collector, and that the replacement of the whole with a part occurs
without any loss ofpower and meaning. The recovery of loss here provides
a common meeting point for the Freudian and Marxist theory of the fetish.

For as Freud theorised that the fetish evolved to mask the absence of the

imaginary maternal phallus, so the souvenir may be understood as

functioning to disavow the absence or loss of the touristic experience, once
the tourist has returned to a routine life style.

See page 101



The common action of all souvenirs and fetish objects is to represent the

experience, memory, beliefs, understanding and stories of the owner, and, in

so doing, to make sensible periods of deviant and irrational activity - sensual

desire. In this respect, the souvenir, like the fetish object, is indeed an

artefact of the irrational unconscious, encumbered with certain magical

powers of illusion that serve as a bridge between the unconscious and the

conscious, the irrational and the rational, across which the traffic of narrative

flows. To view a collection of souvenirs, is to peep into the maker's and the

owner's unconscious, and this will be explained in the following chapter,

when I scrutinisea number of artefacts that, at one point in history fulfilled

the role of the souvenir, but have since found their way into respected

museums and galleries.

See Figures 4.1 and 4.2. 125



Chapter 5

Contexts of Display: Tourist Art in recent museogallery

exhibitions

In this chapter my aim is to challenge the assumption that ethnographic

artefacts, souvenirs and works of art constitute three unrelated groups of

objects. 1 will illustrate this by bringing together a number of case studies,

looking at a range of artefacts presented withinthe museogallery system. 1

will begin with two examples of Aboriginal art from Alice Springs that

demonstrate the tourist's demand for authenticity and how it may be

established and enhanced according to the location of the artefact.

The second case study examines indigenous artefacts from the Canadian

West Coast that were initially collected during the late Romantic period.

Both studies involve the transition of moribund tools into representations of

culture and place and the replication of ceremonial art objects for the

satisfaction of the Westem and/or tourist gaze.

Following this1will present a number of artefacts from Aboriginal Australia

and examine their status as ethnographic artefacts, souvenirs and works of

fine art 1willillustrate therelationship between these objects, demonstrating

how they move from one group to the other, how what were once classified

as ethnographicartefacts become souvenirs and then, ultimately, works of

art displayed in museums and galleries.

1will then conclude this chapter with a study of the enhanced aura afforded

these artefacts by the museogallery environmentin which they are housed,

outlining the way they operate as miniatures to fulfil the needs of the tourist

gaze.
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Contexts of Display: Tourist Art in recent museogallery

exhibitions

So far I have shown that souvenirs, as artefacts of travel and representations

of place, fall somewhere between those things described as art, reliant upon

their aesthetic qualities, and those objects that refer to past or changing

modes of production, displaced by a more recent means of production. In

chapter three I have demonstrated how souvenirs maintain the identity of

minority and under-represented groups and respond to their changing

circumstances under the pressure of colonialism. I have also demonstrated

how innovation in the field of tourist art draws the work closer to the arena

of fine art and confusestheartefact's operationas a souvenir. In this chapter

I examine this relationship more closely.

The primary attraction of souvenirs, like works of art, is their aesthetic

quality. Also, their purpose and meaning is predicated by the collector's

experience and/or perception of the visited site and culture, of which the

souvenir is, in one way or another, a fragment. This attraction is based less

on the quality of work than on what is typical of the site and by the quality

of what is brought to mind by the typicality of the work. It is the power and

knowledge imparted by the object, through the information contained and

invoked by it, that gives the souvenir its significance. It is this ability to

render power and knowledge that is shared with the anthropological artefact,

in that the latter also provides evidence of the experience through a material

manifestation of the visited site and culture. This is the activity and meaning

of the souvenir as it is consumed by the collector. Phillips and Steiner argue

that it provides 'an imagined access to a world of difference, often

constituted as an enhancement to the new owner's knowledge, power and

wealth'. '̂® Objects from exotic worlds are collected for different reasons

and come to rest in various sites and through time are understood in

different ways.

In the previous chapter I have argued that yesterday's fetish object may, with

the aid of time, transcend the furtive collection of the fetishist and come to

rest in public galleries and museums. The historical variation here, between

fetish, souvenir and museum relic, relates to the ownership and the

proprietorship of the enhanced 'knowledge, power and wealth' exuded by the

Phillips and Steiner. (1999) p.3. 127



object. It is this shiftingmeaning of the artefact that is investigated in the

following section.

Ceremonial artefacts anddisplaced tools, rendered redundant by changing

economicand political circumstances, provide a good example, as they are

vulnerable to re-interpretation as souvenirs and, are today reproduced

specifically for the souvenir trade. Suchartefacts, made specifically for the

tourist trade, may later be discovered as valued artefacts within museum or

gallery collections. The flow of artefacts between these institutional sites of

display and their subsequentinvestment of knowledge, power and wealth

mustbe considered in any studyof souvenirs and is a key focus in the work

of Phillips and Steiner, who write:

For the past century or so, the objects of cultural Others have been
appropriated primarily into two of these categories: the artefact or
ethnographic specimen and the work of art...As a construction,
however, this binary pair has almost always been unstable, for both
classifications masked what had, by the late eighteenth century,
becomeone of the most important features of objects: their operation
as commodities circulating in the discursive space of an emergent
capitalist economy."'

This discursive space is clearly demonstrated today in the shop windows

and displays of art and craft galleries and souvenir outlets, that have

proliferated in clusters around tourist precincts, such as Salamanca Place in

Hobart Tasmania, (Plate 24) Todd Street Mall in Alice Springs, Central

Australia (Plate 25) and many other well known tourist locations the world

over.

Ibid. 128
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Plate 24 Craft and Souvenir outlet Salamanca Place. Hobart. Tasmania. 2001.

Plate25 Todd Street Mall.AliceSprings. Northern Territory. 2002.
electronic postcard. (Source: www.AusiralianExplorer.coml
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Johnny Possum Tjapaltjarri: artist and souvenir maker

In these commercial outlets artefacts can be discovered that transcend the

binary division of art andethnographic specimen. An example of this is the

display of a hand-crafted boomerang in the window of a souvenir outlet in

Alice Springs. (Plate 26) This artefact, made by Johnny Possum Tjapaltjarri,
is a throwing boomerang of authentic size, decorated with stylised traditional

markings. The decoration is executed with commercial acrylic paint and

demonstrates the transition of the artefact from ethnographic specimen to a

workof art, whilethe decorative design affirms the maker's senseof place,
his belonging and, indeed, his ownership of that place. (See also Plate 8)

Tjapaltjarri is no mere carver of cheap tourist trinkets, for like many

indigenous and some settler producers of tourist art and craft, such as Albert

Namatjira before him, he is also engaged in the production of high quality,

high price fine art work. In the painting Possum Dreaming, (Plate 27)

Tjapaltjarri, a brother of the better known Clifford Possum Tjapaltjarri,

illustrates a more complex story of place. Significantly this canvas,

measuring approximately 80 x 50cm, provides the artist with about fifteen

times the surface of the boomerang. That the story of possum hunting in

this image is more elaborate than the simple Eastern Arrente Aboriginal

motif on the boomerang is due to the surface area that the artist has to

express his storyof ownership. Thepainting is also clearly perceived by the

predominantly Western consumer group as a work of art, fetching

somewhere between $3000 - $7000, while theboomerang demonstrates the

instability of the souvenir object, as an ethnographic specimen and work of

art, and sells for under $100. This price and the artefact's discovery in a

blatantly commercial souvenir outlet should not and does not undermine the

artefact's position as a work of art, while the attached label makes clear its

operation as an ethnographic artefact, stating that it is '[h]and made by a

genuine Aborigine'. Similarly the content and style of the painting provides

the viewer with some ethnographic knowledge, while its presentation and

medium locate it in the field of fine art Nevertheless, this should not detract

from the work's potential to operate as a souvenir.
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Plate 26 Johnn> Possum TjapaltjarruHandcraftedBoomerang. 2000.
uood wd acniic paint 60 cm.

My point is that the presentation of these two works - the painting in a

gallery setting, hung in a contemporary gallery style, against a neutral space

with discrete lighting, and the boomerang lodged in the comer of a shop

window amid a jumble of other souvenirs - frames the way in which the

objects are consumed. It is therefore worth dwelling on the play that

oscillates between these two artefacts for a moment longer and to consider

the contrasting reception of them. The boomerang's reception is predicated

upon its form in that it is firstly recognised as the partially redundant iconic

form of the well-known Aboriginal tool that, to many tourists from overseas,

signifies a generic Aboriginality across the continent and, by extension, the

entirety of indigenous and settler Australia.^®" For what is brought to mind

by the boomerang form is first and foremost Aboriginal Australia and then

I refer here to the boomerang as a redundanthunting Ux)I, displaced by the rifle, while
recognising the continuing importanceof the boomerang in Aboriginal ceremony 131



Australia.^®' This simplified and all encompassing myth of the boomerang
demonstrates how the tourist narrative seizes upon an instantly recognisable
image - the symbolic content - and expands that image to represent all
Aboriginal groups. The decoration, however, remains peripheral, even
impenetrable, to most tourists and is of little consequence in the ensuing
narrative. Thisdecoration is specific to the maker's tribal group or clan, but
this is of little interest to the average tourist, other than the fact that the

painting adds to the artefact's visual appeal. This therefore leaves the

boomerang more closely related to the consumption patterns of the
ethnographic artefact, inthat it is simply a boomerang, an authentic example
of ancient Aboriginal technology. It is 'authentic' because it is what is

expected. Theflow of information from themaker is likely to stop there and
be picked up by the consumer's own experiential narrative. It acts as a

markerof the tourist's visittoAlice Springs, from which other stories of the

experience of the visited site and culture will flow.

Tjapaltjarri's painting, however, isdominated by its function as high art. The
form of its rendition is shown to be less reliant on the traditional means of

production as it has already made the transition from the traditional surface

of sand to canvas, from pigments derived from the bush to acrylic paint,
without any loss to its status as fine art, 'authenticity' or aura. Indeed,

through this transitory process, the painting has achieved a portability and
durability that would be impossible or tenuous were it rendered in the

traditional materials of ochre on sand.^®^ In making this transition the artist
hascome to recognise two key characteristics in theproduction of tourist art
andsouvenirs; portability anddurability. The emergence of Aboriginal art
on to the global market necessarily engaged with these two key criteria of

tourist art: through its traditional style and by framing the work within the

field of Aboriginal fine art, authenticity has been established without the

needfor the crass label thataccompanies the boomerang.

SeeP. Jones, Boomerang: Behind anAustralian Icon. Berkeley: TenSpeed Press, 1996, for
anoverview of the boomerangs use incontemjxjrary Australia, headings include 'Military
and Patriotic Emblems'; 'Momentos and Souvenirs' and 'Boomerangs inAdvertising'.
Central DesertAboriginal dotpainting emerged relatively recently as a commodifiable art
form during themid-1970s. Prior to theintroduction ofcanvas and an increased range of
colours, through theagency of school teacher Geoffrey Bardon at Papunya in 1971 dot
painting mainlyoccurred as ephemeral works in a restricted palette on thedesertfloor. See
G. Bardon, The PapunyaTulaMovement' inKleinert &Neale (Eds.) (2000) pp. 208-211,
for further detail. 132
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Plate 27 Johnm Possum rjapalijarn. Possum Dreaming. 2000. acr\ lie paint on canvas.
80 X50 cm. Collection; DesartCiallerv. AliceSprings NorthernTerritory

Without further research and an understanding of Eastern Arrente society

this painting remains largely impenetrable and decorative and, like the

boomerang, provides only a shallow amount of information, in that it is

rendered in Central Desert Aboriginal style, by an authenticated Aborigine.

At best, both the boomerang and the painting offer evidence of the

collector's, that is the tourist's, passing engagement with an exotic

'Othemess' and the world of difference that is dominated by the consumer's

- in this case the tourist's - superficial experience of the site and culture.

Both works are, however, what has come to be expected in terms of the art

and craft of the site. In other words they are typical, and that is really their

purpose.

The symbolic content - that of Aboriginality - and the appeal to tourists of

both objects points to a history of the souvenir as an object of 'cultural

Otherness'. Their real value is in the demonstration of the collector's

knowledge, power and wealth, authorised by the collective fetish of tourism

for that which is traditional or typical. While neither artefact is a copy, they 133
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are accepted as authentic, in the same way that eighteenth century travel

books were validated by what Steiner terms 'descriptive convention.'̂ ®^ In

other words, if the site is described in a certain way in a previous text, then

the current text must recognise similar features for it to be perceived as

genuine. So too, the style of Aboriginal art and souvenir artefacts to be

found in Alice Springs, such as dot paintings and boomerangs, must

conform to what is perpetuated in the tourist literature and guide books as

typical, if they are to operate as souvenirs.

This calls for a high degree of seriality and, as previously discussed, is a

further point aroundwhich thefetishobjectand the souvenir congregate. As

with the collection of fetish objects, souvenir collecting is bound in

repetitiveness or seriality, and, according to Freud, collectors will gather the

same kind of objects and allot to them the same powers of representation.

The collector seeks a representation that induces a sense of completeness

from the fragment, in much the same way that, for instance, the sexual desire

allotted to an articleof clothing takes repeated formin the fetishist's ongoing

collection. Duplication is alsoa key principle, integral to the production and

consumption of tourist art. Steiner summarises this as tourist art's '.. .canons

of authenticity —a self-referential discourse of cultural reality, that generates

an internal measure of truth value'.^®^ Steiner goes on to argue that the

souvenir must, like the ethnographic artefact, be characteristic of the

experience and site and cultureit represents.To that end the singular or one-

off artwork is limited as a souvenir unless, like Tjapaltjani's painting, it

includesa referencethat is perceived as typical of the site by slyle, image or

specific medium.

This fetishistic attraction of the multiple among tourist art and souvenirs

then brings into play notions of authenticity and debates regarding the aura

of the original. Walter Benjamin argues in his classic text The Work of Art

in the Age of Mechanical Reproduction', that there is an emptying of

meaning in the duplication of art.^®^ This emptying is centred on the erosion

of the aura which, in turn, is taken to be the fundamental index of

authenticityPrior to the mechanical reproduction of art, authenticity,

according to Benjamin, was based on ritual and tradition. The subsequent

Steiner (1999) pp.90-93, demonstrateshow the printing press led to the representation of
different cities with the same image as early as 1493 and how in the 1980s American cities
were represented on the cover of road maps with identical city scapes.
Ibid., p.95.
Benjamin (1970)
Ibid. 134
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reproduction of original work was believed to dislocate the copy from this

base and in turn dilute the aura of the original?®^ Taken at face value this

argument situates tourist art and souvenirs as denigrated copies. However,

tourist art does not operate accordiug to measures of authenticity set out in

the discipline of art history. The authenticity of tourist art is, as Steiner

observes, reliant upon its perception as typical of the visited site and culture.

In other words, its authenticity can be likened to that of the ethnographic

artefact and must take the form of what is expected by the tourist.

Authenticity will be confirmed by the presence of likeness or, as Steiner

puts it, '...the demands of the market are such that tourists...require the

validation of multiple exemplars to authenticate their acquisition of

souvenirs...In effect tourist art exists in a paradox of unauthenticity,

caught between 'two conflicting principles' that argue, on the one hand, that

innovative work in the tourist art market is not authentic because it fails to

match what is expected; and on the other hand, that copies of work that are

deemed typical or traditional are viewed as unauthentic because they are

simplycopies dislocatedfrom their ritualbasisof artistic production.^®®

In the following examples I examine a number of objects caught between

these two conflicting principles of authenticity; Objects that Grabum,

Morphy, Phillips and Steiner, and Clifford, respectively point out, refuse to

restpermanently in either form: as fine art or ethnographic artefact.^®® This

is particularly so of non-Westem objects that, as James Clifford writes,

have, '[sjince 1900...generally been classified as either primitive art or

ethnographic specimens'. Objects which, as Clifford goes on to say, were,

'[bjefore the modernist revolution...differently sorted - as antiquities, exotic

curiosities, orientalia, the remains of early man, and so on'.^®' Despite the

seeming elitism, that causes the souvenir to oscillate between fine art and

etnogragraphic artefact, it is reasonable to argue, as Paula Ben-Amos does,

'[tjhat tourist art is not the visual equivalent of "simplified foreigner talk" but

is a communicative system in its ownright'.^®^

See Steiner (1999)
Steiner (1999) p. 102.
See Steiner (1999) for further elaboration.
See Grabum 1976, Morphy 1998, Phillips and Stener 1999, and Clifford 1994.
Clifford (1994) p. 198.
P. Ben-Amos, pl28, 'Pidgin Languages And Tourist Arts'. Studies in The Anthropology of
Visual Communication. 4 (2), 1977. 135



This seeming elision, typical of the souvenir, suggests that the two sides of

the samecoin, that Grabum calls 'differentiation and integration,' are equally

interchangeable.This takes us to a point prior to Grabum's separation of

'primitive' art and tourist art, to a period when the two intersected. Here one

might ask what the collector's intentions were. Is the collector collecting

'antiquities, exotic curiosities, orientalia' or 'the remains of early man'? And,

as Ben-Amos asks, '...how and why do these forms arise, what are the

pattems of development, how is communication accomplished and what are

the rules governing the creation and acceptance of new forms within the

system'.^^^ It is in the collections of State and National museums, that the

answers may be unearthed.

Ibid. 136



Behind the Mask: The Creativity ofthe First Nations ofthe Northern

Pacific Rim, at the Tasmanian Museum and Art Gallery 2001

In her 1995 text On Collecting, Pearce argues that there were two socially

condoned spheres of collecting before the eighteenth century: '...the

ethnographic specimen and the work of art'. She defines these by the terms,

Artrficialia and Naturalia. The first consists of high art objects such as

paintings and sculptures and the second comprise flora and fauna as

samples of natural historyIt was this narrow authorisation of collecting

that saw many artistic objects like Tjapaltjarri's boomerang and painting

described as 'antiquities, exotic curiosities, orientaha or the remains of early

man...' and their artistic qualities ignored. As Pearce goes on to explain,

there was no place during this period for 'historical and exotic' material

within the venues of public museums and galleries. She makes the point

that:

Through very roughly the eighteenth century and into the early
nineteenth, two strands became visible. One, morally respectable and
intellectually acclaimed, occupied the collecting high ground; it
concentratedupon art and naturalhistory. '̂®

As the eighteenth century progressedand the industrial revolution developed

into what is commonly referred to as the modem industrial society.

Romantic sentiments also came to the fore. It is here that Pearce identifies a

third mode of collecting, 'which concentrated on historical and exotic

material,.. .its exhibition was commercially organised and, especially in the

bigger cities of England, it became a regular element in popular culture'.^^^

Here, with the heightened sense of individuaUsm, that was fundamental to

Romantic sentiments, came the desire to collect things that would, as Pearce

writes, 'enhancethe experience of the individual'.^®^

The exhibition Behind the Mask: The Creativity of the First Nations of the

Northern Pacific Rim, at the Tasmanian Museum and Art Gallery in 2001,

featured artefacts from the early 1900s Frank A. Wilkes collection of

contemporary traditional art and also recent replicas of ceremonial artefacts

that are now housed in the Australian Museum in SydneyWith the

Pearce (1995) p. 124.
Ibid, p. 124.
Ibid.

Ibid, p. 129.
This exhibition was part of the first Ten Days on the Island' festival, Tasmania's
intemational cultural festival and, as such, the exhibition extended its role m the tourist
narrative. Much of the factual information about thisexhibition wasgathered in conversation 137



inclusion of artefacts from the early nineteen hundreds, it can be seen how

those collected for personal or fetishistic consumption have now become

valued within the public realm. This exhibition raised a number of issues

regarding the changing meaning of the works as they are brought into the

public sphere from the private collection of an individual. In the light of the

preceding argument, the 'authenticity' of many works in this exhibition is

questionable, while the aura accorded them by the museogallery

environmentmay also be debated. Should the contemporary artefacts be

accounted for in a different way to those that were made by earlier

craftsmen, which played a more central role in the ceremonial life of the

maker; are the works from the earlier period more 'authentic', or should one

consider these differentbodies of work as equally 'authentic' but produced

from different systems of visual communication?

The Wilkes collection was gathered by Colonel John A Stacey between

1912 and 1913.^^^ The provenance of this collection demonstrates the

establishment of an interest in the collection of crafted artefacts of exotic

'Otherness' that is consistent with the recording of individual experience

lauded by earlier collectors. This material is also consistent with

Wunderkammer collections gathered during this and earlier periods.^*^"

Within the context of Western museums, theseobjects from the beginning

of the last century are clearly artefacts of exotic 'Otherness'. The date of

production of many artefacts from the Wilkes collection is unknown; so,

too, are the names of the artists that produced them. As with most souvenir

artefacts, it is from their time of collection that they are dated, while their

construction may have occurred much earlier.

Among the ethnographic artefacts on display from the Wilkes collection

were an unattributed Wolf Headdress, and a Shaman Rattle. These were

contained within one display cabinet, which also contains a Seal Bowl

createdby Calvin Hunt and a recentShamanRattle made by Glenn Rabena,

both contemporary Canadian First Nation artists. This combination of the

old with the contemporary raises many questions regarding the

understanding of such objects as art or artefact.

with the exhibition's curator Patricia Sabine, formerly Director of the Tasmanian Museum
and Art Gallery.
Collection of The Australian Museum, Sydney, Australia. For further information see
www.amonline.net.au/anthropology/collections/asia_africa_americas02html
See Chapter 2 138



Plate28 View of the exhibition Behindthe Kiosk: TheCreativityof the First Sations of the Sorthem Pacific Kim.
Tasmanian Museum and ArtGallen 2001.

The Seal Bowl and recent Shaman Rattle have a different purpose to the

Wolf Headdress and Shaman Rattle from the Wilkes collection. The works

from Hunt and Rabena are intended as objects of art and they demonstrate

and express the history, philosophy and continuing presence of the First

Nations of the Canadian West Coast. They were made to be consumed by

non-indigenous collectorsand, in that regard, they share a common purpose

with many souvenired objects of a similar kind. As Grabum has argued,

they were made by one culturefor consumption by another. In this respect it

may be argued that they are dislocated from their ritual basis.

In comparing these recent replicas from Hunt and Rabena to the Wolf

Headdresses from the Wilkes collection, it is evident that their primary

difference exists in the quality of finish. Hunt's and Rabena's work has a

smoother surface and the colours are more vibrant, while the Wolf

Headdress from the Wilkes collection shows some unworked or raw edges

and faded paint. The anthropologist might suggest that the Wolf Headdress

exhibits signs of age and use and that, given this evidence of fit and use

within the culture of origin, it should be attributed with great worth because

of its demonstrated 'authenticity'. In other words it comes from a period

when the ceremonies for which it was created dominated and, possibly,

stood alone in the social structure and culture of the indigenous people of

the Canadian West Coast. This head-dress may therefore be understood in
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Clifford's termsas a 'relics of early man' or, more succinctly a pre-modem

work of art based in ritual.

Now where, in the light of that ethnographic consumption, does it leave

Hunt's Seal BowP. Is it purelyan artistic representation of times gone by, a

modemreproduction? To answer that question in the affirmative is to deny

the continuing presence of the Canadian First Nation people and culture. It

also suggests that the recent Shaman Rattle and Seal Bowl are souvenirs, in

the broadest sense of the term, that have found their way into the Westem

museogallery environment because of the political demand for the

contemporary representation of indigenous people.

Lightis shed on this problem of production, reception and consumption by
Charlotte Townsend-Gault who poses a similar far-reaching question,

asking:

Is the art of the Northwest Coast great art in the present, or is it the
relicof a greatpast,a hidebound tradition witha contaminated present?
...Can such matters, which are about a kind of power, be separated
from Native identity politics or the politics of land rights, and
sovereignty, without coming adrift in the postmodern flux?^®'

The pressures of contemporary indigenous politics and native identity are

further addressed in the Behind the Mask: The Creativity of the First

Nations ofthe Northern Pacific Rim exhibition and again involve the work

of Calvin Hunt Consistent with the project of the souvenir, this exhibition is

both historical and contemporary, and blends unattributed artefacts with the

work of contemporary artists. Many of the objects on display comfortably

straddle that artificial divide, while there are others that provoke more

intriguing questions about the real and the artificial; the ethnographic

artefact and the souvenir; art and souvenirs, and authenticity. Calvin Hunt's

immaculately crafted Raven Mask and Echo Mask, (Plate 29) are

particularly good examples of this.

Sitting squarely between theethnographic artefacts and the contemporary art

of this exhibition, are these two replica masks from Hunt. I use the term

'replica' cautiously for they are, actually, copies of originals, and yet the

process of their production is, to a degree, 'authentic', while being also

thoroughly contemporary.

C. Townsend-Gault, 'Hot Dogs, a Ball Gown, Adobe and Words.' in Jackson Rushing III
(Ed.) (1999) p.113. 140



Plate 29 Calv in Hunt Raven Mask and Echo Mask,

from theexhibition BehindtheMask: Tfw Crea/ivity oftheFirstnations of the\orthern PacificRim.
lasmanian Museum and ArtGallerv. 2001.

Hunt is a CanadianFirst Nationartistfrom a notable artistic family and was

commissioned to produce these works to facilitate the repatriation of the

originals - gathered as part of the Wilkes collection - back to their rightful

owners.^°^ Their exhibition highlights the 'authenticity' conundrum
inasmuch as it poses questions about the nature of display and how that

might affect the meaning and value of the artefacts. For there is, in this

exhibition, a remnantof theold elitism that saw European fine art displayed

in art galleries, while the fine art of non-Western cultures was consigned to

the cabinets of anthropological museums. At the same time, while the

attribution of Hunt's name causes the work to be consumed as fine art in

today's terms, the artifice of his workmaynot warrant a second glance from

the ethnographer.

As with Hunt's Seal bowl, if we compare these recent replications to the

Wolf Headdress from the Wilkes collection, it can be seen once more that

their primary difference exists in the quality of finish. Hunt's work, for

instance, is again of a smoother finish and the colours are more vibrant.

However, to compare the two is unfair, for the tools of construction have

altered, as too have the decorative media, the conditions of production and

the nature of Canadian First Nations society. Here it is possible to see the

nonsense of Tuckson's anthropological bias in claiming that artefacts made

This information was included in the wail text that accompanied the exhibit at the
Tasmanian Museum and Art Gallery. 141



by indigenous people expressly for the early souvenir trade are rendered

with less care than the 'authentic' ethnographic specimen.^"^ Hunt's elaborate

masks are clearly crafted with great care and adhere to 'culturally embedded

aesthetic and formal standards' while their purpose, to satisfy the gaze of

another culture, is shared with that of the souvenir or, as Grabum puts it,

they are 'produced by one group for the consumption of another'.

The most fitting way to understand such replicas is as souvenirs of a

colonial past, in that, firstly, the historical moment of the collection of the

original mask is an unrepeatable event and therefore is consistent with the

idea that souvenirsare fragmentsof a one-off,fleeting experience of cultural

'Otherness'. Secondly, these marvellous works refer to an individual's

experience of an exotic 'Otherness' that has been subsequently embraced by

the collective identity of the Australian nation through the institution of a

National museum. These works are, in effect, souvenirs of colonial

Australia's engagement withthe exotic 'Otherness' of the indigenous people

of the Canadian West Coast. The exchange of this rephca for the original is

a correction of colonial plunder, while the replica status of the mask is

identical to that of many Canadian West Coast souvenirs now offered by

First Nations people to tourists, as a marker of their touristic experience of

that culture.

To understand this further, one needs to consider how the Western

consumption of material objects from non-Western cultures expanded the

notions of what was worthy of collection and how that impulse has been

sustained in the collecting habits of contemporary tourists, museums and art

galleries.

What was collected during the seminal period of Western tourism by those

of Romantic sensibilities, stood apart from the collections described

previously as Naturalia and Artifidalia. The primary purpose of the former

was not that of public display but was intended for the personal

enhancement of the experience. For instance Pearce argues:

The enhancement of individual experience took a number of forms.
The desire to extend sensation took some collectors to the exotic, and
is in part the genesis of contemporary accumulations of Chinoiserie
and 'primitive' material where, as we have seen, there is a link with
popular sensationalism. The accumulation of exotic and artistic pieces

See page 46 142
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went hand in hand with a highly developed self image and the desire to
create a world within a world.... Objects which were already seen to be
'true relics' by reason of their 'real relationship' with past people and
events were transformed by the Romantic eye into a sensation of
knowing the past, of resurrecting the body of the past intact so that it
might be experienced in the present^®'*

Clearly, Pearce's understanding of the activity of souveniring is astute and

her observation that the act of 'resurrecting the body of the past intact so that

it might be experienced in the present' provides a telling description of the

contemporary souvenir. It is today, as it was then, the desire to make that

which is past and lost live again in the present. What compels contemporary

tourists to collect souvenirs is the desire to recall the initial moment of

experience. Pearce places Romantic collections outside the socially

condoned museum framework. This has caused them to be located within

the then - deviant world of collections gathered for personal enhancement,

collections which 'extend sensation' and the construction of a 'world within a

world'. This is consistent, in many ways, with fetishistic collecting and the

condition of the contemporary tourist.

Following this hypothesis, it can be seen how the Romantic period

expanded the initial categories of what was collected from two to three

primary categories of collected objects. Pearce summarises them as follows:

1) Naturalia: natural history samples such as botaniccil specimens.
2) Artificialia; Fine art objects and other representations.
3) Romantic: exotic objects of 'primitive' and othemess.^°^

According to Pearce the first two were displayed in the institutional forums

of the museum and art gallery and the latter in the private home or through

commercial display. These three categories can be used as a basis upon

which to understand the souvenir object, although 1 will suggest a ftirther

refinement, whichwiU have a bearing on the definition of the contemporary

souvenir. First, however, 1 want to investigate the appeal of objects that rest

within the above categories, as they existed during the early part of the last

century. Pearce outlines three approaches or methods of collecting during

that period. She describes these as '...the souvenir, the fetishistic and the

systematic modes of collecting.'̂ "® It is the first two that 1 want to now

scrutinise more closely, in the belief that an indelible relationship exits

between them.

Pearce (1995) pp. 130-31.
Ibid., p.32.
Ibid. 143
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Souvenir collection is defined by Pearce as the way in which '...the

individual creates a Romantic life history...'̂ ®' She differentiates between

fetishistic and souvenir collecting on the grounds that for the fetishist the "...

objects are dominantand the collector responds to his obsessive need by

gathering as many items as possible: here in contrast to souvenir collecting

the objects areallowed tocreate the seir.^°® In making this broad distinction,

betweenfetish objects and souvenirs,Pearce neglects many of the structural

qualities of both objects that underpin their mutual production and

consumption. Of particular importance is the substitutive role of both

objects, their capacity to substantiate what Freud terms 'a sensation of

"eternity"'in respect to the holiday period.

Equally, consideration needs to be given to their significance in creating and

sustaining narrative. There is also the supematural power of the material

object to be considered - the power it carries to make that narrative

believable. Aboveall there is the surplus value found in both objects and

their serial nature, which,as Steiner and others explain, remains dominant in

the souvenir's production and consumption. This is grounded in their

activity as a fragment of the visited site and/or culture.^"® This is a flaw in

Pearce's otherwise sound hypothesis, grounded, as it is, in the field of

museum studies. She fails to consider the unique condition of the

contemporary tourist and the fundamentally deviant nature of tourism. '̂®

However, Pearce's text does provide a more than useful insight into the

history of collecting. The purpose for the collection of 'objects and artefacts

of cultural others' ranges historically from the scientific to the formally

aesthetic. As Clifford has informs us, they are sorted 'as antiquities, exotic

curiosities, orientalia, the remains of early man, and so on'. All of these

categories have subsequently found their way into museum collections. As

Clifford goes on to say:

With the emergence of twentieth century modernism and
anthropology, figures formerly called fetishes (to take just one class of
object) became works of 'sculpture' or of material 'fetishes'. The
distinction between the aesthetic and the anthropological was soon
institutionally enforced. In art galleries non-Westem objects were
displayed for their formal and aesthetic qualities; in ethnographic
museums they were represented in a cultural context.® '̂

Ibid.

Ibid.

Steiner (1999). See also page 108
See Chapter 1 for a commentary on the essential deviant nature of tourism.
Clifford (1994) p.198. 144



I havealready demonstrated how today the formal and aesthetic qualities of

objects are blended with cultural contexts, as in the case of the Tasmanian

Museum andArt Galleiy exhibition, Behind theMask: The Creativity of the
First Nations of the Northern Pacific Rim. The corruption or confusion of

art and artefact that occurred with the emergence of twentieth century

modernism and the corresponding democratisation of long distance travel is

demonstrated and further complicated in the case of Nampeyo, the famous

Hopi-Tewa Indian potter of that period.

In an enlightening essay, 'Myth-Understanding Fewkes and Nampeyo',

Joseph Traugott presents four contradictory explanations regarding

Nampeyo's artistic production and how her work has found its way into

respected museums as coming from a much earlier period.^Each

explanation revolves around the artist's relationship with anthropologist J.

Walter Fewkes.

The first is that Fewkes' assistant, Walter Hough, promoted Nampeyo and

her work through early tourist brochures published by the Santa Fe

Railway. These brochures sold over 42,000 copies and were

photographically supported.^This model is similar to the presentation of
Tjapaltjarri's boomerangand many other Aboriginal art objects, where, the

typicallity of the destination is established prior to the visit, so that the

tourist knows what sort of artefacthe or she may expect to find.

The secondwas a clinical anthropological version of the story, developed by

Fewkes, that situatedhimas an expert on Hopi pottery and denigrated much

Hopi pottery after the sixteenth century, that is after colonial contact.

Fewkes was able to capitalise on his archaeological finds, enhancing their

value, whiledenyingany benefit to the Hopi people.^In this version of the

story one is able to recognise the 19^** century anthropological desire for
purity in 'Other' cultures, and how the colonial appropriation of indigenous

peoples' objects, empowers the colonial collector, and favours the

ethnographic value of theobjectat the expenseof its aesthetic qiralities.

The third version rests with Ruth Bunzel, who saw Nampeyo's work as the

result of artistic genius. Traugott argues that while this model 'strived to

J. Traugott, 'Myth-Understanding Fewkesand Nampeyo.' in Jackson Rushing III (E!d.) 1999,
pp.7-20.
Ibid., p.8.
Ibid., p.9. 145
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empower the artistic sensibilities of Native people, it offered a simplistic

explanation of a complexcross-cultural phenomenon'.^In this version one

can see how the objects consumed as primitive art, adomed by a simple and

reduced narrative, mirror the shallow and fragmentary experience of the

souvenir narrative. The final model argues that it was the establishment of a

trading post that promptedwhat has become known as the Sikyati revival. '̂®

It can be seen from the above models that nineteenth century

anthropological theoriesfor understanding indigenous art were at odds with

the appreciation of similar objects from the field of fine art and, most

importantly for our purposes, that economic conditions, in tandem with

artistic development,underwrote Nampeyo's production. Like the work of

Tjapaltjarri and Hunt, Nampeyo's artistic output straddled the field of

ethnographic artefact, souvenir and fine art.

In the same volume, Townsend-Gault recounts a more recent tale of three

indigenous men of the Canadian West Coast who, fuelled by hotdogs, beer

and dope, carving a mask in collaboration, that was subsequently sold to a

dealer andenabled themen to have a night out. '̂̂ The current resting place
of Nampeyo's pottery and the collaboratively made mask, are, of course,

somewhat different, but Nampeyo's pottery has had a hundred years head

start, while the conditions of trade and exchange are also somewhat

different. However, the consumption pattems are similar.

A not dissimilar situation occurs in the case of the contemporary artefacts

contained in the TasmanianMuseum and Art Gallery exhibition. Behind the

Mask: The Creativity ofthe First Nations of the Northern Pacific Rim. For,

while not belittling the artistic achievement of Hunt's Seal Bowl, Echo Mask,

or RavenMask, similar objects,like the collaboratively made mask, are to be

found clutteringthe walls of indigenous craft and souvenir shops in British

Columbia. The sameapplies with examples like the Tjapaltjarri Boomerang

discovered in the jumble of souvenir shops of Todd Street Mall in Ahce

Springs; these are now just a likely to be found displayed in the

contemporary museogallery system.

The institutional terms of display designate the cultural context, or

miscontext of the anthropological artefact. Many contemporary souvenirs

Ibid.

Townsend-Gault (1999)
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may be distinguished from such objects, in that, a recontextualisation takes

place prior to their display for exchange. This is brought about by the
ingenuityof the artist, or recontextualisation by the retailer. In the latter case

the object is dependent upon the exhibition environment for its context and

value. In the case of souvenir objects that environment is not institutionally
defined, butis, instead, defined by commercial success. It is these objects,
that often begin as utilitarian tools and are later reinterpreted by
embellishment and decoration as objects of fine art. They are artistic

expressions of time and/or place and theTjapaltjarri and Hunt examples
typify this kind of tourist art.

An understanding of the relationship between ethnographic artefacts and

contemporary souvenirs is crucial to the study of travel art and, as with the

arguments informing thework attributed toNampeyo, it is a complex issue.
The following section considers this relationship by examining a suite of

Australian Aboriginal artefacts.

Four Aboriginal Shields

In the ethnographic collections store at the Tasmanian Museum and Art

Gallery are four Aboriginal Shields among many. The provenance of these

objects is a little sketchy butrecords suggest that they were collected during
the late nineteenth and the early-to-mid twentieth century. Two are from

Southeastern Australia and two from further north. As a suite of objects
they serveto demonstrate the changein purpose of shields from combat and

ceremonial tool to marker of people, place and culture, just like the

boomerangs examined in part three.

The first two shields I want to examine were collected by H. S. Lewes,

during the early part of the last century. Catalogue number M4266 (Plate

30) is a utilitarian shield, that is one that bears the marks of its traditional

intention in combat and/or ceremony. This shield measures 50cm in length
and about 17cm across the widest part of the convex front. The frontal

surface has been divided into six slightly out-of-square areas along the

length of the artefact. These divisions are mirrored either side of the convex

surface, providing a total of twelve discrete spaces. The latitudinal division

has been obtained by 1cm wide grooves, cut at roughly regular intervals.

The surface of these dividing grooves is uneven, as if picked out with an

irregularblade. The spaces betweenare,for the most part,filled with abstract

cross-hatching thatis in keeping with the traditional design found on many
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Aboriginal artefacts emanating from Southeast Australia in this period. '̂®

The irregular division of the shield's surface suggests an approximated

partitioningof the surface according to Aboriginal convention and design

principles, ratherthanthe precise ruled measurements achieved by the use of

a Western mathematical system and tools.

Plate 30(8) Detail

Plate 30 Aboriginal Parr>ing Shield, wood with incised relief. 66 cm.
Collection; lasmanian Mu.scum and Art Gallcrv. Cat. M4266

The second shield (Plate 31) from the same collection is of similar size,

weight and material. It is also divided into sections, like the first. In this

artefact the divisions appear to be more regular and mechanical in their

execution. In this it is possible to discern a distinct difference between these

two similar artefacts that would see the latter accommodated in Grabum's

Traditional or Functional Fineart category, due to the 'changes in technique'.

See A. Sayers, Aboriginal Artistsof the Nineteenth Century.Melbourne: Oxford University
Press, 1994, and C. Cooper,et al AboriginalAustralia. Sydney: Australian Gallery Directors
Council, 1981. 148



Plate 31(a) Detail

Plate 31 Aboriginal ParryingShield, wood with incised relief. 65 cm.
Collection: Tasmanian Museum and Art Gallery. Cat. M4267

The tools used for carving are difficult to discern, they seem to range from

stone cutting edges, to animal teeth, to introduced steel and glass. There are

cleaner, sharper and more parallel edges in the second example. The wide

cuts dividing the surface are all the same size and feature exact straight

edges that suggest that they have been made with the use of a steel tool of

some sort. They appear to be either cut on the edges with a hacksaw or

another type of saw blade, or marked with the edge of a knife used in the

fashion of a chisel. The outlined relief surface is also flat, whereas, in the

firstexample, it was undulating as if picked out by a small irregular cutting

tool. This also indicates the use of some kind of machined cutting edge like

a chisel. The decorative patterningthat occupies the divided spaces is similar

to that in the first example but in the second example this design is inscribed

on only one side of the shield's length. This gives the shield the appearance

of being unfinished. The absence of percussive indentations, of the sort that
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occur in combat, suggest that this shield has not been used in the

conventional way. Furthermore, the cross-hatching along the one side of the

second example is much deeper and more precise in execution than the

inscription of the first example and again suggests the use of introduced

tools and their application in the carving of traditional design.

Plate 32(a) Detail

Pl^e 32 Aboriginal Parr) ing Shield wood with incised relief. 58 cm.
Collection; Tasmanian Museum and An (iallcr> Cat. M42I4

A third shield (Plate 32) in the collection of the Tasmanian Museum and Art

Gallery demonstrates an extension of the shield's purpose, from

conventional use in combat and ceremony, to that of a marker of people,

place and culture in the form of a souvenir. This shield is considerably

lighter in weight and surface colour and features the development of a

design that shifts away from the abstract incisions of the previous examples,

to one describing the familiar flora of the region. Trees and shrubs are
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outlined on the surface, in close proximity but not intertwining. The

orientation of this pattem is such that the trees and shrubs are grounded at

both ends of the artefact, while the central area shows two branching stems

growing in opposite directions. At the two narrow ends of the shield a tree

and a palm, or grass-tree like shrub are described. The trees continue into

the broad central area of the artefact, one veering to the left, the other the

right. At no time do the branches intertwine. There is a development from

the abstract shuttle designs common to the earlier Aboriginal artefacts and

the figurative pattem is more in keeping with the European tradition of

representing place. The fact that this artefact is unstable in providing a top or

bottom, but insists on being viewed on the vertical axis, seems to

demonstrate an imderlying decorative design principle that is faithful to the

abstract patterning of the previous two examples, but fixes the consumer as

colonial European.

This shield, like the second example, is most likely of post-contact origin

and made specifically for the colonial collector. As with the second example,

the method of production shows signs of the employment of introduced

tools that occurred very quickly after contact; within days or weeks. The

most interesting and telling feature of this third example is the development

of a realistic figurative motif, occurring at and after contact, that utilised the

carving and incising skill developed under the application of traditional

design. This is evidenced, not only in the confused gravity of this artefact,

but also by the division of the surface into two distinct areas and the

continuous linear motif. A further reference to traditional design is found in

a singular shuttle design that embellishes one edge of this fascinating

crossover artefact This shuttle motif is clearly the influence from which the

floral design has developed.

The final example from this collection (Plate 33) is an even more flimsy

shield that is further removed from traditional use. The wide grain of this

timber suggests some fast growing shrub or root. The handle on the reverse

is impossible to grip in a useful manner and the design on the front is a

naive pokerwork landscape that runs horizontally the length of the shield.

This causes the artefact to be viewed in opposition to its traditional angle of

view, as established in the previous examples. The purpose of this shield is

clearly to provide a canvas for the figurative depiction of landscape in the

Westem style. This artefact from Yuendemu bears no history of use as a

fighting or ceremonial shield.
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Plate 33(a) Detail
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Plate 33 Aboriginal Parrying Shield. \«ood with pc^erwori detail. 60 cm.
Collection: lasmanian Museum and Art Gallcrx. Cat. M6897

At first glance this artefact appears as a crude example of early pokerwork

and figurative landscape. It is not unlike Namatjira's spear thrower cited in

chapter three, (Plate 8) but it lacks the high degree of skill. The outline of a

deep gorge is centrally located with a large tree filling the geological void.

The tree branches into two at the top and is bounded either side by two large

hummocks, while to the left is a third, smaller or more distant hill. It is in

these hills that a three dimensional plane may be detected. In what at first

appear to be rjmdomly burnished curves infilling the outline, we can, on

closer inspection, discern an attempt to depict pathways, watercourses and

vegetated areas.

Above all what can be seen in this final example is the complete transition

from a traditional tool of combat and ceremony to one of artistic canvas for

the representation of people and place, probably for consumption by the
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colonial culture. But parrying shields form only one part of the ceremonial

or combat kit that is completed by the nula-nula or club. A study of

contemporary artefacts of this type will serve to further clarify both the

activity of indigenous art and artefacts dragged into the souvenir trade and

their relationship to artefacts displayed in a museogalleiy context.
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The Strength of the Koori Line:

Souvenir nula-nulas (killing sticks or battle clubs) and other Tools

oflife from Southeast Australia.

Koori is the collective term that refers to the indigenous people of the

Southeast Australian mainland. Its use within the art world occurred in 1984

with the exhibition Koori Art 84, which brought together a group of

Aboriginal artists from various backgrounds. This group contained a

number of artists 'who made the journey from the tourist trade to the

galleries..

Three of the above shields originate from the Southeastern quarter of

Australia and two display the use of Western cutting tools, while another

clearly shows an early attempt at pokerwork design with a naive landscape

inscribed in the surface. Pokerwork is, I beheve a unique art form among

Aboriginal people and particularly given to the decorative embellishment of

wooden tools. It is a clear example of a postcolonial art form, relying on

heated fencing wire for its execution. In this respect it is hugely ironic that

the creatures and mode of production most commonly illustrated by this

method are those that resist the initial purpose of the fencing wire. Its main

feature, with regard to my research, however, is its capacity to extend the

traditional line figuration of Koori Australia, its employment in the re

presentation of aspects of traditional hunter-gatherer life styles and its

operation within the field of tourist art and souvenirs.

Undertaking field research along the South Coast of New South Wales, I

was searching for similar artefacts within the range of Aboriginal souvenir

art. Recent shields were not to be found, but the other half of the kit in the

form of nula-nulas were plentiful.

The following artefacts are traditional battle clubs carved from authentic

material,while their shapeshows some alteration. Plate 34 shows a pair of

red gum nula-nulas, collected from the Umbarra Aboriginal Cultural Centre

on the Far South Coast of New South Wales in December 2001. These

clubs are geographically complimentary to the first two shields cited above

The spelling of 'Koori' sometimes appears as "Koorie". Nula-nula also appears in various
forms, sometimes without the hyphen and sometime as 'nulla nulla'. In the spelling of all
Aboriginal words I have referred to Kleinert and Neale (Eds.) 2000 for guidance.

154



but, in the clubs, the addition of figurative imagery occurs and there is a

displacement of the familiar crosshatched design to a supporting decorative

role. Figurative representations, if not the traditional decoration for battle

clubs, are conunon to the indigenous tribes of the South Coast of New

South Wales. The pokerwork method of decoration developed among

Aboriginal people during the mid to late colonial era.

fv

Plate 34 M. Naylor. TcmIs of Life. 2001, a pair of nula-nulas. Red gum with pokerwork detail, 41.5 cm,
IJmharra Cultural C«itre, Narooma, New South Wales. Pri\aic collection.

In the detail there is a clear attempt by the artist to refer to the traditional

hunter-gatherer ways of his people, together with the important material

culture and fauna of that lifestyle. This is apparent on the broad blade of the

club where a shield, reminiscent of the shape of the first two shield

examples given above, is inscribed; a swamp hen, a coolamon, a woomera

and three fishing spears are also represented. The desire to express the

sense of people and place is further underscored by the inscribed text. Tools

oflife, and the landscape representation of an important sacred site labelled

'Gulaga'. There are also two bands of Crosshatch design around either end

of the handle that compare favourably with the decoration on the first two

shields. (Plates 29 and 30)

M. Neale, 'Renegotiating Tradition: Before visibility.' in Kleinert and Neale (Eds.) (2000)
p.268. 155



Plate 35 Kevin Mason. A set nf tools, carved and incised wood.
(Source: Keeping Culture: Ahori^inul Art to Keeping Places and Cultural Centres.
Canberra: National gallery of Australia. 2000|

This desire to represent the tools and technology of the Aboriginal people of

Southeast Australia is also evident in Kevin Mason's work, A set of tools,

contained in the recent exhibition Keeping Culture: Aboriginal Art to

Keeping Places and Cultural Centres, organised by the National Gallery of

Australia 2000. In this suite of works Mason has produced four artworks

that represent some of the tools of life depicted on one of Naylor's nula-

nulas. In his work Mason's preference is for the clean natural beauty of the

wood which, together with the smooth carved forms, he finds more

aesthetically pleasing and authentic in the rekindling of ancient Aboriginal

technology. However, like Naylor, he is keen to mark the object as a Koori

design and says that: 'Sometimes 1 put a little design on the shield or

boomerang, a Koorie design.'̂ '̂ But Mason feels that although his 'brother

K. Mason, 'Made from memory' in eonversation with Susan Jenkins. In Keeping Culture:
Aboriginal Art to Keeping Places and Cultural Centres. Canberra: National Gallery of
Australia 2000, p. 18. 156
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used to do pokerwork onto boomerangs', the 'woods are so pretty'̂ ^^ that

they don't need it. This decision may be seen to separate Mason's artistic

work from the souvenir art of Nayior, but Mason's introduction to the

Western appreciation of his art is founded on the production of souvenir

objects and developed through that market. As Mason puts it, '[w]ith the

tools, I startedabout threeyears ago making artefacts, for petty cash'.^^^ He

then hawked them around to a number of commercial outlets in tourist

precincts like the Rocks in Sydney, and various local markets and cultural

centres.^ '̂' What can be seenin the workof Mason and Nayior is a concern

to document the traditional lifestyle and material culture of Southeastern

Aboriginal Australia.

The intention to record the material culture of the Southeastern region of

Australia has been a priority among the Aboriginal people of this area since

colonisation, as too has an engagement with the tourist industry. In the work

of nineteenth century Aboriginal artist Barak, there are not only friezes

depicting the activity of Aboriginal people during the mid-to-late nineteenth

century, in which the use of various tools is depicted but also in Plate 36 a

catalogue of those tools.

Ibid.

Ibid.

Ibid.

Plate 36 Barak. Ceremony, pre 1914. ochres, pencil. 58.5 x70.2 cm.
Cc^lectiun: Staatliches Mu.veumfur Volkekunde. Dresden. Germany
(Source: Sayers. A. Ahorij^inal Artists of the Nineteenth Century,
Melbourne: Oxford University Plress19941
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Barak, like Naylor and Mason, lived in a Western society on the then

reserve of Coranderrk and, as Sayers informs us, his intention was to

illustrate the traditional ways of his people.^^^ While Barak is today

recognised as one of the great Aboriginal artists of that period he, like

Mason and Naylor, also produced souvenir artefacts and his 'practice as an

artist was part of the tourist market component of Coranderrk's

economy'

A similar preoccupation with representing traditional ways is also seen in

the following artefact. This example was collected during the same field

research period from the Giriwa, Aboriginal Cultural Centre at Ulladulla.

Like the first examples, it is carved from local timber that was traditionally

used for this purpose. But the unusual shape of this club marks it as a rare

souvenir. Known as a Lil-lil, this rare style of club is thought to be exclusive

to 'Aborigines living in the upper reaches of the Murray River and its

tributaries'.^^^ Its production and collection in the Ulladulla area on the

South Coast of New South Wales may be due to two factors: firstly that it is

the result of travel and trade within Aboriginal cultures; and secondly, that

the rare historic example (Plate 38) may have been sighted by the artist in

some form or another.

The nineteenth century example features 'a raised linear design' on the club

head that is said to depict the tribal land of the owner within the two

pattems.^^® This is typical of the linear patterns that characterise the
Aboriginal art of Southeastem Australia and particularly that applied to

wooden artefacts. As Carol Cooper points out, however, 'there appear to be

two central coexisting functions of traditional visual art in south-eastem

Australia'. One is concemed with 'mythical religious and social customs; the

other with the maintenance of individual and group identity'Within these

two functions there existed an abstract form such as that cited above and the

figurative style that appears to be more prevalent but not exclusive to rock

faces. It is the second of these concerns - the 'maintenance of individual and

group identity' - that comes to the fore in the production of souvenir art. In

the example cited here (Plate 37) this communication to outsiders, or

tourists, is expressed in a figurative style.

See Sayers (1994) p. 13.
Ibid., p.22.
Cooper (1981) p.93.
Ibid.

C. Cooper, Traditional visual culture in south-east Australia.' in Sayers (1994) p.92. 158
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PUle 37 Mingu. LiNU, I ll^idulla ^ev« South Wules. Red gum nith pokemork detail, 70 %11 x 2.5 cm. Private Collection

Plate 38 LiNit cluh with incised design representing the country ofthe maker. Ovens and Broken River Regioni,
wood, early 19ih centur>. CoUection: Museum of Vtcloria jSource Sayers, A, I994|

This Lil-lil from Mingu speaks of the traditional life style of hunting

through its burnished or pokerwork detail. This example has no cross-

hatching and, instead, the maker favours a figurative frieze that refers to the

tool itself within the hunting scene. This figurative style of expression,

traditional to the indigenous groups of that area, is also found in the work of

another famous Aboriginal artist of the nineteenth century, Mickey of

Ulladulla. It is clear from a study of Mickey's work that the style and
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strength of line has been continued in the depiction on both surfaces of the

Lil-lil from the contemporary artist Mingu. It is the subject matter of the

respective artists that provides an interesting point. Mickey of Ulladulla's

intention was, in part, to document the impact of colonialism on the area

around Ulladulla, while today a sensitive reading of his work might

understand it also as a map of the land and the natural resources the people

relied upon. On the other hand, the project depicted in Mingu's club is

clearly intended to describe the past traditional ways of the indigenous

people to contemporary tourists and in this Mingu shares a common motive

with Barak who depicts a similar shaped club in his catalogue of Aboriginal

material culture. (Plate 36)^^°
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Plate 39 Mickcv of Ulladulla, Com>heree. cariy 19th century. pctKil. coloured pencil, ink, 43.8 x 68.5 cm.
Collection: Nsional (iallery ofAustralia (Source: Savers, A. 1994|

Mingu's figures are rendered in a minimalist and simple stick form and by

and large the only variation is in scale, for the purpose of describing adult

and child figures. In their artistic style Mingu's figures bear a closer

relationship to the work of Mickey of Ulladulla. Mickey's figures extend to

the representation of the female and settler and this is the extent of his detail.

The fact that Mingu is working out of the Giriwa Cultural Centre at

Ulladulla, where a number of Mickey's works are represented in

reproduction, would seem to affirm the artists familiarity with Mickey's

work.

See Sayers (1994) p. 13, who writes 'Drawing for Barak, was one of the things that helped
keep his traditional eulture alive, not only for him but for those around him'. 160



Plate 40 Tomm\ McRac. Returning fwm hunting. carK 19lhcentur>,pen and ink. 23.2 x 33.8 cm.
Collection: Mitchel I.ibrarv. Sate Library ofNcw South Wales(Source: Smer. A. I994|

In its composition, medium and rendering of three-dimensional space,

however, Mingu's work shares much more with Tommy McRae, another

Koori artist of the nineteenth century. While Barak utilised traditional and

introduced colour mediums and Mickey of Ulladulla created works with

pencil, coloured pencil, gouache and watercolour, McRae's art is almost

exclusively executed in pen and ink. In this dominantly monochrome body

of work there is a style of figurative representation from the nineteenth

century that lends itself to a favourable comparison with the colour

limitations of pokerwork. McRae's figures are more fully developed than

Mingu's, his Aboriginal figures most effectively represented in dark fully

shaded silhouette. (Plates 39 and 40) In the above plate, (40) Returning

from hunting, the artist has depicted similar subject matter to that found in

Mingu's Lil-lil. (Plate 37) In both scenes sticks are used to carry the prey

and both incorporate the involvement of children. The scene represented on

Mingu's Lil-lil extends the narrative to include the camp of the returning

hunters. In this instance the prey of the hunters is different but McRae

depicts the hunting of emu in other work.

It is in the level of detail in the grounding of the figures within an illusionary

three-dimensional space that these two artists have most in common.

Although Barak's images lack depth and, with the exception of coastal

scenes, Mickey of Ulladulla's are largely flat, whereas McRae grounds his



figures in, what Sayers calls, a 'furry rope of lines.'̂ '̂ This can be seen in

(Plate 40) and more clearly in its application in grounding the figures in

McRae's Hunting ducks with stick boomerang and rifle. (Plate 41) The

employment of this technique is also found in the hunting scene on Mingu's

Lil-lil. (Plate36) Here the artist has applied a speckling to the ground along

the lower length of the artefact, which is enhanced with a faint shading of the

ground that runs parallel to the grain of the timber. This effect is most

apparent at the point where the club head gives way to the shaft. A similar

technique using shorter lines is also used to define the camp shelters, while

a speckling is again utilised to ground the snake design on the reverse of the

artefact.

P]atc41 Tommy ducks with stick, boomerang and rifle, early !9th century,
pen and ink, 24 x 34 cm. Private collection {Source Saycr, A. 1994]

This speckling effect is also found in two further examples of Mingu's

work. Firstly on another club, for which I can find no historical precedent

for its shape. Here again the artist has used the technique to enhance the

natural flow of the grain and, in doing so, provides a grounding for the

figures and the illusion of three-dimensional space for a clutch of fleeing

emus. (Plate 42) It is in the final example from Mingu - an untitled

depiction of a traditional camp bumished onto a small Masonite board (See

Plate 56 p. 238) - where the artist's composition skills, together with the

speckling technique are more fully realised.

Sayers (1994) p. 14.



Plate 42 Mingu ISu/a-nuia, wcmmI >«ith |M»ken«ork detail, 63.5 cm. Pri\ ate coUection.

With this rendition of a traditional Aboriginal camp Mingu confirms what I

have suspected from the study of his clubs. That is, that the figurative detail

is the foremost priority and that the preceding artefacts are of most value in

their role as canvases for the representation of Aboriginal history and the

hunter-gatherer lifestyle. Given its size and monochrome format, this small

image is composed with a great deal of spatial depth. The foreground is

rendered closest to the viewer on the right of the picture, in the form of a

broken tree with a large goanna climbing its trunk. This is similar to the

lizard featured on Mingu's nula-nula. (Plate 42) In the lizard's markings and

the relative height of its depiction on the trunk, there is a strong similarity to

the patterning found in the ceremonial and sacred art of Aboriginal people

of Southeast Australia. The markings that detail the body of the lizard are

formed from an arrangement of small, slightly ovoid dots, producing three

chevron shapes. According to Cooper, markings like this were used to

indicate: 'ceremonial grounds or as monuments to deceased headmen'.

Depending on their importance, these dendroglyphs were 'scratched or

carved into the bark of the tree.. .or incised deep into the heartwood and thus

made more permanent'The burnishing of a relief image into timber is a

quicker way of achieving the same traditional effect, while the inscription of

the lizard in this image, provides a link between the ritual and utilitarian art

of indigenous Southeast Australia.

This tree is no simplistic rendition either, it is given length through vertical

scratching and some speckles and there appears to be a burl on the right

hand side of the trunk. A well placed limb functions to contain the eye

within the central portion of the image and points to a figure on a rocky

overhang. The figure on the outcrop is posed on one leg, resting upon a

spear, a pose typical of many sixties souvenirs of Aboriginal Australia. The

rock itself, marked in deep bumished outline is given fissured detail by

fainter lines and texture through the application of scratching and speckling.

i

Cooper (1994) pp.98-99. 163



The middle ground of this image is concernedwith the camp. It features two

tent-like shelters and a fire, nearest the viewer, that gives way to a figure

returning from hunting, with four snakes. There is also a frame against

which are stacked three slender spears and what appears to be a didgeridoo,

upon which a Crosshatch design has been marked. The inclusion of the

didgeridoo is an oddity in this scene since, like the design of the Lil-lil, it is

alien to the local traditional culture and, as such, testifies to the travel of

Aboriginal material culture across tribal boundaries. In this instance this

influence may be ascribed to other Aboriginal artists from Northem

Australia found to be working out of the Giriwa Cultural Centre in

Ulladulla.

In the preceding examples there is a clear relationship betweenfine art and

tourist art. They show how the subject matter of traditional modes of

production and the desire to catalogue traditional tools and other aspects of

that life style are prominent in both forms of art. They also demonstrate how

the style of late 19"* century Koori art has provided a method of

representation that has been continued in the souvenir art of that culture. In

the case of Alice Springs artist, Tjapaltjani, the abihty of the artist to work in

both spheres is clear, while Mason is quite alert to the similarity of his work

to tourist art, suggesting that decorative embellishment through pokerwork

is the point of separation.

What I have not addressed in the analysis of the above artefacts, is their

function as miniatures. Size and portability are defining qualities of most

souvenirs although not all souvenirs are necessarily of reduced scale.

Nevertheless, in narrative terms, all souvenirs are miniatures, for they invoke

stories that expand upon the subject of the souvenir. For example, the

priority component of the Mingu Lil-lil - a full-scale artefact - is the

depicted hunting scene which, in narrative terms, depicts only half of the

story: the 'return' from hunting. It is, thus, of reduced scale. On the other

hand, Tjapaltjarri's painting and the markings on the nineteenth century lil-hl

equate to scaled maps of the land. In concluding this chapter I want to look

at a number of examples that demonstrate the idea that all souvenirs are

miniatures. To achieve this I wiU cite souvenir artefacts from the Western

and non-Westem past showing how the museogallery system is complicit in

the final stage of magnification and how it fulfils the needs of the tourist

gaze.
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All Souvenirs are Miniatures

So far in this chapter I have dealt almost exclusively with souvenirs of exotic

'Other' cultures, most are redundant utilitarian artefacts, residues from

modes of production that are no longer viable or at least are under pressure.

As I have just shown, moribund artefacts are often invested with the

representation of heritage, either through artistic enhancement or concepts of

antiquity. Indeed, heritage is the key to the souvenired object, for it is

through the distant past that one is able to more comfortably locate

difference and 'Otherness' and detect clues to what makes a particular place

and culture unique. This applies to past periods of Western history as much

as the history and presence of exotic non-Westem cultures. In this respect

there is no culture, ancient or modem. Western or non-Westem, that is

immune to souveniring. All that is required is the concept that the artefact

represents a place and culture that is other than that of the collector.

In her 1995 text, Pearce exemplifies the expansive capacity of moribund

tools to invoke big stories, using the example of a Rabbet Plane, a

carpenter's tool made for the purpose of manufacturing decorative wooden

mouldings.^^^ She explains how this object was produced in about 1910
and saw service up until the Second World War. After that it fell into disuse

and Pearce suggests that at this time it probably fell into what she refers to

as a passive collection, that is, stored with other bits and pieces that might be

of some use, some day. This, she describes as its second life form, arguing

that '[sjomewhere around this time it will have become an object of interest

to those who were beginning deliberately to gathermaterial relating to dying

crafts'This is clearly a fetishistic collection, in that firstly it is directly

derived from the earlier passive collection and secondly that, as a fragment

of the dying crafts it enables the collector to build a more complete notion of

that craft. Following this period of collecting, in which the artefact has

moved from private to domestic display, the author asserts that, 'the next and

final step is into the collection of a respected and probably public, museum,

where the sacredness of the collections becomes a kind of immortality'.^^^

This example features three transitions in the life of the Rabbet Plane, they

correlate quite clearly to the collecting process and narrative transition of

Grrabum's examples that pertain directly to non-Westem artefacts, as cited in

Pearce (1995) p.25.
Ibid., p.26.
Ibid. 165
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chapter two. Here the object has existed in passive and private collections

and has finally undergone a change from utilitarian tool to antique object

with heritage reference and value, and has passed into a revered pubhc

collection. Taking the object's passive state as the conventional fetish, in that

the accompanyingnarrative is unorganised and non-expansive, it is possible

to detect in these three existences of the one object, a clear parallel to the

transition of fetish object.^^® The object's secondary state sees it move into
the private domain as an 'object of interest to those who were beginning

deliberately to gather material relating to dying crafts' and finally into the

publiccollectionof a 'respected and probably public,museum'.^^^

Once ensconced in the public realm of the museum such objects and

artefacts, from Western and non-Western cultures, fall under the expansive

purview of Museum Studies and Material Culture, as we ask why such

objects are collected. According to Pearce,^^^ the first analytical study to
isolate this question and in so doingpresent a specific theoiy relating to the

consumption of souvenirs is Stewart's On Longing?^^ Stewart writes:

We might say that the capacity of objects to serve as traces of
authentic expenence is, in fact, exemplified by the souvenir. The
souvenir distinguishes experiences. We do not need or desire souvenirs
of events that are repeatable. Rather we need and desire souvemrs of
events that are reportable, events whose materiality has escaped us,
events that thereby exist only through the invention of narrative.
Through narrative the souvenir substitutes a context of perpetual
consumption.^

Stewart refers to the experience of the site or event that is invested in and re-

materialisesas the object. She writes that '[t]he experience of the object lies

outside of the body's experience - it is saturated with meaning that will

neverbe fully revealedto us'. '̂*^ Much of this meaning has been inscribed

by the maker and, as with Tjapaltjarri's boomerang. Hunt's seal bowl or any

of the Aboriginal artefacts examined so far, much of its meaning will never

be revealed to the collector without further inquiry and study. This is the

activity of the souvenir, where the experience of the object, or rather site or

event, invokes the composition of the collector's narrative. A narrative is

saturated into, or perhaps inscribed onto, the surface of the souvenir, and

occurs over the top of, or alongside, the narrative of the maker. This process

See chapter four figures 4.1 and 4.2
Pearce (1995) p.25.
S. Pearce, (Ed.) Museum Studies in Material Culture Washington DC: Smithsonian
Institution Press, 1991, p.7.
Stewart (1984)

Ibid., p. 135.
Ibid., p.133. 166
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of inscriptionempowers thecollector with the abilityto recall the experience

to others through an expansivenarrative invoked by the object

Stewart suggests, however, that this meaning is always incomplete. This is

especially the case when the object is remote from Western culture and is

generated from a non-Western narrative and history. Instead it relies upon

the collector'spersonal experience to develop a meaning and to interpret the

use of the object or decorative enhancement In this way a small portable

object or artefact is used as the material centre from which this dislocated

fanciful and idealistic narrative radiates. As Pearce puts it They are objects

which form a starting point for a personal narrative and which demonstrate

the truth of a story.It is a story that, like many travellers' tales, is always

larger than life.

Stewartis acutely aware of the importance of size and portability and how,

as a fragment of the site or event, the miniature operates in this system of

memory and nostalgia. For Stewart the body is the ultimate form by which

experience is scaled. She argues:

When the body is the primary mode of perceiving scale, exaggeration
must take place in relation to the balance of measurement offered as
the body extends into thespaceof immediate experience.® '̂

An example of the importance of scale that correlates very closely to

Stewart's own example of a wood basket - now reduced in scale to suit the

demands of the souvenir trade^''^- could be seen in the rich Behind the

Mask: The Creativity of the First Nations of the Northern Pacific Rim,

exhibition at the Tasmanian Museum and Art Gallery. Here, in close

proximity to Hunt's Seal Bowl and artefacts from the Wilkes collection,

were a number of indigenous Alaskan artefacts from the Tasmanian

Museum and Art Gallery's own collection. These included a whaler's hat, a

fish skin basket and an exquisitely woven baleen basket, with a polar bear

finial carved from seal or whalebone.

The text accompanying this exquisite basket states that it is a miniature of

the type of baskets used to store 'food and other household items.' The

reduced size of this object demonstrates its production as a prototype

souvenir and the simplification of the narrative from that of use and fit

within the culture of origin - the ethnographic criteria - to one signifying the

Pearce (1991) p.32.
Stewart (1984) p. 133.
Ibid., p.144. 167
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experience of exotic 'Otherness'. This small woven basket, in its reduced

form, is no longer capable of the utility of the original, upon which it is

modelled. It renders it vulnerable to a miscontextualisation that is remedied

by the supporting text. In other words, the basket, like the fridge magnet

boomerang, (Plate 17) fails to speak the truth without the supporting text

This text refers to the original's use and thus frames the object as an

ethnographic artefact, while the persistence of the ethnographic

contextualisation obscures the appreciation of its formal and aesthetic

qualities. The souvenir narrative of this artefact, existing only in the spoken

word, is now lost. It survives only in the museum's anecdotal records of the

artefact's provenance. In this particular case the record declares that it came

to Tasmania as a keepsake, collected by a crewman of a Tasmanian whaling

fleet operating in the Bering Sea at the beginning of the 19th century.
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Platc43 Bti/een Basket with carved ivory/inial. A\d&ka. cariy 19thccrtiiry, I7x 12.4cm.
Collccticm: Tasmwian Museum and Art Gallery

This basket is without doubt a miniature, but souvenirs defined as

keepsakes, that is objects or artefacts collected from a visited site and

installed by the collector in their home, are always miniatures whether of

reduced scale or not. As Stewart suggests, they rely upon a playful

exaggeration of scale. This is due, at least in part, to the need for such things

to be portable, that is suitcase size.^"^® The latent trick of the souvenir is to

Source; personal conversation with the curator P. Sabine.
There are a number of recent case studies dealing with this, notably Littlefied Kasfir's report
on the pressures imposed by tourism that led to the miniaturisation of the Samburu hunting
spear. Littlefied Kasfir (1999). Of course the viability of souvenir weapons in full and
reduced scale has come under further scrutiny following the 9/11 terrorist attacks. 168
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recall what is best termed the 'largesse'of the original. It is true that many

souvenirs are of exact or a similar scale to the original, such as the

indigenousAustralian and Canadian artefacts shown above, or the prints of

famous paintings sold in National, State and other major galleries and

museums around the world, but some contain superior qualities of

magnification, while in others this quality is limited.

This has to do with the iconic status of the souvenir in question. In the

boomerang examples previously cited, all of the boomerangs possess a high

degree of 'largesse', in that the form alone is instantly recognisable as the

iconic Aboriginal tool. The same may be said about the cedar masks (Plate

29) featured in the Behind the Mask: The Creativity of the First Nations of

the Northern Pacific Rim, exhibition, while Tjapaltjarri's painting. Possum

dreaming, (Plate 26) is iconographic in its dot painting style. In contrast to

these souvenir artefacts of intense magnification are all of the nula-nulas and

shields from Aboriginal Australia and the shaman rattles, headdresses and

Alaskan artefacts. Their site and culture of origin is not instantaneously

attributableor recognised by the tourist,and in that respect such artefacts are

impoverished, for they are, in Steiner's terms, deviations from the tourist's

canon of authenticity, originals that don't They are, at once, original

and traditionalartefacts, andmany attractthe gaze of the anthropologist. But,

under the gaze of the tourist, there is no iconic status and they are not

recognised as typical of the culture that produced them. The magnifying

quality of these artefacts requires a greater degree of focus that is reliant

upon more extensive documentation.

My contention here is that in the hands of, or rather under the gaze of the

tourist, the souvenir copy actually enhances the aura of the original by

developing, enhancing and underscoring the iconographic status of the

original. For if, as Davis suggests, 'an object without an anecdote is

impoverished', '̂*^ then theensuing anecdotes thatrevolve about the original
and are generated by the souvenir copy can only enhance the aura of the

original. In other words, as Davis concludes: 'Circulating images of such

objects is a critical acknowledgment that those objects have significance.'̂ '*^

This significance takes the form of new or extended rituals associated with

the originals. Rituals that are no longer based on reUgion but upon those of

See Steiner (1999) pp. 94-96.
B. Davis, (1994), cited C. Lurry, The Objects of Travel' in Rojek and Urry (Eds.) (1997)
p.78.
Ibid. 169
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tourism and travel. Just as in the pre-modem world, where certain rituals

were expectedto be experienced, so today a visitor to Australia may expect

to come across the boomerang form but not a nula-nula.^^° Likewise a

vacation to the Canadian West Coast will bring cedar masks into the

tourist's scope but not necessarily a shaman rattle, or headdress. Likewise,

the visitor to Paris is expected to see the Eiffel Tower among other famous

sites. This particular site is the subject of Stewart's inquiry into the

miniature, in which she demonstrates how the exaggeration in scale, based

upon the scale of the body, takes place through the collection of a model of

the Eiffel TowerBut what Stewart does not explore is the largesse' of

the model, which causes it to represent not just Paris but the entire nation.

This notion of 'largesse' runs contrary to the emptying of the aura that is

attributed to Benjamin's thesis on mass produced art. As I have noted

previously, Benjamin's thesis rests, in the first instance, upon the artwork's

dislocationfrom its ritual basis as a result of mechanical reproduction. This

process, Benjamin argues, liberates the work from its ritual source and

makes the work available to the masses. But, according to Benjamin, in

doing so it denigrates the aura or authentic status of the original. '̂'̂

However, Benjamin's thesis was directed to the work of art and does not

consider the specific condition of tourism and the material culture of

tourism.^^^ In closing this chapter I want apply this notion of 'largesse' to
the work of art in the Westem context and to see how the unique gaze of the

tourist affects the aura of Westem art works.

Some material forms, artistic periods, styles and movements, are given to

this notion of 'largesse' more than others are. In terms of Westem art

history, large paintings, such as John Constable's twelve-foot canvasses or

the frescoes of Michelangelo are plainly restricted from this practice and

their reduced scale in miniature souvenir form is obvious. An excellent

example of the less deceitful miniature, in that real scale can be, and is

offered in the souvenir, is found in the work of Van Gogh. As souvenirs, the

slick reproductions of Van Gogh's work, as posters and textured canvasses.

See Turner and Ash (1976) pp.19-29; MacCannell (1976) p.43; Urry (1990) pp.4-9, and
Shields (1991), who all document the development of contemporary tourism out of pre-
modem pilgrimages and associated rituals.
Stewart (1984) p. 136.
Benjamin (1970) p.224.
See MacCannell (1976) 170
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owe much of their popularity to their commercially desirable poster size

format. The 'largesse' afforded these real scale copies, is furnished by the

conditions in which the original is experienced, that is a combination of the

grandness of the gallery or museum, the security in place, the accompanying

crowd and the exotic perception of the city or town in which the original is

viewed.These contemporary environmental features of the artwork represent

an exclusive space that distances the viewer from the work and invokes the

wish to record the experience through the souvenir. In this respect the

original work of art is as fixed in its location as the scenic spectacle or

monument.^ '̂* For just as a glance at a miniature boomerang conjures the
experience of Austraha, a glance at the copy of a Van Gogh masterpiece

conjures the experience of the original in its culturally expected and

'authentic' site. Here, even, the real size souvenir has the capacity to

exaggerate scale through narrative. In this deceptive exaggeration of scale is

found the invocationof narrative, as an anecdote of the hohday, that affords

some credence to the souvenir copy - what Stewart expresses as a context of

perpetual consumption 'achieved through narrative'.^^^ This, in turn,

contributes to the preservation of the aura of the original.

For MacCannell the dislocation of the 'aura' from its ritual base is more

extreme. He argues that the 'aura' of the artefact or object exists only in the

reproduction. Beginning from the standpoint that artists and not societies

produce art, MacCannell argues that:

[sjociety for its part, can only produce the importance, 'reality' or
'onginality' of a work of art by piling up representations alongside.
Benjamin believed that the reproduction of the work of art is produced
because the work has a socially based 'aura' about it, the 'aura' being a
residue of its originsin a primordial ritual.^^

MacCaimell then suggests that, reflecting on the conditions of tourism:

Benjamin should have reversed his terms. The work becomes
'authentic' only after the first copy of it is produced. The reproductions
are the aura, and the ritual, far from being the point of origin, derives
from the relationship between the original object and its socially
constructed importance.^^^

In other words, society authorises the artefact or object - the aspiring

artwork - as a work of art. It does this by constructing a framework that

includes the modem secular rituals of authority, through which the work is

consumed as a sacred object or artefact. Conventionally this framework

Rojek (1997) p.58, reading Benjamin refers to this 'unique manifestation of distance' as
defining the aura of the original.
Stewart (1984) p. 135.
MaeCannell (1976) p.47



exists in the structures of the museogallery system and other institutions

involved in the arts. In the case of tourist art that authority is largely

devolved to the ephemeral community of tourists, who negotiate it through

the phenomenon of free trade, enhanced by the exaggerated consumption

habits peculiar to tourism.

MacCannell's argument relies on the claim that societies don't create art, or

rather the original artefact, and that is a debatable claim. In order to

understand why this is, I want to distinguish between 'originality' and 'aura'.

If an original object is without a sacred status and aura until it is copied is it

art or simply a mundane artefact: a work of art in waiting? In MacCannell's

inversion of Benjamin's thesis, the work is authenticated only after the copy

or representation is produced. In this case the reproduction pays homage to

the original, or sensation of the original, and in that discourse rests the aura,

which in tum authorises the original artefact as a work of art.

MacCannell's thesis is relatively inconclusive in this regard and my reading

of it confuses matters further. I agree that the 'aura' is manifest in the copy

and enhanced through subsequent reproductions, and that the museogallery

structures - buildings, security and ensuing anecdotes - that surround the

work make up a significant component of the contemporary ritual of

viewing art, or rather original artefacts. But I contend that art is at least in

part socially constructed and defined and that this contributes significantly

to the production of the original artefact.

This can be pursued further by examining MacCannell's extension of his

argument to tourist attractions. Tourist attractions, especially those with a

core attraction of landscape and natural beauty, are firstly appreciated in

terms of the found object. As the effect these sites have on the viewer

becomes popular, they are curated, and organised by legislation that

preserves such sites and declares them as National Parks and other pubhc

spaces. This works in the following way: someone discovers a view,

communes with it and is affected by it, they tell someone else who tells

someone else. Without the articulation of an anecdote about the experience,

many sites of natural beauty and art works remain unknown. Now, as the art

work or site becomes popular and attracts more and more visitors, certain

measures are taken to protect the object/artefact from its own popularity.

Barriers, such as gilded ropes, encroachment alarms, glass panels and

Ibid., pp.47-48, author's emphasis 172



legislation set boundaries around the work or site and prescribe suitable

behaviour within its proximity or confines. It is a boundary that is not

necessarily part of the work or site, but one that is incorporated into the

anecdote about the work or tourist narrative and as such inflates the aura; the

'largesse' that surrounds tourist attractions and works of art In this respect

even the souvenir of authentic scale has the power to exaggerate it's meaning

and therefore operates as a miniature: a poster of a Van Gogh masterpiece

represents the original work, the museum of gallery, the city where the work

is located and the country of that city.

The expression or language of such objects and artefacts, of which 'largesse'

is a measurable component, is configured to address the peculiar conditions

of tourism. I will explore this and Stewart's binary classification of

souvenirs in the following chapter, where I will present a new theory, by

which to analyse souvenirs, based on interpreting the language of such

objects and artefacts.
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Chapter 6

A New Way to View Souvenirs: Three Discrete Groups -
the Sampled, Crafted and Representative

In this final chapter I will expand upon Stewart's binary classification of

souvenirs as, 'Sampled' and 'Representative' and establish a new categoiy of

the 'Crafted' souvenir.

To achieve this I will introduce one ideal souvenir from each category that

will serve as typical examples, from these the variations of ensuing souvenir

objects and artefacts will later be assessed. I will then describe five souvenir

attributes that are present to some degree in the expression of all souvenirs.

They are:

a) Medium
b) Makers mark
c) Relational
d) Invitational
e) Iconofetish

I will illustrate these criteria graphically as axis points, that assess the degree

of presence or absence of each feature in the individual groups. Following

this, I will present a range of examples, gathered in the course of my

research, from various parts of Australia that demonstrate how atypical

souvenirs may be plotted between the three key groups. These will include

indigenous examples, many cited previously, which will be contrasted to

new settler souvenirs. In doing this I will demonstrate the fundamental

activity and expression that is common to all souvenirs.
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A New Way to View Souvenirs; Three Discrete Categories -

Sampled, Crafted and Representative

Introduction

...the souvenirmust remain impoverished and partial so that it can be
supplemented by a narrative discourse, a narrative discourse which
articulates the play of desire.^®^

Stewart 1984

In this chapter my aim is to discover and map the way the tourist constructs

a narrative discourse of the holiday experience and how that narrative of

experience is sustained, through its investment in the souvenir, as the

material anchor from which the experience is made whole.

Stewart defines souvenirs as either, 'Sampled' objects or 'Representative'

artefacts.^^® She defines Sampled objects as souvenirs of individual

experience. They are real samples from the actual site and are not available

as general consumer goods.^®° Sampled objects consist of objects that are

collected directly by the tourist, with no intervention or mediation by the

host culture. These objects are, in their purest form, hterally samples of the

environment. They take the shape of sea shells or pebbles washed smooth

by the tide, wild flowers dried and pressed, or animal remains. This type of

souvenir-collecting finds its history in those collections gathered by the

scientific company of early explorers such as Joseph Banks and conforms

to what Pearce calls 'systematic collection' in that the imperative was to relate

the exotic sampleto the known botanical system.^®^

Stewart's second category, the Representative, is defined as those 'souvenirs

of exterior sights...which most often are representations and are

purchasable'.^®^ Here she places all other souvenirs; objects that may

properly be called artefacts, in that they are produced from human mediation

and interpretation. This class of souvenir includes postcards, wildemess

posters, calendars and other re-presentations of the site. It also embraces

crafted objects, such as Stewart's own example of a miniature basket^®^ and

other crafted souvenirs like clay pots. Aboriginal coolamons, didgeridoos

Stewart (1984) p. 136.
Ibid.

Ibid.

See chapter 2
Stewart (1984) p.138. ^^5
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and boomerangs, Huon pine trinkets, convict and colonial artefacts. It is the

purpose of this thesis to provide reasons why the latter category should be

further divided into the Representative and the new category, which I have

defined as the Crafted.

Leaving in place Stewart's Sampled grouping, the revised Representative

category takes account of the mass production of souvenirs, made from

non-native or generic media such as postcards. These are distinct from

crafted artefacts, in that souvenirs in the Crafted category are reliant upon

native materials, local craft traditions and frequently retain some utilitarian

reference. In their ideal form, these three categories of souvenirs and their

attributes are summarised in the chart below.

Category —•
Ideal example ^
Attribute^

Sampled
Sea shell

Crafted
Authored Huon
pine bowl

Representative
Landscape
Postcard

Medium Of the site

unmediated

Of the site

mediated

Unassociated

Generic

Makers mark Absent Present Dominant

Relational Place Place & People Place and/or
People

Invitational Open Ajar Qosed

Iconofetish Personal Domestic Public

Figure 6.1 chart showing three primary categories of souvenir with
ideal examples and attributes

This framework favours the artefact's operation as a souvenir, rather than the

museogallery categories of ethnographic artefact or work of art, that is

consistent with Pearce's pre-Romantic classification of collected objects, as

Naturalia andArtificialia,^ '̂̂ from which it seems Stewart's categories are

derived. It therefore engages with the Romantic sensibilities of collecting, a

period commensurate with the advent of contemporary tourism, in which

collecting tooka 'demotic tum'.^*'̂

A further strength of this expanded typology is that it permits the analysis

of Western and non-Western artefacts within the same framework. This is

Ibid.

Pearce (1995) see also Chapter 5 for commentary.
Ibid., 176
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more expansive than Grabum's typology, because, while Grabum alluded to

Western craftin his analysis as folk art,^®® the scope of his typology is not
inclusive of souvenirs of the Westem past.^®^ However, as with Grabiim's

typologythere are some souvenirs that are difficult to place within the

three main categories I have set out. This will become apparent as this

argument is developed. The above chart uses ideal object/artefacts to

establish the expanded typology of souvenirs that, in turn, will elicit a visual

expression of the individual souvenir's language and further indicate the

souvenir potential of objects and artefacts hitherto unaffected by the tourist

industry. This visual expression is formed of graphic patterns that are

constituted from five principalattributes and occur, to varying degrees, in aU

souvenirs. It is the play betweenthese attributes that gives rise to the pattem

of expression that is related to the ideal types charted above.

I want to begin by qualifying the details of each attribute that, like the vowels

of language or the primary colours of the artist's palette, form the

cornerstones of souvenir expression. In the following typology I will

identify the degree of the attribute's activity in each of the three discrete

classes of souvenirs, that distinguishes them from one another. The

presence of each attribute is assessed using a scale between one (1) and ten

(10). Following this I shall present a number of souvenirs of each type and

chart their distinguishing attributes, showing how they vary in their

expression, but retain the basic patterns outlined in the ideal or typical

souvenirs.

Grabum (1976) p.4, see also chapter 3 for commentary.
Within the context of this project I shall refer to these souvenirs as 'Settler' souvenirs
See chapter3 for commentary. 177



Souvenir Attributes

Medium

What material constitutes the object/artefact and what is the importance of

this material in its activity as a souvenir?

The term 'medium' is self-explanatory and refers to the raw and/or mediated

state of the material from which the artefact is made. Consistent with

Stewart's division based on the economics of collection, I have used this

fundamental feature to initiallydetermine between the Sampled and the other

two categories. By isolating the Medium axis it is possible to see how the

Sampled souvenir is produced of raw natural material from the visited site,

without the intervention of the host culture. The Sampled souvenir is

therefore reliant upon the tourist's recognition of its capacity to signify the

experience of the site.^^® On the otherhand, the Crafted souvenir is of the
same material but is interpreted through the craft of the host culture. At the

other end of the scale the Representative souvenir carries no marker of the

visited site in its medium. The most important feature of Sampled souvenirs

is, therefore, their presence as genuine fragments of the experienced site. In

the light of this I have allotted a value scale from ten (10) to one (1) along

this axis beginning with the Sampled category on the left at ten (10). This

reflects the overriding importance of the endemic medium in the Sampled

souvenir. It then slides along to the Crafted group at the median point with a

value of five (5), recognising the raw materials' augmentation through craft

and its contribution to the activity of the artefact as a souvenir. Then finally

to the Representative category with a value of one (1) that is not dependent

on an endemic medium to refer to the visited site. This scale of assessment

from ten (10) to one (1) beginning with the Sampled category is not

constant for each attribute. The only other axis in which it is found is the

'Invitational', as will be shown shortly.

Sampled (10)
Raw/Of the site

Crafted (5)
Of the site and mediated

Representative (1)
Unrelated

Sea Shell Authored Huon pine bowl All Postcards

Figure 6.2 Medium axis showing ideal souvenir types

See Stewart (1984) p. 136. 178



Makers mark

What level of human intervention has the object/artefact undergone and

how important is it to itsfunction as a souvenir?

Plate 44 Peter Meurc. Hwm pine howl, undated, 27 cm.

The 'Makers mark' axis refers to the authorship of the maker and measures

the degree to which it is present. The sea shell is without a maker, other

than the specifics of the environment from which it is collected, so is rated at

one (1). The signed Huon pine bowl, like many other minor species timber

souvenirs, often carries the maker's mark on the underside. In this way the

artist's attribution is present but not dominant and therefore, like most

crafted souvenirs of that type, attracts a rating of five (5). The Landscape

postcard, like the work of art, most often features the photographer's

signature in a prominent position and so is rated at ten (10). However, this is

not the case with all postcards, as the more generic variety of postcards

(Plate 45) are often without authorship. These fall into the same sphere as

the ubiquitous mass-produced mugs with national flags printed upon them,

that are produced far away from the site they purport to represent and attract

a rating of one (1) along this axis in line with the sea shell. It is the rating of

their other attributes, such as the preceding 'Medium axis' that set them apart

from the sea shell example.
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Sampled (1)
Absent

Crafted (5)
Present

Representative (10)
Dominant

Sea Shell Authored Huon pine bowl Authored P/card

Generic P/card

Figure 6.3 Makers mark axis of ideal type souvenirs and generic
postcard.

Plalc45 Nu-colour-\ u, liVw-.v tt/7<y.vwt/ma 2002. poslcard, I2x I7cm. Private collection

This axis becomes rather cluttered with souvenirs that rest between the three

key points shown above and include, for instance, unattributed Huon pine

souvenirs like the many lathe-tumed minor species timber fruit objects,

(Plate 23) honey dippers or cheese sets, for sale in various souvenir outlets.

Unlike the exampled bowl these souvenirs do not carry the craft person's

signature. They are instead attributed collectively to the company that

produced them, if at all, and importantly that company is located within or

near the site of reference. Due to this collective authorship such souvenirs

are plotted near the Sampled end of the scale. They are more reliant on the

distinctive medium for their souvenir activity and rest between the sea shell

and the exampled Huon pine bowl as shown below.
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Sampled (1)
Absent

Sea shell

Crafted (5)
Present but not dominant

Authored Huon pine Bowl

Unsigned Huon pine souvenir

Representative (10)
Dominant

Authored P/card

Figure 6.4 Makers mark axis showing ideal and atypical sonvenirs

At this point it is possible to see how the Crafted souvenir signifies a

touristic engagement with the environment and heritage of the visited site

and most importantly the people of that site. It can be seen, in the example

of the unsigned Huon pine souvenir, that the Sampled aspect of flie souvenir

relates to the specific environment of the site and that this persists in the

crafted artefact.

Relational Axis

What does the object/artefact relate to?

The 'Relational' axis of the souvenir refers to the underlying motive behind

its collection. As a narrative component this axis seeks to define the thematic

base of the object or artefact, framed as a souvenir. This feature gauges the

relationship between the tourist and the site. Some souvenirs relate the

tourist's experience of the site alone, while others speak of the people that

inhabit that site. This axis assesses that relationship and begins with those

restricted to references of the enviroiunental specifics of the place. This is

rated as one (1); then, sliding along to those that relate to people and place,

these are rated at five (5) and finally people and/or place, rated at ten (10).

This axis addresses the feature or features of the visited site that are

embedded in the souvenir. In the ideal examples it can be seen that the sea

shell's reference is confined to the place of its collection. This is due to its

raw nature in that it has not been mediated by the people of that site. In this

case it is not invested with any narrative of human heritage and is reliant

upon the collector for its meaning.

In contrast, the ideal Crafted souvenir always consists of a raw material

extracted from the site but is mediated by the artists/crafts people of the site. 181
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This fixes the relational feature of this category of souvenirs as one of

people and place. These first two groups of souvenirs therefore attract

values of one (1) and five (5) respectively.

The 'Relational' axis is completed by the Representative category to which I

have allotted a value of ten (10). As we have seen this category of souvenir

is produced from a generic medium that is not drawn from the site and is

typified by the postcard. Unlike the Sampled group it is not restricted to

referencing place alone, nor does it insist on a people and place reference,

governed by medium and craft The Representative souvenir is perhaps the

most flexible souvenir on this axis and has the capacity to relate to people

and/or place due to its reliance on imagery alone.

Sampled (10)
Place

Sea Shell

Crafted (5)
People & Place

Authored Huon pine bowl

Representative (1)
People and/or Place

Generic P/card

Authored P/card

Figure 6.5 Relational axis showing ideal and atypical souvenirs

The 'Relational' axis, illustrated above, is also complicated by souvenirs that

range along its length. For instance, the landscape postcard, while clearly

falling within the Representative category of souvenirs, due to its lack of

endemic medirrm, may equally be situated closer to the Crafted category, in

that the style of photography has been developed in and around the visited

site. However, it will never meet the fundamental quality of the Crafted

souvenir, based, as it is, upon the insistence of specific local material.

In the instance of the Dombrovskis style of landscape photography (Plate

46) we have a fine example of these atypical Representative souvenirs. The

name Dombrovskis is uniquely associated with the Tasmanian wilderness

and, since his notoriety achieved with images of the Franklin River during

the early 1980s and his untimely death some years later, many photographic

artists have followed in his footsteps and style.^'° Postcards and other

Other photographers focusing on the Tasmanian wilderness, as their primary subject in the
Dombrovskian style, include Rob Blakers, Chris Bell, who produce high definition, deep 182



photographic medium souvenirs of a Dombrovskian style now compete with
the more generic postcards of views of Tasmania. However, the

Dombrovskian postcard always carries the signature of the artist and so

alludes to a crafted photographic engagement with the site and therefore,

through its demonstration of local craftspeople engaging with the site,

should be plotted closer to the Crafted category along this axis. This

demonstrates the flexibility of this group of souvenirs, in that they may

relate to peopleand/orplace depending on the subject of the image.

IC

Plate 46 Peter Dombrovskis. Cradle Mounlain And Dove Lake. Tasmania,
greeting card, 19 x 13.7 cm. Private cdlection.

Invitational Axis

What is the object/artefacfs capacity to absorb the tourist's narrative?

This is the second of two reverse scales of assessment. The 'Invitational'

axis assesses the way the narrative of the souvenir is progressed. It refers to

and favours the souvenir's capacity to accept the collector's narrative of

colour wilderness images in a rangeof formats, from fineart prints to glossycoffee table
texts and postcards. 183



experience and therefore assesses the completeness of the souvenir's

narrative prior to collection. For instance, the sea shell contains no anecdotal

narrative of the site, so invites the collector to supply its meaning as a

souvenir. The sea shell's souvenir narrative is therefore open, its invitational

qualities are highand it is allotted a value of ten (10). The Crafted example,

on the other hand, carries a value of five (5). Due to its mediated state it has

been interpretedby the maker anda souvenirnarrative set in train. But, by

retaining some utility in its form and being produced from a medium

specific to the site, it invites further narrative enhancement from the collector

thatbuilds upon that established by the maker. Its invitationality is therefore

moderate and likea doorleftajaris neither closed nor open. The omamental

Craftedsouvenir is, however, less invitational because of its lack of utihty
and so is plottedmore toward theRepresentative category.

The Representative group of souvenirs are moreover, closed in their

invitational capacity andare allotted a value of one (1), reflecting the closure

andcompleteness of their narrative. These souvenirs areclear in thesite they

represent through the images of well-known features of the visited site. For

instance, a postcard featuring views of Tasmania is overtly labelled (see

Plate 45) and is unequivocal about the site it represents. It is therefore full

and explicit in its testimony of people and/or place and requires no

augmentationfrom the collector. The same may be said of other postcards

or printed matter, such as a postcard of Sydney, featuring the Harbour

Bridge and Opera House. An image of Uluru also attracts the same value, as

does a Dombrovskian postcard of Cradle Mountain. (Plate 46) These

Representative souvenirs are all high in the volume of their narrative content,

which is made complete by the producer. These types of souvenir leave the

viewer in no doubt as to what the souvenir represents and do not insist on

the collector to contribute totheir narrative.^ '̂ They are consequently low in
their invitational capacity.

If we contrastthe built-in fullness of the postcard to the exampled sea shell

it can be seen that the nature of the sea shell's narrative is far from obvious

and relies upon the collector's explanation. That is the artefact does not

indicate its site of collection in itself; rather, it is in Stewart's terms

It may, however, be argued that the reverseof all p)ostcards providesa space for the tourist's
narrative. But this space is negligibleand is normally filled with the message that the sender
IS at the site and arrivedsafely,all of whichcan be ascertained from a glanceat the imageon
the front. The use of the postcard for this purposeis, moreover, one of correspondence and
not for the purpose of enhancing the collector's knowledge of the visited site. It is as a small
posteror readymade photographthat the postcardoperatesas a souvenir. 184



'impoverished'.^^^ In this respect the fullness of the narrative occurs post-
collection, through the expansive developmentof the fetishistic narrative that

is at the core of the tourist's attraction to the fragment For as 1 have shown

in chapter four the conventional fetish narrative is furtive, hidden and quiet,

while the object itself may be invested with almost any meaning and is

therefore fully invitational.

These sampled objects are moreover, but not always, made of a material that

is endemicto the site. China fragments are an anomalous example of this, in

that the material may come from afar and is also crafted. However, the

manner in which these souvenirs are collected, that is as found objects, sees

thesefragments plottedmore toward theSampled than the Crafted category.

This degree of narrative completeness can be best tracked through the

following diagram in which 1 have isolated the 'Invitational' axis, along

which theinvitational capacity of individual souvenirs of various types may

be plotted.

Sample (10)
Open

Crafted (5)
Ajar

Representative (1)
Closed

Sea Shell Authored Huon Pine bowl All P/eards

Pottery shard Ornamental Apple

Figure 6.6 Invitational Axis showing ideal and atypical souvenirs

Iconofetish Axis

Wheredoes the inherent narrative ofthe object/artefact reside?

The last of these narrative components explores the 'Iconofetish' nature of

the souvenir and is a further refinement of the souvenir's intrinsic narrative

quality. This narrative feature has been examined closely in the chapter

dealing with the fetish, in which 1 addressed and reassessed the notion that

the conventionalnarrativeof the fetish is closed and circular. The argument

has been made in chapter 4 that the qualities of the fetish embodied in the

souvenir do not make its narrative potential closed and circular; rather the

Stewart (1984) p. 136. 185



souvenir's narrative potential is of an expansive nature. The 'Iconofetish' axis

seeks to plot the developmentof this quality in each class of souvenir.

This attributegaugesthe degree of what I have termed 'largesse' to be found

in the souvenir; that is the iconographic reception of the artefact. This refers

more clearly to the complex content of the narrative, while the 'Relational'

axis is concernedwith the narrative in its simple reference to place, people

and place, or people and/or place. This attribute is concerned with the sacred

quality and valueof the souvenir's features, as authorised or not, through the

collective gaze of the tourist and host community. It is concerned with the

socio-historical nature of the narrative rather than the bald forms to which

the souvenir refers. In terms of tourism,form is largely discounted in favour

of meaning, that is the meaning that the tourist can attach to the

object/artefact, which is thesubjectof iconography

This iconic status is most prevalent in the Representative category of

souvenirs, especially the photographic type. For instance, postcards almost

always feature subject matter read as iconic and in turn produce an iconic

image, such as Sydney Harbour Bridge, Ulura or Cradle Mountain. This is

due to their extremely high heritage value and untouchable status. The

intrinsic meaning bound up in heritage is discovered by '...ascertain(ing)

those underlying principles which reveal the basic attitude of a nation, a

period, a class, a rehgious or philosophical persuasion...condensed into one

work'. '̂'* Tosample those sites in the terms described by Stewart would be
a sacrilegious act, although it does happen.^" Certain styles of

Representative souvenir also tend to carry an iconographic quality that is

less tangible. The Dombrovskian style of landscape photography is one

example; so, too, is Central DesertDot Paintingin which the style of image,

rather than the image itself, is understood as typical and distinctive of the

site.^^® It may be argued that all tourist destinations contain at least one

iconic feature, though it may often be intangible such as the sunshine

associated with the state of Queensland.

E. Panofsky, Studies in Iconology. New York: Harper&Row, 1972, p.3, writes that
'Iconography is that branch of the history of art which concerns itself with the subject matter
or meaning of works of art, as opposed to their form.'
Ibid., p.7.
Stewart (1984) p. 136.
See page 118 for commentary on Steiner's (1999) notion of typicality and seriality in
tourist art production 186
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Following the theories of the fetish proposed in chapter four, in which the

fetish is structured in a way that permits its leakage from the deeply

personal and furtive sphere of collecting and display, into the domestic and

then public space, the 'Iconofetish axis' plots and gauges the quality of this

allure in the souvenir. It seeks to discover the fetishistic and iconic appeal

inherent, to some degree, in the activity of all souvenir objects and artefacts

and assesses it through its mode and site of display

There is quite clearly nothing iconic about a sea shell gathered from the

beach, unless it is a specific type for which the site is recognised. In a case

such as this, the specific sea shell is likely to be found in the Crafted and

Representative category of souvenir also. Coral from the Great Barrier Reef

is a good example of a popular sample souvenir, furtively gathered by

touristsand, also collected as a raw material for crafting jewelleiy.^^® The

red sand of the Central Australian Desert may also be viewed in this way,

and I will examinethis particular and sampled icon later in this chapter.

Moreover the iconic, in relation to the souvenir's narrative content, refers to

the level of the public'sbroad reception of the artefact, demonstrated through

its mode of display. This can be gauged by what I have previously termed

the 'largesse' that is afforded the site of representation. That is, the site's

notoriety or fame within the pubhc perception, which has much to do with

the communal value afforded the siteor objectthat the souvenir represents. I

have demonstrated this diagrammatically in the chapter dealing with the

fetish and the souvenir. In figures 4.1 and 4.2, I have plotted the

development of the narrative from the fetish, showing how the once

fetishistic narrativemay evolve fromthe personal to the domestic and finally

to the public sphere where a communal value is accorded the object. This

may be ascertained through the environment in which the artefact or object

is curated and reflects the popularity of the site, or object. This in turn has

the effect of distancing the tourist from the iconic feature, which prohibits

the collection of Sampled and Crafted artefacts and promotes the production

of Representative souvenirs. Souvenirs of iconic sites, events and objects

may be discovered in each class of souvenir, but the Representative category

is the most preferred. By isolating this axis as follows it can be seen how

the 'Iconofetish' features of our ideal souvenirs may be mapped.

See Chapter 4
While the incidents of contraband coral jewellery, offered to tourists in Australia, seem to be
very small, the manufacture and sale of black coral souvenirs is reported more widely in the
Caribbean. Eco-Watch.com (21/2/2003) 187



Sample (1)
Personal

Crafted (5)
Domestic

Representative (10)
Public

Sea Shell Authored Huon pine bowl Generic P/card

Figure 6.7 Iconofetish axis showing typical souvenirs
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The expressive patterns of souvenirs and other objects and
artefacts

In this section I want to draw together these five axes in order to judge the

expression of each object as a souvenir by the area covered and pattern

described. In the following graphic summaries of the visual code of

individual souvenirs I have categorised souvenir objects and artefacts into

three discrete groups. For the benefit of the reader I have colour coded these

groups according to the colours of the spectrum. The ideal souvenirs are

coded Red-Sample, Green-Crafted, Violet-Representative. Souvenirs that are

less typical are plotted between these ideal forms and colours, and are

shown to range along the spectrum. For example, a souvenir that utilises an

endemic medium in its expressionand is of incidental craft is coded Orange

or Yellow accordingly. Where a souvenir of endemic medium becomes

more reliant on craft for its expression the colour varies toward Green.

Where a traditional craft is employed to shape a generic medium into a

souvenir artefact the colour varies from Green, through Blue, toward Violet.

Where 1 have shown two or more souvenirs in the one graph and the

expressive patterns do not obscure one another 1 have continued to shade

the areas delineated by the visual language of the souvenirs. However, when

the expressive pattems are similar and one pattern obscures the other 1 have

dispensed with the shading and shown these pattems in linear form. The

colour coding remains constant in all graphic summaries.

Furthermore, these graphs are not meant to prove that one souvenir language

is superior to another. They are provided only to show the pattem of the

individual souvenir'sexpressivelanguageand its relationship to that of other

souvenirs.

Beginningwith the ideal examples it is possible to see how the strength of

the typical Sampled souvenir rests along the 'Medium' and Invitational' axis.

The Crafted souvenir is typified by an equal spread along each axis, while

the area covered by the Representative example is dominated by the

'Relational' and 'Iconofetish' attributes. It is these pattems that 1 now want to

explore and in doing so, clearly distinguish the tone of expression that is

particular to each group.
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Sea Shell

Medium

Iconofetish ^ ^ Makers Mark

Invitational^^Relational

• Sea Shell

Figure 6.8 showing the pattern of the ideal Sample souvenir
expression.

Authored Huon pine bowl

Medium

i9l

Iconofetish Makers Mark

Invitational*^- ^Relational

• Authored Huon pine bowl

Figure 6.9 showing the pattern of the ideal Crafted souvenir
expression (Piate 44)

Generic Postcard 'Views of Tasmania'

Medium
1^

Iconofetish Makers Mark

Invitational*"^^——^Relational

• Postcard: 'Views of Tasmania'

Figure 6.10 showing the pattern of the ideal Representative
souvenir expression (Plate 45)
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In the preceding detail of the common attributes of the souvenir I have

presented ideal examples of each category. I have also pointed toward

certain souvenirs that refuse to be contained within each discrete group.

Having outlined the three ideal types of souvenir I will now examine

particular examples of souvenirs in relation to this typology to determine its

usefulness as a tool of analysis. I will compare these irregular examples

with the ideal examples using the structural criteria established above and

graphically plot their active souvenir properties. I will then apply this

structural analysis to souvenirs gathered during the course of this research.

Sampled

The Sampled souvenir is the most stable of the three categories and as

stated, is, by and large, consistent with that outlined previously by Stewart,

and what Pearce terms Naturalia.^^^ However, as with most attempts to

categorise objects, there are always some found objects that evade

categorisation. For example, while Sampled souvenirs are best summarised

as flora and faima and mineral samples, collected directly from their natural

environment, the premise for their containment in this category rests

primarily with the fact that they are endemic, collected directly by the tourist

and are unmediated by the resident culture of that environment through

craft. Such a tight definition would, however, exclude artefacts made by

people, from the Sample range and this would be erroneous. It is therefore

necessary to include fragments of human endeavour, such as the

aforementioned shards of china, glass and other such humanly produced

litter that has since been harboured and worked on by the environment, just

as one might also include ancient stone artefacts and shells Uhcitly collected

from an Aboriginal midden. The restrieting factor, in respect to this type of

Sampled souvenir, is that these irregular souvenirs of human mediation are

not in their original form, but most often are fragments that bring to mind

the objects' original form and intended utiUty. This type of souvenir is also

consistent with others from this category, in that it is not acquired through

commercial exchange. As 1 have shown, it is upon this basis that Stewart

seems to arrive at her initial classifications.^®® These souvenirs may be

situated within the schematic diagram as follows.

See Chapter 3 ^ j



380

381

Sampled Crafted Representative

Sea shell Authored Huon pine bowl Generic P/card

Pottery Shard/Stone artefact

Figure 6.11 three category axis showing variation of atypical Sample
souvenir

What needs to be understood here, is thatunderthis system of classification

an object or artefact, particularly a fragment produced for any purpose other

than as a souvenir rests to the left of the Crafted point. Furthermore, if its

collection wasachieved outside thecapitalist economic exchange system it is

plotted closer to the Sampledcategory.

In this respect it is beneficial to engage a more complex scheme and to

invoke Levi-Strauss's triangular configuration of raw-smoked-boiled.^®^

Utilising the stable seashell, the two irregular examples citedabove in fig.
6.10 and introducing a third, in the form of a midden shell, their

classification may be expressed as follows. Taking the sea shell as the

purest form of theSampled souvenir, I will locate it at oneof the base points

of the triangle, equating it to Levi-Strauss's raw state, the pottery shard and

stoneartefact at the otherbaseand themidden shellat the apex.

Stewart (1984) pp. 138-139.
C. Levi-Strauss, The Raw and the Cooked. New York: Octagon Books, 1979, uses this
triangularscheme to demonstratedegreesof culturaldevelopment. He shows how raw food is
unmediated by culture, whileboiled food is reliant uponthedevelopment of a flameproof
vessel to containthe foodand liquid. Smoked food restsin the middle, governed by the use
of fire, which Levi-Strauss sees as both natural and cultural. This scheme is more than
useful for our purposes,the triangular figuration allows the plottingof variouslyproduced
objects and the metaphor matches and describes the level of cultural intervention that has
taken place in these essentially sampled souvenirs. See also E. Leach, Levi-Strauss. London:
Fontana/Collins, 1974. 192



Midden Shell (Smoked)

Pottery shard/Stone
artefact (Boiled)

Sea Shell (Raw)

Figure 6.12 showing ideal and irregular Sample souvenirs in relation
to Levi-Strauss' diagram of cultural development

What I have shown through this diagram is the level of human intent with

regard to the object's natural or mediated state. For instance the sea shell

being naturally formed, worked by tidal action and carrying no human

history remains in a raw state. The midden shell, however, bears a human

history that is formed of unintended or incidental consequences. That is,

there is no intentional craft bound in the artefact but rather incidental human

deposition, while the pottery shard and stone artefact do carry a history of

craft and so relate to Levi-Strauss's 'boiled' category. The individual

characteristics of these souvenirs may be charted as follows:

Sea Shell Sampled Crafted Rep.

Medium Of the site,

unmediated(lO)

Makers mark None(l)

Relational Plaee(l)

Invitational Empty (10)

Iconofetish Personal (1)

Figure 6.13 showing attributes of ideal (Raw) Sampled souvenir

Midden SheU Sampled Crafted Rep.
Medium Of the site (10)

Makers mark Ineidental, unintended

mediation and broadly
collective (2)

Relational People and Plaee (3)

Invitational 3/4 open (8)

Iconofetish Personal (1)

Figure 6.14 showing attributes of irregular (Smoked) Sample souvenir
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Midden SheU

Medium: (10) This is integral to the object's function as a souvenir.

Makers mark: (2) This is incidental and not craftedas an individual object.
Relational: (3) The artefact refers to an exotic people andplace in a very

distant historical sense rather than current.

Invitational: (8) The inherent narrative is faint and further distanced from

the collector by being one of exotic otherness. However

this is reliant upon the collector, so is largely open to the

inscription of the collector's own narrative.

Iconofetish: (1) The artefact is noticonic of the siteand is likely to

be displayed in a personal setting.

Pottery Shard/
Stone Artefact

Sampled Crafted Rep.

Medium Of the site (10)

Makers mark Broadly collective but
evidently mediated at

some stage (3)

Relational People and Place (4)

Invitational 5/8 open (7)

Iconofetish Personal (1)

Figure 6.15 showing attributes of atypical (Boiled) Sample souvenir

Stone artefact or Pottery shard

Medium: (10) This is integral to the object's function as a souvenir.

Makers mark: (3)Thisis crafted butvery broadly collective andhistorically

distant.

Relational: (4) The artefactrefersto peopleand place but is

historical rather than current

Invitational: (7) The artefact invites thecollector's narrative, which is only

faintly coloured by the mediated state of the artefact.

Iconofetish: (I) The artefact is not iconograhic of the site and is likely to

be displayed in a personal setting.

In the above charts I have reflected the sliding nature of the artefact's

attributes by locating the relevant attributes midway between the Sampled

and Crafted categories. I have detailed this placement with figures

representing the degree of the attribute's presence. This is summarised in the

following graph where the area coveredby each souvenir may be contrasted

to show the variation in their souvenir expression.
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Sample Souvenir Variation

Iconofetish

Invitational

Medium
10/1

Makers mark

Relational

• Stone artefact/Pottery Shard • Midden Shell • Sea Shell

Figure 6.16 showing graphic summary of the variation found
in the expression of three types of Sample
souvenir

It can be seen here how the graphic expression of the stone artefact and

pottery shard is almost identical to that of the midden shell and how the

marginal human engagement with those artefacts impinges on their

invitationality. It is also apparent that, in relating to peopleand place, these

artefacts, framed as souvenirs, operate across a slightly different surface to

the sea shell with its solitary reference to place. But above all it is evident

how the medium of each example is the bindingfeature that situates the tone

of each souvenir's expression in theSamplecategory.

This form of collecting -Sampling- is, as I have stated, driven by scientific

inquiry. It is typified by the collectionof pressed flowers, butterflies, fossils

or gemstones, in which the scientific imperative is applied; that is, a desire to

gather and order and in so doing to come to know the site of collection. As

souvenirs, these objects appeal to children and young adults because they

cost nothing.^®^ They were also common among what might be termed early
eco-tourists who, embarking on say a protracted bushwalk, would gather

Stewart (1984) p.138,disagrees on this point and states that Representative souvenirs appeal
more to childrenbecausethey haveno life history theyneed to purchaseit. This is a very
odd statementin an otherwisesound albeit limited studyof souvenirs. Childrenare firstly
withoutthe purchasing power of mostadults, and are also in jxissession of a more naturally
inquiring mind that leads them to a primordial engagement with the site, which assists in
developing their analytical skills. More children than adults collect wild flowers and
butterflies, only some carry that habit into maturity. 195
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numerous flora samples like an amateur naturalist, just as a child might

gather a collection of shells from the beach.

In common with all souveniring, the practice of sampling is based upon a

discourse of difference. However the Sampled souvenir is found to be even

more remote from the tourist's normal mode of production, in that it is

gathered freely without recourse to the Western economic system that

govems the collection of other types of souvenir. Sampled souvenirs are

gathered by a method that is more closely related to a foraging mode of

existence, which further distinguishes the Sampled souvenir from the other

categories. This form of souveniring emphasises the historical grounding of

souvenir collecting, based on the colonial collection of samples from exotic

places and 'Other' cultures. It also raises the spectre of the colonial sampling

of other races. More germane to the mission of this project is the

contemporary tourist's engagement with foraging as a method of

souveniring. The sampling of the visited site, through the collection of sea

shells and pebbles, situates the tourist outside his or her normal mode of

production as no other form of souveniring does. As tourism is

characterised by unbridled consumption and little to no production, so this

form of souveniring offers to the tourist the consumption of objects at no

expense. It is a situation that takes no account of class or status and, as such,

is mostfaithful to the levelling character of tourism itself.^®^

Due to its unregulated nature, this method of souveniring has an erosive

effect on the environment, in that there is an impact on finite sites. As a

result of this, the management authorities of many such sites have had to

takeremedial action to protect the integrity of the site^®'̂ .

This, in itself, has placed a distance between the site and the tourist that has

been overcome in part by the camera, with its unique ability to bring things

closer and preserve the moment. This relationship between the Sampled

souvenir and the photograph is foreshadowed by Stewart, who draws our

attention to the fact that both the pressed flower collection and the

photographic image preserve the subject for later interrogation.^®^ This

suggests that some souvenirs need to be located directly between the

Sampled and the Representative categories - something that I will explore

further when I detail examples of Representative souvenirs.

See Uny (1990) pp.5-1; Shields (1991); MacCannell (1992)
See All Souvenirs are Miniatures, Chapter 5
See Stewart (1984) p.138. 196



Crafted

Crafted souvenirsare, perhaps, the most familiar of the three categories and

it is surprising that their unique attributes have not been recognised prior to

this project. The distinguishing character of these souvenirs is demonstrated

by the relationship that is developed between the tourist and the culture of

the visitedsite.These artefacts are produced by artists and craftspeople who

have, in tum, consumedthe site's history and environment and subsequently

represented it to the tourist. In their finest examples, the craftspeople have

produced artefacts that are unique to the maker's environment. They often

take the form of utilitarian goods or moribund tools of past and/or

endangered lifestylesthat refer to the visited culture's historical significance.

There are few materials other then wood that lend themselves so well to the

fabrication of crafted souvenirs than wood. In the previous sections 1 have

illustrated, through a number of examples, how wooden artefacts of non-

Westem cultures lend themselves to a commodification process that sees

them become souvenirs. 1 have also shown that, through the agency of

anthropologists, missionaries and other colonial travellers, those artefacts

are, in most instances, the first items of material culture to be appropriated

into the genuine souvenir trade.^®®

In order to cement in place this new Crafted category of souvenir, 1 will now

explore and demonstrate how this same raw material is also used for the

same purpose by Western or settler crafts people. 1 will then identify the

common activity of the Western and non-Westem, or settler and indigenous

souvenir. To do this it is necessary to first outline exactly what it is about

wood that makes it such a viable material for the production of Crafted

souvenirs.

What then, are the qualities of wood that cause its aesthetic appeal to sustain

itselffor so long?^®' Theinitial appeal of wood is to be found on its surface.
At its lustrous best, finished and oiled, wood assaults the eye with a flourish

of poetry bound in the swirl of its grain. The rhythmic pimctuation of knots.

See Chapter 3
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emotive star bursts and figurative suggestion, take the eye on a

kaleidoscopic journey of shifting form and unspoken tales. Within the grain

one can find an elaborate topographical sketch; the folding and compressed

pattem of the earth's crust; mountain ranges, ravines and fault lines. Coastal

contours and human and animal figures are also common features, detected

by the eye in the abstract flourish of the grain. In short the setting and

figures of anecdotal tales and great epics lurk within the grain for the

imagination to bring to life. View the grain on the horizontal and an

imaginary landscape is available, flip it to the vertical and the human form

may appear. There are few people tiiat have not seen mischievous or famihar

faces in the surface of a polished wood panel, just as many recognise similar

images in passing clouds. It is the judgement and skill of the craftperson

that evokes these forms for the pleasurable consumption of the tourist.

Beneath that which is conjured by the imagination there is a real and

verifiable history embedded within the grain. Wood speaks its age and place

of origin, the climates endured through its lifetime, marking drought and

flood in its growth. It may even talk of the subterranean conditions into

which, as a tree, it stabbed its roots; conditions that, like a bend set by

constant wind, are reflected in the turn of the grain and evolved growth habit.

I have shown in chapter 3 how the growth habit of the mulga lends itself to

boomerang making.^®® These growth habits arenot always formed solely by

climatic and geological conditions but are often enhanced by the symbiotic

interaction of other flora and fauna. The highly valued Black Heart

Sassafras from Tasmania is one such example, where the natural hue of the

timber is enhanced by the dark stain of specific micro-bacteria. Another

example is didgeridoo production promoted through the action of termites.

It is characteristics such as these, which refer to the place and conditions of

growth, that, in turn, establish certain timbers as unique to the visited site and

enhance their value, particularly as a marker of place.

Grain pattem and surface are without doubt the primary allure of timber

objects, but what lies beneath the surface is eqirally important. For unlike

many other materials that have been utilised in the production of souvenirs,

the form of wood is constant. If we take clay as a comparison, it is evident

that without the intervention of the human hand and imagination, clay is

simply mud. It is human intervention that gives it form. Indeed the biblical

See Chapter 2 page 29 for commentary on the Roman appreciation for rare and exotic
timbers

SeeChapter 3 page 69 198



narrative cites clay as the raw material from which the human form was

created by the hand of God. The imagination engaged with the form of trees

long before the inventionof the Christian creationmyth. Many archetypes

of Mother Nature and other early earth deities, such as the Green Man, are

extrapolatedfrom the form of a living tree, while their power is plotted on

the tree's growth structure and habit.^^®

It may be argued that the authors of the creation story opted for clay as a

metaphor because it had no specific form. The choice of wood, as the

metaphoiic substance, was unlikely because it already existed in arboreal

form, complete with the characteristics of grain, spring, hardness, growth

habits and a pre-Christian history in whichhumanform featured large. Qay,

on the other hand, required human investigation to discover and promote

many of its qualities.

Both clay and wood vary according to environmental conditions. The hue of

clay alters according to the parent rock upon which it lies, while the

sediments of ancient life forms imbue die clay with its initial character. But

these qualities are, as I have said, largely dormant until the craftperson

begins to play and explore.

Wood, too, is formed out of different environmental conditions, the obvious

manifestation being the deciduous forests of the Northern Hemisphere

temperate ranges, contrasted to the narrow leaved, coniferous forest of the

Northern Polar Regions. Tropical areas offer other arboreal qualities and the

continent of Australia has developed its own species with unique

characteristics. On a micro-scale the species of tree also vary and produce

timbers that are particular to small, unique geographic regions. I have

already lauded the unique qualities of Huon pine for example and will retum

to it shortly.

It is these differences that attracted the eye of early explorers and latterly,

havecomeunder the gazeof the tourist, as markers of place. Joseph Banks

recorded and sampled the flora and fauna of Australia long before any

investigation was undertaken into the geological structure of the Australian

continent. In short the flora and fauna of a site serve as the starting point for

the recording of difference. Such is the immediacy of that which proliferates

on the surface of the land, that difference is more readily identifiable and is

See for example E. Neumann, (1963) on Jungian archetypes in which the tree forms the



used to measure the visited site against that which is known. This is the

function of the sampled souvenir object that is sustained and enhanced by

the Crafted souvenir artefact.

For like Banks and other colonial explorers, the tourist's understanding of

the new and exotic begins with that which readily denotes difference. He or

she will seek not simply an artefact of the visited site, but one that offers a

depth of reference, that begins with the material of which the souvenir is

constituted and is enhanced by the knowledge, artistry and craft of the

resident. The minor species timber crafts of Tasmania offer just such a

depth of difference, in that objects carved of Huon pine. Sassafras, Myrtle

and Blackwood are specific to Tasmania, no matter what they are made into

under the hand of the craftperson.

Blackwood was the first of these timbers to be adopted into the manufacture

of souvenirs that relate to Tasmania. The R. Shott and Son Collection from

the Queen Victoria Museum in Launceston is a case in point.^®° Dating

from the early 1900s this collection is comprised mostly of crafted

Blackwood artefacts, including Kangaroo effigies, and other mantle piece

trinkets. (See Plate 55 p. 233) This collection shows how the proprietor of a

family umbrella-making business recognised the aesthetic qualities of

Blackwood and diversified the business into what Rhonda Hamilton records

as the earliest production of minor species timber souvenirs in Tasmania.^^'

In the Shott collection it is possible to see how animal figures and the

boomerang motif of mainland Aboriginal Australia provided the inspiration

for these early souvenirs. In this way Tasmania is marked as different

through its specific tree species, while the use of the boomerang motif

integrates it as part of greater Australia.^^^ These early souvenirs provided

the groundwork for others to follow. Today the crafts of carving and

woodtuming, producing eminently portable and durable timber souvenirs,

are common to most small towns and hamlets along the many Tasmanian

tourist tracks and in art and craft galleries that exist throughout the State.

visual representation of many primordial worlds.
See chapter 5
Hamilton (1984) p.8, tells how in 1925 some 70 different wood souvenirs were produced by
the Shott family business in Launceston, mostly from figured Blackwood, but also other
minor species timbers, including Tasmanian Tree Fern. She concludes that 'Little has been
recorded about these early practitioners and their craft and yet they should be considered the
founders of the current renaissance in the use of Tasmania's distinctive timbers.'

This is consistent with Grabum's notion of integration and differentiation as the key
functions of the souvenir. See Chapter 3 200



The range of goods produced by these decentralised artisans is as varied as

the skill and imagination that is applied to a raw chunk of wood. Some are

carved by hand, others are tumed on the lathe, some are miniature or

suitcase size, others are crate size. In many cases they demonstrate the

craftperson's desire to produce art with little concern tothe commercial

consumption of the work. An example of this is Chris Selby's Frill Neck

Lizard sculpture. (Plate 47) The subject of this sculptural piece is an

oversized frill neck lizard, carved from a single chunk of Huon pine inlaid

with ivory. In this timber statue we have present the exotic fauna of arid

Central Australia teamed with the exotic flora of the Tasmanian temperate

rainforest. Like the model Blackwood boomerang from the Shott collection,

yet on a much larger scale, this sculpture differentiates and integrates

Tasmania as a unique part of Australia.

Plate 47 Chris Sdbv, Frill Seek Lizard, 2001, Huon pine and i>or>; variable dimensions. Collection or the artist.
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Tourism is so well developed today, that artworks with high price tags, such

as Selby's Frill Neck Lizard sculpture, are often consumed by well-heeled

tourists as extravagant souvenirs. Like Tjapaltjarri's dot painting, (Plate 27)

cited in chapter five, these less portable and more expensive works of art

cannot today be discounted from the souvenir market. However, the bulk of

souvenir artefacts, hewn from Tasmanian minor species timbers, are turned

on the wood lathe and made to specifications that fit the demands of the

average tourist and his or her more modest budget and baggage allowance.

As with the early period of Aboriginal tourist art and souvenir production,

price is largely dictated by the size and quality of work, with size being the

overriding factor.^®^ In the crafted souvenirs on offer from settler

craftpeople these extremes are demonstrated by the range of small lathe-

turned vessels and animal figurines, such as the Bookmark Tasmanian

Marsupial Mouse (Plate 48) below, which offers a similar souvenir

expression to the larger frill neck lizard sculpture, but is much more portable

and reasonably priced.

Tasmanian Marsupial Mouse
Made m Tusmantafrom Huon Pine.

Plate 48 Botikmark Tusmanian Marsupial Mouse, 2001, Huon pine and leather, 18 x Icm. Private collection.

This variation in the price and size of crafted artefacts may be examined

further through a parallel study of the range of contemporary Aboriginal

souvenirs known collectively as punu, the carved and pokerworked animal

figures from Aboriginal artists and craftpeople of Central Australia. (See

Plate?)

See chapter 3 on the uniform size of bark paintings requested by missionary settlement art
dealers. 202
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Punu & Pokerwork

Among thedecorative souvenir crafts of Aboriginal people, one of the most

accessible and successful is punu.Thesesculpted animal figurines are hewn

from the soft root of the River Red Gumor Mulga and range in size and
quality.^®'̂ At their largest they stand as life-sized Perentie lizards,
immaculately carved and detailed. Many of the finest examples are collected
by State and National galleries, and are exhibited internationally at
contemporary galleries in Europe and America.^. 395

As a traditional craftpunu is of post-contact origin. This is most obvious in

the pokerworked detail burnished onto the surface by strands of hot fencing
wire introduced by colonial settlers. This method of decoration is also used

to great effectin the embellishment of traditional objects like coolamons -

wooden bowls made from the same wooden material as punu and used for

variousactivities in traditional daily life.There is a difference, however, in

the decoration burnt into the surface of coolamons, which feature designs
based on traditional stories, while thepurpose of the patterns on the punu
figurines is to describe the individual animal and is not so tightly drawn
from traditional design.^®® The hybrid development of this art form, applied
to traditional objects and punu figurines, has, in part, restricted its

appreciation within fineartcircles, as thatmarket formany years insisted on

notions of purity in Aboriginal art.^®' Other art forms to suffer from this

craft categorisation were Batik-making and Hermannsburg watercolours.

This is unfortunate and resulted in the limited study of these art forms.

SeeK. Tozer,and S. Fox, 'Maruku Arts and Crafts' in Kleinert & Neale (Eds.) (2000)
pp.640-41. also Mamku.com.au and EmabellaArts Incorporated
(http//www.wam.org/arts/emabella/emprod.htmI) 11/6/2002
Isaacs (1992) pp.46-53, records that '...the late sixtiesandearlyseventies...' was an
importantperiod of development for punu, it'.. .createdan awareness in the state and federal
funding bodies concemed with Aboriginal artandcraft, thattheHtjantjatjara and
Yankunytjatjaia communities had a unique geme ofcraftwork forexhibition andsale'. Today
punu is exhibited and soldin every major Australian city and in2000 exquisite examples of
punu from Emabella were displayed at SOFA Chicago (http//www.sofaexpo.com/)
20/11/2003, while otherexamples havefound theirwayintonational andstategalleries
Isaacs (1992) p.114, writes that punu '... arenotmere tourist souvenirs, manufactured purely
fortheir commercial usefulness... ' Butare'... delightful renditions of animals, particularly
reptiles and birdswhose everymovement andhabitare intimately understood by the
maker.. .The designs often simulate the natural markings of the animal...'
According to Isaacs (1992) p.44, 'Desert people have been making theirtraditional weapons
and utensils for thousands of years, but thetechnique of carving animal andincising them
with bumtwire decoration is much morerecent' andsuggests thatit wasa familiarity with
'the effect of redhotwire asa decorative technique through branding cattle' (while working as
stockmen) which ledto theintroduction of theartof pokerwork toAboriginal people. 203



many of which precededthe flurry of interest in Aboriginal art during the

1970s.

The introduction and development of punu and other introduced arts across

Aboriginal communities occurred initially through the agency of mission

settlements and subsequently through the travel of the Aboriginal artists and

craftspeople. While a Western structured introduction took place among

someindigenous groups, in a numberof cases the art was introduced along

the traditional tracks and structure of a nomadic lifestyle.^®® This is in

keeping with the tradition of travel and the exchange of knowledge that is

fundamental to the structure and practice of all art

Many art forms migrated with missionaries and their staff from one

settlement to another. Like most other mediums and art forms, introduced

during the middle to late colonial period, punu may be seen as an art of

assimilation, in that the motive of the missionaries was to introduce

Aboriginal people to a systemof waged labour.^®®

Thismotive, of commodification and enculturation into the capitahst system,

underpins the introduction of Aboriginal art to the Western gaze. Beneath

whatis a relatively recent history, there rests an interesting blank space, hke

a fissure, in the history of Aboriginal art between its perception in the

Western art market, as traditional art, and its absorption into the traditional

Western system of art. Neitherextension of this glaringparadox has been

thoroughly investigated to date, although there is a deal of documentation

regarding the spread of souvenirs and other introduced art forms through

the agency of mission settlements and State funded Aboriginal arts centres.

These settlements and centres include Hermannsburg, Emabella, Maruku

and other well-known centres in Central Australia. Maruku, near Uluru has

developed into one of thelargestand most successful outlets for Aboriginal

art and craft.

Isaacs (1992) p.44.
See Chapter 2 204
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Plate49 Maruku Artists,Pimufigures, undated, woodwithpokcrwork detail,variousdimensions.
{Source: Maruku Arts & CraftsJ

Similarly, the exploration and utilisation of specific Australian timbers by

settler artists and craftspeople may be viewed as a form of material

assimilation. In the recognition of the special qualities of endemic timbers,

such as Huon pine, the souvenir makerhas becomemore integrated with the

natural environment in which he or she lives. Just as many indigenous

Australians were assimilated, through art and craft, to the economic changes

brought about by colonialism, so it can be seen from the above how, in the

case of the Bookmark Tasmanian Marsupial Mouse, (Plate 48) the

producer underwrites the reference to Tasmania, that is implicit in the raw

material, by labelling his product after a member of the unique Australian

fauna. This firstly demonstrates the maker's knowledge of Australian fauna

and provides the tourist with a small sample piece of Tasmania, while

introducing themto a rare and unique creature. The fact that this identity is

not contained in the abstracted object itself is a failing in this particular

souvenirthat is overcome to some degree by the label. This shortcoming is

allayedin the case of the Frill Neck Lizard, (Plate 47) by the quality of the

work that is realistic in form, but exaggerated in scale, and is a more well-

known, familiar and visible creature to tourists.

While both the bookmark mouse and the punu figurines operate in the same

arena, referring to the exotic flora and fauna of their respective sites, there

are a number of differences that set them apart. This exists primarily in the

processes of production. The punu figures are hand carved and their form is

enhancedwith the pokerwork detail, while the bookmark mice are produced

repetitively on the wood lathe. The result of this is mice of uniform shape

with a unique surface inherent to the material that is largely lost in the scale

of the work. On the other hand, the punu figurines are of singular but
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regular form, with an approximated uniformity applied to the surface

through the pokerwork detail. The Huon pine, from which the bookmark

mice are made, is accorded greater value than the lathed form of that

souvenir. It is the Sampled attributes of the artefact that underwrite its

function as a souvenir. For the punu figurines, on the other hand, it is the

Aboriginal craft and form displayed in the artefacts that endorses their

operation as souvenirs. The souvenir attributes of these artefacts, large and

small are summarised as follows.

Chris Selby, Frill Neck Lizard, 2001 Huon pine and ivory, variable
dimensions. (Plate 47)

Medium: (10)

Framed as a souvenir, this sculpture attracts a ten rating on this axis due to

its latent presence as a large sample of Huon pine, which precedes its form.

For the collector is not only buying a majestic carving of an iconic

Australian animal but firstly a significant piece of Tasmania.

Makers mark: (7)

I have rated the expression of this artefact, along this axis at seven, on the

grounds that the artist's name is present and contributes to the work's

marketing. However it is not dominant and does not compete with, or eclipse

the appreciation of the work in its own right.

Relational: (4)

This axis gauges the flexibility of the souvenir's relational properties and

refers to place, people and place, and people and/or place. This souvenir

relates to two distinct Australian sites, the Southwest of Tasmania through

its medium and the Central Desert through its subject. The fact that the

object is mediated through carving speaks of the presence and craft of

people and is commensurate with a five rating in line with the ideal crafted

souvenir. However, the reference to two discrete sites weights the souvenir

closer to a reference of place.

Invitational: (3)

This souvenir attracts a three rating along this axis due to its directional

qualities. It directs the narrative to Southwest Tasmania, through its medium

and to the Central Australian Desert, through its form. It frames the

subsequent touristic narrative around those sites. As a decorative piece, it

does not invite physical use, which further restricts the tourist's narrative and

places the emphasis on the narrative invested by the maker. This confines
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the opportunity for the tourist to develop narrative around the work, as it

may be recognised for what it is, without much interpretation from the

collector.

Iconofetish: (10)

This work attracts a maximumten rating along this axis due to medium and

subject matter. Huon pine is an icon of Tasmanian flora and the most

sought after minor species timber, while the frill neck lizard is singularly

associated withCentral Australia. On both counts it emphatically proclaims

Australia and is recognised as such by the tourist. It therefore exists in the

public perception as a marker of Australia.

Frill Neck Lizard

Medium

Iconofetish ^ Makers Mark

Invitational ^Relational

• Frill Neck lizard

Figure 6.17 showing graphic summary of the souvenir expression of
Chris Selby's Frill Neck Lizard, 2001 Huon pine and
Ivory, variable dimensions.

Topsy Tjulita Lizard Wood with pokerwork detail, (Plate 7)

Medium: (4)

The wood from which this work is carved is a generic timber from the

Central Desert, probablyRedgum root or Malley. The type of wood varies

depending upon which part of the vast area the artist comes from. It has no

reputation for specificproperties otherthan being soft and easy to carve, so

is reliant upon the artist's interpretation. It therefore attracts a four rating that

reflects the endemicnature of the timber andalso its lack of tight specificity.

Makers mark: (7)

This rating is commensurate with that of the Frill Neck Lizard for the same

reasons. That is, the artist's name is present but not dominant.
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Relational: (6)

This souvenir attracts a rating of six on this axis, as it demonstrates a

flexibility in its inherent reference. The subject matter and, moreover, the

styleof the workspeakclearly of Aboriginal peoplein their place. That is, a

partof Australia where the tourist expects to encounter Aboriginal people, in

something approaching traditional conditions. This is not eclipsed by the

overriding double reference to place alone that is found in the Frill Neck

Lizard sculpture.

Invitational: (3)

This rating of three is largely commensurate with the above in that it

prescribes a tourist narrative, in this instance to the Central Australian Desert

and Aboriginal Australia. It is also decorative so restricts the tourist

interaction to the imaginative.

Iconofetish: (7)

The subject matter of this souvenir is recognisable, as a creature of exotic

'Otherness' as, too, is the decorative style. However, neither speaks of the

site the souvenir represents with the volume of the Frill neck lizard form or

Central Desert dot painting style. Its reference is therefore less recognisable

by the tourist and is rated accordingly.

Punu Lizard

Medium
ijF

Iconofetish ^ ^ Makers Mark

Invitational ^Relational

• Punu Lizard

Figure 6.18 showing graphic summary of the souvenir expression of
Topsy Tjulita's Lizard wood with pokerwork detail (Plate
7)
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Bookmark Tasmanian Marsupial Mouse 2001 Huon pine and leather,
18 cm X 1 cm. (Plate 48)

Medium: (8)

The mediumof this souvenir is important but augmented by its form which

refers to a rare form of theAustralianfauna and further by its utility.This

interpretation partially echpsesits operation as a sample and causes it to be

located slightly closer to the Crafted category of souvenir. However the

scaleof this artefactlimits this appreciation and suggests its main activity as

a souvenir is moreover thatof thesample andis ratedaccordingly at eight.

Makers mark: (3)

The maker's mark is collectiveand is not includedas part of the work but

only in its packaging and is therefore disposable. It does not contribute to

the marketing of the souvenir in the way the title does so in all respects

slides toward the Sampled category and is rated accordingly at three to

reflect the collective mark of production.

Relational: (7)

The relational qualities of this souvenir are flexible. It refers to a specific

place, through its medium, and people, through its craft and utility. It is, in

one instance, a piece of Huon pine. It is also an abstracted figure of a

marsupial mouse, which takes some explaining, and also a bookmark.

Togetherthesefeaturesrefer to people and place,or people and/orplace, and

so this artefact attracts a rating of seven to reflect the flexibility of the

potential narrative.

Invitational: (7)

The invitationalityof this souvenirrests strongly with the collector. Its form

is so abstracted that the tourist is invited to explain it As a result of its scale,

its medium is also difficult to distinguish and so requires a narrative. These

qualities renderthe invitationality of the souvenir between open and ajar, but

it is closed slightly by its utility as a bookmark.

Iconofetish: (4)

This rating of five is consistent with the stable crafted souvenir, in that it is

reliant upon the personal narrative of the collector to elaborate its meaning

and iconofetishistic features. That is, the souvenir does not speak for itself,

in the way the Frill neck lizard sculpture does, but requires the collector to
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complete the narrative that is invoked by the maker. This narrative

partnership, therefore, rests between the personal and domestic domain.

Bookmark Tasmanian Marsupial Mouse

Medium

Iconofetish Makers Mark

Invitational ^Relational

• Bookmark Tasmanian Marsupial Mouse

Figure 6.19 showing graphic summary of souvenir expression of
Bookmark Tasmanian Marsupial Mouse (Plate 48)

Artists unknovrn. Punu Animal Figures. Wood with pokerwork
detail, variable dimensions (Plate 49)

Medium: (3)

As with the larger punu figure the medium is specific only in that it is

endemic to the vast site of origin, but carries no particular qualities that

distinguish it from other timbers of that area. This distinguishes them from

the Bookmark Tasmanian Marsupial Mouse and causes these artefacts to

be located more toward the Representative group of souvenirs, and so attract

a rating of three.

Makers mark: (3)

It is collective in that it is an Aboriginal craft piece. It may therefore be

considered a sample of the craft of the Aboriginal people of the vast Central

Desert region. There is no personal or company name attached to this

artefact.

Relational: (7)

This rating of seven is largely commensurate with the Bookmark

Tasmanian Marsupial Mouse, with the exception of utility, but this is

replaced by the pokerwork detail of this figures. Thus the subject refers to

place alone while the pokerwork detail refers to the people of that place.
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Thesereferences may contribute to the narrative separately or together but
they are likely to taken as one.

Invitational: (5)

The invitational qualities of these souvenirs restlargely in their Aboriginal
origin and craft. The inherent narrative of these souvenirs ceases at that

point andis continued by the collector. Unlike the larger punu figure, these
smaller versions are more playful and invite use as a toy. The subsequent
narrative is therefore framed by the maker, but not directed, and so may be
understood as ajar and is rated at five.

Iconofetish (6)

Thisrating is conunensurate with the larger punu carving, but these smaller

examples are more diverse in Australia and more visible in metropolitan
souvenir outlets. They therefore follow a similar path to the ubiquitous
boomerang and have some claim to be iconic of Aboriginal Australia. They
are first sighted in the public commercial space, and so they attract some
rating as an icon but, as this is largely related to the commercial site of

display and has not transcended to other arenas, as the boomerang has, the
rating is not so high (6). Unlike the larger punu sculpture, the value of this

small artefact is not authorised by the respected institutions of the

museogalleiy system.

Small Punu Animal Figures

Iconofetish

Invitational

Medium
10/,

Makers Mark

Relational

• Small Punu Animal Figures

Figure 6.20 showing graphic summary of expression of small Punu
figures (Plate 49)
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If these four crafted souvenirs are now brought together to express

themselves graphically, the variation between each souvenir can be seen to

change according to the individual attribute values hsted above, although all

four operate in roughly the same field of expression.

Crafted Souvenir Variation: Carved Animal
Figures

Iconofetish

Medium

lOi

Makers Mark

Invitational Relational

Frill Neck Lizard

-Punu Lizard

Bookmark Tasmanian Marsupial Mouse
-Small Punu Animal Figures

Figure 6.21 showing Crafted souvenir variation of carved animal
figures

The main variation in the above graph exists in the Frill Neck Lizard

sculpture, that features a twofold iconic reference through its medium and

subject matter. It can be seen how the importance of the medium also drags

the bookmark mouse into this area, while the variable and less known

medium of the punu figures see this angle blunted. This is redressed by the

pokerwork detail that is considered a traditional Aboriginal art form, and so
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provides a meeting point through craft for these two objects. However, the

maker's mark recedes in its presencefrom the two large works to the smaller

souvenirs, which is a common, but not constant, distinction between the

souvenir and the work of art. What each artefact has in common is its

crafted nature. This is clearly defined in the above graphic in which each

artefact registers a significant rating along all axes points and in so doing

veers toward the median pattern delineated by the ideal Crafted souvenir.

Minor Species Wood Turned Vessels

The timber souvenirs featured above are, in the main, ornamental and operate

at economically diverse ends of the souvenir market. I now want to extend

this study of wooden crafted souvenirs to an examination of more functional

timber souvenirs, from the low to middle price range, and then to plot their

variationfrom the omamentalminor speciestimber souvenirs cited above.

The advantage of woodtumingrests in the speed of production and the fact

that, like the Bookmark Tasmanian Marsupial Mouse, an almost immediate

result is obtained from the smooth finish of the lathed artefact. But, as 1 have

already suggested, the design values of these crafted souvenirs stretches

beyond the producer's need to manufacture a quantity of similar goods in

order to make a dollar. It involves a sophisticated referencing system based

on the artistycraftperson's imaginative interpretation of traditionand heritage.

The multiple references to place, outlined in the examples of the Bookmark

Tasmanian Marsupial Mouse and piinu figures, is extended in the

production of artefacts that foster an association with food.

The most common souvenir objects of this kind, produced by settler

craftpeople in Tasmania, aremadefrom Huon pine and other minor species

timbers. They take the form of fruit bowls, at the middle to top end of the

market, and honey dippers and other trinkets, (Plates 50 and 51) catering to

the more modest budget. This association with food, built into their form,

capitalises on the perception of Tasmania as the clean green State and

assists in sustaining that image long after the tourist has returned home.

There is a complex mechanism of suggestion at play here that extends

beyond the fact that both artefacts are produced on the lathe.
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Plate 50 Assorted lathe-turned artefacts, undated, various dimensions.

(Source: Craft Tasmania}

Firstly, it needs to be understood that the serial production of fruit bowls or

similar vessels of the same dimensions and plane, even from the same minor

species timber, will retum a unique vessel in every instance, as far as surface

is concerned. This is due to the individual grain pattern found in the raw

blocks of wood. In this the wood turner has an advantage that our earlier

comparison - the potter - does not. But, it is in the choice of end product that

the craftperson cements layers of meaning and reference to Tasmania.

Plate 51 Mark Webb, lloncy Dippers, uudaied. Huon pine. 12 .\ 3cm. (Source: Craft Tasmania]

The above Honey Dippers (Plate 51) and other small minor species

souvenirs (Plate 50) may be assessed within this typology as follows
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Artists unknown, Assorted lathe turned artefacts, minor species
timbers, variable dimensions (Plate 50)

Medium: (8)

As with most other souvenirs of this type, its medium is its dominating

feature and, as such, it is perceived more as a sample of the exotic timber,

through its medium and by extension a sample of the site of origin, than

through its utilitarian form.

Makers mark: (3)

This is absent, but we know it had a maker, as it is crafted. From this we

may interpret a collective maker, which indicates the reduced importance of

the maker's mark. So the rating here is reduced in favour of its operation as

a sample of the exotic timber.

Relational: (5)

This souvenir refers to people and place through its utility and medium

respectively. This attracts a rating that is commensurate with the ideal

Crafted souvenir.

Invitational: (5)

This rating is also in line with the ideal Crafted souvenir, in that the narrative

is set in place by the maker and completed by the tourist.

Iconofetish: (5)

Once again this artefact attracts a five rating in line with the ideal crafted

souvenir, in that the medium is an icon of the site, while the utility of the

object sees its sphere of display in the domestic environment.

Unattributed Huon pine artefacts

Iconofetish

Invitational

Medium

lOi

Makers Mark

Relational

• Unattributed Huon pine artefacts

Figure 6.22 showing the souvenir expression of the unattributed Huon
pine artefacts 215
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Fruit and other natural foods, such as honey, have long been associated with

good health and wellbeing. The rejuvenation of both physical and

psychological health is fundamental to the historical advent of the holiday

and tourism,'̂ "® and to a large degree it is still the purpose for 'getting
away'.'̂ °' Tasmania is promoted along those lines through the power of its
scenery, the allure of a relaxing life style and its fine and natural foods.

Historically Tasmania was recognised as the 'Apple Isle', and still is, not

withstanding the decline in the apple industry during the 1960-70s. This

continuing association demonstrates how heritage can fix people and place

in time. Other examples of this museumification of cultures exist in the

presentation of Tasmania's convict past and the misguided perception of

Aboriginal people as primitive hunter/gatherers. These generalisations are

not always positive or welcome, but are an enduring and popular theme in

the framing of people and places as tourist destinations. Those reservations

aside, the association of health and well being, attributed to food products

from Tasmania, are suggested and framed by the vessel upon which fruit is

placed, making the association indelible in the eye and mind of the tourist

through this simple invitational narrative. The honey dipper, in particular,

extends this play even further, by reminding the tourist of the unique

Leatherwoodhoney, produced from the endemic Leatherwood species that

proliferates on the edge of the Tasmanian temperate rainforest. This refers

to a flavour specific to Tasmania, with all its health giving associations, that

is produced from a plant inhabiting some areas, which is itself, a major

tourist drawcard. This, in turn, is dispensed from a utensil made from the

state's most famous minor species timber. The reference structure here is

fourfold and includes; medium, place,utilityand heritage-based imagery.

In both the honey dipper and lathe-tumed, minor species, bowl examples,

the strength of reference exists through their interactivity. This interactive

component draws the consumer into the narrative that is set in train by the

maker. Unlike ornamental or photographic souvenirs that rely on the eye to

engage and stimulate the imagination into remembering the visit, the fruit

bowl and honey dipper invite the consumer to enter the narrative through

touch and use. This invitational character of the narrative may also be

applied to Aboriginal souvenirs and explains the success of the returning

type boomerang and the didgeridoo, in that they provide the tourist with an

See Shields (1991) p.73. for commentary on the establishment of British seaside resorts as
clinics. See also Urry (1990) pp.5-17, on the development of Spa towns.
Still today tourist literature engages with the idea of rest, relaxation and rejuvenation. A
survey of mosttourist literature will demonstrate this enduring theme. 216



experienceof the place and culture that extends beyond the visual. It is this

corporeal engagement \vith the artefact that deepens the experience and

authenticates the tourist's encounter. If the tourist can retum home and not

only show what he or she has gathered from their encounter with an exotic

site and culture, but can actually demonstrate the artefact's use, then the

depth of his or her experience is hkely to be perceived as deeper and more

knowing. Such artefacts provide a deeper sense of understanding, fit and

even ownership of the site - what Pearce has expressed as 'power and

knowledge'.'*®^

It is regretful that Aboriginal artefacts involved in food production,

preparation and presentation, are not viewed in the same way by tourists. I

suspect that this has much to do with the fact that tourists are from

developed Western societies and need to integrate the experience, via the

souvenir, within their own society. This may be achieved with the honey

dipper and fruit bowl, as both suggest a use with familiar foodstuffs and

thus integrate and differentiate the visited site as knowable yet unique. A

digging stick is a little more difficult to integrate on its own terms, so it

operates as a decorative souvenir instead.

The most successful Aboriginal souvenirs, such as the boomerang, spear

thrower and coolamon, are the tools of hunter/gatherers. Their appeal to

tourists attests, quite clearly, to MacCannell's suggestion, that tourists seek a

primitive and primordial engagement with the visited site and/or culture,'̂ "^

albeit an engagementthat is controlled by the tourist through various means

of retreat. This engagement is invented, deepened or sustained, in this

instance, through the collection of hunter/gatherer artefacts. This is

problematic for indigenous people the world over. It is of vast benefit in

monetary terms and assists in the preservation of heritage and traditional

ways, but, at the same time, the double edge sword of integration and

differentiation, also museumifies the people,place and culture it represents

by overlooking the diversity of the people and treating them as

unindividuated groups. Moreover, this problem of integrating Aboriginal

artefactsassociated with food highlights the absence of health and wellbeing

associated with Aboriginal people, whose diet is no longer 'natural'.

There is some use of Aboriginal wooden vessels, collectively referred to by

the European term 'Coolamons,' as fruit bowls. Many of these artefacts.

See Chapter 2page 70 2j'7



however, like many boomerangs and spear throwers, are embellished with

pokerworkand/or painted designs. Due to this they are appreciated for their

decorative rather than their utilitarian qualities.'*"'̂ This sees such artefacts

located more toward the Representative category at the expense of their

Sampledand Crafted quahties and reduces their invitationality. Below I have

contrasted the souvenir potential of the ideal Crafted example shown

through Meure's Huon pine fruit bowl (Plate 44) to Nangala's decorated

Coolamon. (Plate 5)

Mary Rose Nangala Coolamon 2000 Acrylic paint on wood with
pokerwork detail on reverse 63 x 18 cm. (Plate 5)

Medium (4)

The weight and dimensions of this artefact testify to its authentic material,

soft, light and easy to shape with rudimentary tools. All the surfaces are

decorated, the front, with a painted design typical of the Central Australian

Desert region, and the reversewith an equally typical pokerwork effect. This

excessive decoration suggests that the underlying material, probably

Redgum root, is of little importance. As a result, this artefact is situated

toward the Representative category and attracts a rating of four (4). It would

be located nearer the Representative category of souvenir if not for the dot

painted surface that may be considered a sample of the visual style of

expression peculiar to the people of the site.

Makers mark (3)

The name attached to this work refers to the painted detail only. So it may

be assumed that the coolamon itself, was collectively produced. This

suggests that the artefact may have some history of traditional use, in the

activity of food collecting, especially given its light weight and ease of fit in

the crook of the arm. The pokerwork effect, on the reverse, is without an

individual author, so may be considered to be of collective manufacture, in

accordancewith the undifferentiated mode of production, traditional to many

pre-capitalist societies.

Assuming that two out of three production processes are collective, with

only the most recent and noticeable painted detail attributed to the artist, the

maker's mark may be considered less dominant than that of the ideal

Crafted example and so attracts a rating of three (3).

MacCannell (1992) p.2.
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Relational (5)

This artefact clearly relates to people and place, given that both the form and

decorative effects are recognised as particular to the people of the Central

Australian Desert region. The rating is then identical to that of the ideal

Crafted souvenir at five (5).

Invitational (2)

The invitational attributes of this artefact are muted by the painted surface

that is not suitable for food collection or presentation. The decoration is

also, by and large, impenetrable without some understanding of Aboriginal

iconography. This artefact has transcended its use as a tool for gathering

food and now favours its surface as a canvas for the traditional dot painting

design. The invitationalityof this artefact is largely closed, almost completed

by the painter. We know from its form what it was used for and, from its

form and decoration, where it is from. The only speculation for the collector

is in the meaning of the painting. It therefore may be assessed as almost

closed, and attracts a rating of two (2).

Iconofetish (7)

The Iconofetish rating of this artefact is high, due mainly to the typical style

of the painted surface, which is supported by the pokerwork effect on the

reverse and the artefact's form. All these are associated singularly with the

Aboriginal people of the Central Australian Desert and are to be found

displayed in the public sphere. The rating of this artefact, on this axis, is

seven (7), due mainly to the public perception of the dot painting style as

typical of all Aboriginal people.

By bringing these artefacts together and expressing them graphically, it is

possible to see the variation in their language, or souvenir expression. This

variation is brought about by the decorative design on the coolamon, in

contrast to the invitationahty of the Huon pine vessel, induced by its utility.

Moreover, we can see from the graph below that the souvenir language of

the painted coolamon describes a pattern that rests somewhere between the

Crafted and Representative categories.

See for example the painted spear thrower attributed to Albert Namatjiia cited in chapter 3
Plate 8 219



Variation between Aboriginal and Settler
Crafted vessel souvenirs

Iconofetish

Invitational

Medium

10^

Makers Mark

Relational

IAuthored Huon pine bowl • Painted and Pokerwoiked Coolamon

Figure 6.23 showing variation between vessels of Aboriginal and
Settler Crafted souvenirs

There is, as may be seen from the above, much variation in the expressional

tone of woodcraft souvenirs, the extremes of which are highlighted when

food-related vessels from different cultures are compared. As a result of

this, it is necessary to scratch deeper into the surface of the exampled

authored Huon pine vessel and to contrast this ideal Crafted souvenir with

other minor species souvenirs.

These crafted souvenirs are, in Grabum's terms summarised as 'the art of

one culture produced for the consumption of another'.'*®^ The key to the

production of this type of souvenir is, firstly, that the purpose of their

production is the satisfaction of the tourist consumer and to achieve this

they must invite engagement from the tourist. While conceived and

developed by the maker, they must leave a space for the inscription of the

tourist's own narrative of fleeting experience, side by side with the intimate

narrative of place expressed by the maker. In other words, they offer a

glimpse of the site that promises to project more of the site through the

See Chapter 2 page 44 220
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tourist's appended narrative. This may be understood as an imagined

surplus value."*®®

From the above examples it can be concluded that minor species timber

souvenirs are a complex form of souvenir and that their simple form belies

their complex activity and meaning as souvenirs. Furthermore, they provide

a good example of the difficulties faced when attempting to categorise

souvenirs.

This difficulty arises from the skilled and imaginative enhancement of the

unique medium. like many other timber souvenirs, Huon pine souvenirs are

often mass produced and in that sense they can be theorised according to

Steiner's notion of seriality."*®^ But, as Steiner suggests, mass-produced

timbersouvenirs are only 'almost identical'."*®® They are, in actuality, one-

offs as no grain pattern is the same. Due to this, the tourist has the

opportunity to engage in some aestheticdiscretionand to select, say, a Huon

pine honey dipper, vessel, or some other artefact that pleases the eye with its

grain, sculptural form or both, or best testifies to the nature of its medium.

This small but significant detail is enhanced further in the case of larger

crafted wooden souvenirs, where the detail of the grain becomes more

apparent What the tourist engages with here is not so much the skill of the

maker but the aesthetic of the raw material and, in so doing, the tourist is

purchasing a Sampled souvenir. This variation, from the Crafted toward the

Sampled is more apparent at the low end of the timber souvenir market. In

the case of the small lathe-tumed Huon pine souvenir, meaning has, as I

have shown previously, been reduced to that of the Sampled souvenir, in that

it is simply a piece of Huon pine, while its unique grain pattem, form and

use is largely insignificant This shift of the Crafted souvenir toward the

Sampled category is not necessarily a fixed feature of small minor species

souvenirs, as the following example demonstrates.

See Chapter 4.
See Chapter 4 page 115
Steiner (1999) p.98. 221



o

Plate 52 Austin Penne>« Cantd Spttons, 2002, minor species timbers, various dimensions. Collection of the artist.

Austin Penney crafts a range of delicate spoons from a variety of Tasmanian

minor species timbers. Each of these elegant spoons is unique, while their

use as spoons is marginal. They are, moreover, omamental in the way that a

collection of metal teaspoons from any well known tourist site is but, as

spoons, they address that time-honoured tourist pastime of spoon collecting

and, in so doing, speak of a fetish that is well known among tourists. Here

the elegant form of each spoon is paramount and the skill of the craftsman

is a key factor in their appeal. These artefacts are not simply a piece of rare

timber but carry with them the engagement and skill of the craftsman.

Unlike the former lathe-tumed examples, these souvenirs retain a greater

degree of their Sampled attributes, in that the length and angle of the stem is

dictated by the raw piece of timber from which they are formed. This feature

might cause these spoons to be located toward the Sampled category were it

not for the carver's finessing of the stem, gouging of the bowl and, finally

the placement of his signature on the reverse of each stem. These spoons are

therefore located at the centre of the Crafted category as follows.
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Austin Penney Carved spoons, 2002 Minor species timbers, variable
dimensions, Collection of the artists. (Plate 52)

Medium; (5)

The medium is important in these souvenirs but equally so is their hand-

carved form together with the presence of the maker's mark, which balances

the importance of the medium to a degree.

Makers mark: (7)

This is present on the reverse of these artefacts and, relative to the scale of

the artefacts and hand-carved method of production, lends some degree of

dominance.

Relational: (5)

These artefacts clearly relate to people and place through their form and

medium respectively.

Invitational: (5)

This is in line with other ideal crafted souvenirs, in that the narrative is left

open by the maker and completed by the collector.

Iconofetish: (9)

These artefacts attract a high rating here, firstly through their medium and

then through theirform. The spoonform is an iconic souvenirin general

and the medium is iconic of the site. While its domain is the domestic, it is

easily recognised for what it is.

Once again, by drawing these minor species timber artefacts together and

expressing them graphically, the variation in their operation as souvenirs can

be seen. It shows how the honey dipper, as a consequence of its unknown

maker, relies more heavily on its medium and diverges from the typical

Crafted souvenir, which is represented here by the attributed Huon pine

vessel. It also shows how the carved spoons embrace a broader area of

souvenir activityas a result of their form and the increased presence, relative

to scale, of the maker's mark.
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Variation between utilitarian minor species
timber souvenirs

Iconofetish

Invitational

Medium

10/

Makers Mark

Relational

ICarvedSpoons • Authored Huon pine bowl • Unattributed Huon pine artefacts

Figure 6.24 showing variation between utilitarian minor species timber
souvenirs

For my final example from this Crafted category I want to look at a lathe-

turned wood souvenir from Far North Queensland. This artefact introduces

a further complication, in that the wood it is produced from is not endemic

to the region or, for that matter, Australia.'*®^

The mango tree was introduced to Australia's tropical region for its fruit.

Since its introduction it has escaped the plantations and may be seen in

urban and country parks, on roadsides and occasionally in wilderness areas.

The timber from this tree has no historical or natural base in the timber-

getting heritage of Far North Queensland. The timber-getting tradition in

Far North Queensland was initially based around the Cedar forests. Due to

over-cuttingand the declaration of the Daintree World Heritage Area in the

mid 1980s, this resource has become scarce. Faced with this shortage of

traditional timber, the woodcrafts people of the area were compelled to

develop a new timber source that was typical of the area and would catch the

Most of the information pertaining to this example was gained in personal conversation with
a number of timber craftsmen while canying out fieldwork in Far North Queensland. 224



eye of the tourist. The mango tree had been in Far North Queensland for

some time and the area is recognised for its production of the fruit.

Plate 53 Graham Davis. SpalieJ Manff) wood vessel, 2002,17 x 13 cm.
Private collection

In its natural state, mango wood is a dull, rather boring, timber, bereft of

character. However, subjected to a spalting process, the wood develops some

fine figurative swirls that contrast well with the dull featureless wood.

Spalting is a process that introduces a micro-organism into the log, which is

then allowed to develop, it is part of the natural process of rot and occurs in

other timbers across Australia. One, of particular note, is Black Heart

Sassafras from Tasmania. What makes spalted mango wood special is the

attempt to manage the process and to gauge the amount of spalting required

before the timber turns to mush. To do this the craftperson must know the

site of production intimately, in a way that goes beyond the gathering of

specific timber from the forest. In order to achieve the required degree of

spalting the craftperson must read and manage the environmental conditions,

estimating the right level of humidity to produce the desired effect. This

treatment of the timber, then, becomes part of the crafting process and 225



contributes to the narrative that the craftpersoninvests in the artefact. In turn,

the tourist carries this narrative away and thickens it through his or her own

narrative.

The variationof this last examplefrom the ideal Crafted example is apparent

because the medium is not indigenous. It is thus plotted in the third

category: the Representative. However, spalted mango wood is a medium

that is extracted from the environment that it represents, and this is further

underscored by the spalting process, which is a direct result of conditions

specific to the tropical environment of Far North Queensland. These

characteristics, therefore, secure souvenir artefacts produced from it within

the Crafted category, in Une with the following assessment.

Graham Davis SpaltedMango wood vessel 2002,17 x 13 cm (Plate 53)

Medium: (8)

It is difficult to plot this artefact on this axis, as, even though the medium is

perceivedas coming from the site that the vessel purports to represent, it is

not indigenous to that site. The public perceptionof the mango as belonging

to the site is enhanced because the fruit the tree yields is so typically a

product of Queensland and its climate. Climate is used to enhance the

indigenous nature of the medium and so the object attracts a high rating to

reflect this partnership.

Makers mark: (4)

This is collective and not inherent in the object but like the Bookmark

Tasmanian Marsupial mouse, appears on the label. It therefore attracts a

rating of four and is located slightly toward the Sampled category.

Relational: (6)

This artefact refers clearly to people and place through the fact that it is a

crafted artefact and so attracts a five rating. However, the addition of the

spalted pattern enhances its reference to place, in particular the climate of

that place, therefore its insistence on people and place, understood through

the local medium and traditional craft practice, is liberated somewhat in

favour of people and/or place; it may be read as a crafted artefact, or as a

representation of the place and climate of that place alone.
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Invitational: (5)

Theinvitational qualities of this souvenir are commensurate with the typical

crafted souvenir in that its mediumis broadly perceived as being of the site,

while its craftedform offers a utility withwhich the collectormay engage.

Iconofetish: (4)

This timber is not broadly recognised as an icon of the site, while the fruit

from the tree is. In its enhancement throughclimate it may have some claim,

but that is reliant upon the tourist narrative and so causes it to be located

toward the private domain and attracts a rating of four (4).

These souvenirattributes therefore cause the spalted mango wood vessel to

be located along the horizontalaxis accordingly.

Sampled Crafted Representative

Sea Shell Authored Huon pine bowl Generic Postcard

Spalted mango wood vessel

Figure 6.25 showing typical and atypical Crafted souvenirs

If we then express the language of this spalted mango wood vessel

graphically, in contrast to timber souvenirs constituted from endemic

timbers, it is possible to see the variation in their souvenir potential. In the

light of this variation and that of the earlier examples, it is clear that this

category requires some further investigation. This may be achieved firstly

by examining the production process.
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Variation between minor species timber
souvenirs and souvenirs made from

introduced timber

Iconofetish

Invitational

Medium

10,

-Carved Spoons

-Spalted Mango wood Vessel

Makers Mark

Relational

Unattributed Huon pine artefacts

Figure 6.26 showing comparison between Crafted minor species timber
souvenirs and Crafted souvenir from introduced timber

A binary division of hand-made and machine-made might break it down in

the first instance and serve to differentiate between the examples of the

lathe-tumed minor species souvenirs and Peimey's predominantly hand

made spoons, but it is of little use for the current example. As we have seen

the lathe-tumed souvenirs from Far North Queensland and Tasmania can be

distinguished according to the indigenous nature of their raw medium but,

without entering into the fraught political field of indigenaity, that would

leave the Spalted Mango wood vessel in the Representative category.

However, it is in the definition of the third category that the answer may be

discovered.
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Representative

The third discrete category of souvenir is initially separated from the

previous two according to the medium from which it is produced. Unlike the

Crafted souvenir, the Representative souvenir takes nothing from the

environment that it represents, other than image and allusion. Its physical

form is characterised by generic media.

Representative souvenirs are typified by the photographic medium and,

particularly, by such artefacts as postcards, greeting cards, and calendars.

Print-makers also engage in the production of this type of souvenir, as do

ceranucists, glassartists andmetal smiths. Likethe Crafted souvenirs of the

previous category, the success of Representative souvenirs rests upon their

perceived and recognisable association with the visited site and culture of

that site. This is most often achieved through the composition, colour

manipulation and other pictorial structures and processes associated with the

picturesque.That is, the image is manipulated to best effect a view or views

that entice the tourist. In this way such images present a pristine and ideal

image, that both comforts and attracts the tourist. Less desirable aspects

such as litter and unsightly buildings are excluded from the picture postcard

image. Unlike Crafted souvenirs, this type of souvenir is dominated by the

two-dimensional form and, because of this, they are, moreover, ornamental

rather than utilitarian in their reference. This diminishes their invitational

qualities.

One exception to the dominance of two-dimensional artefacts within this

category is the cast souvenir such as ceramic or bronze objects. These

artefactsmay weU fit within the Crafted category, in that their raw material,

or parts of thematerial, maybe derived from the environment to which they

refer. This is particularly the case with specialist clays and glazes or

techniques that may be specific to the resident culture of the site." '̂"

However,this is increasingly rare and the process of production, being cast

from a negativemould, in identical multiples, sees such objects alhed to the

photographic process. These souvenirs then fall more clearly within the

Representative category along with the stable example from this group,

shown in the graphic below.
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Generic Postcard 'Views of Tasmania'

Medium
1^

Iconofetish ^ Makers Mark

Invitational — —^Relational

• Postcard: 'Views of Tasmania'

Figure 6.27 showing souvenir expression of ideal Representative
souvenir (generic postcard 'Views of Tasmania' Plate 45)

A good example of a three-dimensional Representative souvenir is found in

Penny Smith's suite of ceramic boxes entitledAustralian Aspects, in which

the artist has combined her ceramic craft with the photographic medium.

(Plate 54) Here the artist has placed an image on the lid of each vessel that is

enhanced through the textured surface. This suite of works refers to a

number of diverse Australian landscapefeatures. As vessels they also retain

through use a strong invitational aspect, that surpasses that of the postcard.

The souvenir qualities of Smith's work may be assessed as follows.

Plate 54 Pcnn\ Smith, Austrafian Aspects: The Mountains. 2002,
slip ca.stlidded stoneware boxes,glazed inside, 1!.5 x 6 cm.
Collection of the aitLsl.

See Chapter 2 in which I have cited Impey's reference to the Roman appreciation of
Porcelain china, and Chapter 3 in which I have referred to the distinctive style of Hopi
pottery through the writing of Traugott (1999) 230



Penny Smith Australian Aspects Slip cast lidded stoneware boxes,
glazed inside, photographic decal, 6 cm x 11.5cm. (Plate 54)

Medium: (1)

Generic medium with no specific link to the site.

Makers mark: (5)

Present, but not dominant.

Relational: (7)

Its first line of reference is place in that the photographic decal and title refer

to an unpopulated Australian landscape. But the nature of the souvenir is

clearly crafted, so the artefact demonstrates a flexible reference to place,

people and/or place in that priority and attracts a rating that reflects this

flexibility.

Invitational: (5)

In its depiction of an unpeopled landscape this souvenir offers collectors the

opportunity to imaginatively place themselves in the site and so complete the

narrative invoked by the maker. In other words, the tourist may be induced

to recount a narrative to do with a solitary experience of any of the

landscapes depicted in this suite of works. It is the type of narrative that

might otherwise be attached to a sea shell or pebble and is typical of the

sampled souvenir. This is enhanced by the utility of the artefact as a vessel.

This brings in to play the tactile quahties of the artefact that are prominent iu

the relief surface of the lid. Mimicking the wind blown pattems of the desert

sand, the rocky shoreline of picturesque rivers and other environmental

textures and themes, these uniquely shaped ceramic boxes, abstracted from

Tasmania's triangular form, offer a great range of narrative beginnings. The

door in this respect is ajar, despite the lack of an endemic medium, and so

attracts a rating in line with the typical crafted souvenir.

Iconofetish: (3)

There is nothing iconographic of the site inherent in this souvenir. This is

due to its broad reference to the Australian landscape. Neither is there a

typical style of ceramic design or particular clay or glaze technique that is

recognised as distinctively Tasmanian. As a result, these ceramic boxes tend

toward the sample end of the scale and their narrative authority exists in the

fetishistic realm of the personal or private domain rather than in the public

so attracts a rating of three (3)
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If these attributes are expressed graphically, then the language of Smith's

work describes the following pattem, which shows how the strength of this

suite of souvenirs exists in the flexible referencing on the 'Relational' axis

that is typical of the Representative category of souvenirs. This fundamental

character of the Representative souvenir is also reflected in the diminished

importance of the medium.

'Australian Aspects'

Iconofetish

Invitational

Medium
10^

rMakers Mark

Relational

'Australian Aspects'

Figure 6.28 showing souvenir expression of Australian Aspects
(Plate 54)

Representations of people and/or place are emblazoned on many crafted

artefacts, which serves to enhance the power of the souvenir. A number of

artefacts from the previously cited R. Shott and Son collection were

enhanced in this way. The matchbox cover, set of candlestick holders and,

particularly, the map of Tasmania picture frame, (Plate 55) are excellent

examples. Made from Tasmanian Blackwood the matchbox cover and

candlestick holders are appended with a small silver-plated map of Tasmania

that denotes the place of origin. This amendment still occurs today but was

necessary during the period in which these souvenirs were made, as the

quality of Tasmanian minor species timbers was much less renowned then.

In many ways this amendment also imposes the souvenir function upon the

artefacts.
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Plate 55 R Shott & Son, Map of Tasmania Picture Frame
with silver plate K(H)kahurra, c. 1925, 11 x 12.5 cm.
Collection Mathevs Temenl

[Source: R. Shott and Son: Tasmanian WcHid Souvenirs.
QueenVictoria Museumand Art Gallery LauncestonTasmania1984]

The central feature of this souvenir (Plate 55) is a round photographic

image, framed in the centreof the Blackwood map of Tasmania. This image

refines the referred site from Tasmania and Tasmanian flora, evident in the

artefact's form and medium, to the specific town of Launceston in the north

of the State. Like a three-stage zoom of the camera, the invitational openness

of the narrative is graphically written into the artefact, leaving few questions

unanswered with regard to the reference of this souvenir. The only question

left to be uttered is 'what did you do there?' Today that image may be

replaced and is ostensibly there to indicate the framing function of the

souvenir. It may be removed and will probably be replaced with a selected

holiday snap. This will replace the specificity of the site with evidence of the

tourist experience of the site.

The representative enhancementof the crafted souvenir is more pronounced

in this third example from the R Shott and Son collection that highlights,

further the connection between the Crafted and Representative categories.

The silver plate amendment in this example achieves a different result to the

little maps on the matchbox cover and candlestick holders. In this instance

the primary site is already described in the overall form of the artefact and

the role of the avian motif is to indicate that Tasmania is part of Australia

through the integrative qualities of one of Australia's iconic animal symbols.

These functions of this souvenir are graphically expressed in the following

chart.



'Map of Tasmania' picture frame

Iconofetish

Invitational

Medium
10/,^

Makers Mark

Relational

n "Mapof Tasmania' picture frame

Figure 6.29 showing souvenir expression of 'Map of Tasmania' picture
frame (Plate 55)

What can be detected from this is that the primary raw material is hewn

from the site the artefact represents. This is enhanced through the skill of

the wood craftsman. This, in turn, is further amended by the addition of the

silver plated kookaburra and photograph, and they combine to create the

resounding expression of this particular souvenir.

In contrasting this souvenir from the R Shott and Son collection with

Smith's Australian Aspects, it can be seen that the patterns are similar, in that

they form a block shape reminiscent of the ideal Crafted souvenir and that

the pattern of the former covers a greater volume of space. The block is

dominated by the 'Iconofetish' and 'Invitational' axes.

The Australian Aspects souvenir is more subtle in its expression, featuring

strong 'Relational' attributes and flattening out at the 'Medium' axis, due to

its lack of an endemic material. The orientation of these patterns also

demonstrate the inflection in the expression of each souvenir with

Australian Aspects seemingly tending toward the ideal Representative

category, while the strong rating along the 'Medium' and 'Invitational' axis

demonstrates the Map ofTasmania's Sample qualities.



Comparitive souvenir expression of 'Map
of Tasmania' pictiure frame and

'Australian Aspects'

Iconofetish

Invitational

Medium
Q

Makers Mark

Relational

"Map of Tasmania'picture frame Q 'Australian Aspects'

Figure 6.30 showing variation between Map of Tasmania picture frame
(Plate 55) and Australian Aspects (Plate 54)

This nexus is further emphasised in a comparison with many of the

Aboriginal souvenirs featured in this project and I want now to consider

Mingu's Lil-lil (Plate 37 p. 159) in this light.

Mingu. Lil-lil, Redgum with pokerwork detail, 70 cm. (Plate 37)

Medium (8)

Made from local timber, the unique Lil-lil shape of this artefact retains a

high degree of authenticity, as a sample of the environment and culture it

seeks to represent. It is an example of the ancient technology of an

indigenous culture. It therefore attracts a strong rating through its medium

and style, both of which are characteristic of the people and place it seeks to

represent. Eight (8) is the highest rating a Crafted souvenir should achieve

along this axis, since to score it higher would be to discount the human

mediation of the material.

Makers mark (7)

The maker's mark is apparent and concise. It includes the artist's name, his

town of residence and his specific Aboriginal group. However, it is etched

into the narrow side of the artefactand, in that placement, may be equated to
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the signature on the reverse of the typical Crafted souvenir. But the

explicitness of the maker's mark indicatesthat it is of greater importance, so

a rating of seven (7) is accorded this artefact.

Relational (5)

The Lil-lil clearly relates to people and/or place; and, indeed, in the hunting

scene burned into the face of the club it shows people in place, even

featuring the artefact itself as if to demonstrate its use in the hunting of emu.

It therefore attracts a rating of five (5), in line with the typical crafted

souvenir.

Invitational (3)

The narrative contained in this souvenir is detailed and leirgely closed. It

features an allegorical scene that instructs the tourist in its use, while the

place of representation is also apparent So there is little that the subsequent

viewer needs to ask of the collector. This, in tum, restricts the space for the

tourist's own experiential narrative. This club therefore gravitates toward the

Representative category and attracts a rating of three (3).

Iconofetish (3)

As an Aboriginal tool this artefact is not as well-known as the boomerang,

spear thrower or coolamon. Even as a nula-nula it is obscure and unlikely to

be recognised for what it is in the public domain. In this respect it is more

likely to be of fetishistic interest and requires some explanation regarding its

authenticity. It is in the description of traditional Aboriginal ways that this

object is given its iconic value. But even here the scene is not specific to

Koori or Aboriginal people and may be read simply as 'returning from the

hunt' in any indigenous culture. This souvenir therefore attracts a rating of

three (3) to reflect the personal-private nature of the narrative.
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Lil-lil with pokerwork detail

Iconofetish,

Invitational

Medium
10/,

Makers Mark

Relational

Q Ul-lil with pokerwork detail

Figure 6.31 showing souvenir expression of Lil-lil with pokerwork
detail (Plate 37)

In this rare souvenir we have an Aboriginal weapon whose original purpose

is now largely moribund. In chapterfive I have traced the authenticity of this

Lil-lil to its site of origin through the discussion of an anthropologically

authenticartefact. (Plate 38) It can be seen, therefore, as a genuine souvenir

of that site and located in the Crafted category along the simplified

horizontal axis. (Fig 6.31) However, the pokerwork detail depicting the

Aboriginal heritage and traditional lifestyle of the maker sees the later

example positioned along the line toward the Representative category as

follows.

Sampled

Sea Shell

Crafted

Authored Huon

Pine bowl

lil-lil with pokerwork detail

Representative

Generic

P/card

Spear thrower with painted detail

Mingu. Hunting scene on Masonite

Namatjira. Painting on canvas

Figure 6.32 showing variation between Mingu's Lil-lil with pokerwork
detail, Namatjira's Spear thrower with painted detail and
Mingu's 'Hunting scene' on Masonite and any Namatjira
painting on canvas
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Similarly Namatjira's spear thrower (Plate 8) comes to rest in the identical

location as shown above. By comparing the later work of both artists-

Mingu's untitled Hunting scene on masonite (Plate 56) and any of

Namatjira's paintings on canvas - it is possible to see a development that

demonstrates how the importance of the Aboriginal tool, the spear thrower

and the Lil-lil, has given way to the artists' desire to express their culture and

environment through the pictorial medium. These works are then seen to be

positioned more fully within the Representativecategory, as shown above.

,

'M .

I

Plale 56 Mingu. IJntitU'dctimp scene. 2001. pt>kerwt>rk tni Mast)nile, 17 x 20 cm.
Private collection

From the above illustration it can be seen that the strength of the artefact, as

a souvenir, rests in the artist's full realisation of the potential of his chosen

material, in that the timber is of the site, it is mediated to an authentic form,

and is then enhanced through a pokerwork process. But while pokerwork is

a common method of decoration and illustration for Aboriginal people

across Australia, I have shown in chapter 4 that the style of illustration on

this nula-nula is particular to the Aboriginal people of Southeast Australia.

If we are to recognise the Dombrovskian style of landscape photography, as

a particular style developed around the Tasmanian landscape and therefore

locate his work away from the Representative category and towards the

Crafted, it makes sense to consider the rudimentary pokerwork images from

Mingu in the same way.
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What is detectable from the above examples is that an endemic material is

advantageous in the artefact's function as a souvenir. But, if an endemic

medium is not present, one has to consider whether the style is particular to

the site. This is apparent in Mingu's Untitled camp scene on Masonite.

(Plate 56) Here the artist has dispensed with the endemic medium and

traditional sculptural form, but has retained the typical figurative drawing

style and subject matter found in his Lil-lil. Indeed, as I have pointed out

previously, in the top leftof the image he has actually enhanced the hunting

scene with the inclusion of an iconic Aboriginal pose, made popular in

kitsch representations of Aboriginal people in the 1970s. The effect of this

is summarised in the following illustration, that reflects the importance of

the traditional medium and form in the Lil-lil and the enhancement of the

similar scene in the Masonite rendition, through the inclusion of the iconic

Aboriginal pose.

Variation between Mingu's Pokerwork
Souvenirs

Iconofetish

Invitational

Medium

8^

Makers Mark

Relational

-Lil-lil with pokerwork detail -Untitled pokerwork camp scene

Figure 6.33 showing comparative souvenir expression of Mingu's Lil-
lil with pokerwork detail and Untitled pokerwork camp
scene

It can be seen from the following graphs how both the Dombrovskis

postcard (Plate 46) and Mingu's Masonite Hunting scene trace a similar

pattern in the 'Medium', 'Makers mark', 'Invitational' and 'Iconofetish' axis,

but diverge on the 'Relational ' axis. This has to do with the reference to

place, and people and place, respectively. 239



Comparitive souvenir expression of Cradle
Mountain postcard and

Untitled pokerwork camp scene

Iconofetishi

Invitational

Medium

10/

akers Mark

Relational

-Postcard Cradle Mountain -Untitled pokerwork camp scene

Figures 6.34 showing variation between Dombrovskis Postcard Cradle
Mountain (Plate 46) and Mingu's Untitled pokerwork
camp scene (Plate 56)

The above illustrations make a comparison, firstly, between Mingu's two

works. Then the Dombrovskis postcard and Mingu's Untitled camp scene

are illustrated to demonstrate the value of attributes crucial to the Sampled

category of souvenirs and the effect they may have on the Representative

group of souvenirs. This relationship is explored further and demonstrated

ingeniously in the following postcards.

Conforming largely to the ideal Representative souvenir, the following two

postcards: Windows ofAustralia: Tasmania (PlateST) and A Little bit of the

Outback, (Plate 58) have shrewdly appropriated fundamental sample

materials within a Representative type souvenir. The first of these postcards

comes from a series titled Windows of Australia (Plate 57) and refers to

Tasmania. It consists of a small cellophane envelope that holds a collection

of tiny shell fragments and coloured pebbles. This is sandwiched between

two stiff pieces of postcard-size cardboard that serve to frame the fragments.
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The fragments are not fixed but rattle about in the transparent envelope each

time the postcard is handled. They vary in colour, from the pearl of the

shells, through to brown,purple and black rock fragments. Close inspection

reveals a myriad of natural pattems including striations and regular dots,

while some fragments boast a number of different hues and levels of

opacity. The reverse of the card bears the printed plan of a postcard.

Plalc 57 Magic Rabbit, ii'inJows of AitMralia: Tasmania. 2002,
shell fragments, stone, card and clear plastic, 10.5 x 15 cm. Private collection

The second example (Plate 58) is enlitied A Little bit of the Outback and is

formed largely in the same way as the first. The contents of the cellophane

envelope are in this case, as the label on the reverse informs us, 'Australian

desert sand, Spinifex and Iron Stone collected near Alice Springs Central

Australia.' In this example, two of the three contents are loose and shift

every time the card is handled. Only the spinifex is fixed, radiating out from

one comer in a skeletal fan pattern. The fixed nature of this component

allows the image to operate on the vertical, while the sand and iron stone

may be shifted around to form a desert plane, hilly dune with boulders, or a

number of other landscape formations. This is not possible in the first

example, which operates most successfully on the horizontal by referring to

the detritus of the beach.

The trick to both postcards rests in the use of sampled fragments, which are

objects from the site they represent These are skilfully brought together in a

photographic format and are framed as postcards. In this way the maker has

identified the objects that tourists collect as samples from the visited site and

has put them together in an invitational manner. Unlike the fixed
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photographic postcard image, the collector is able to engage in a form of

play and to adjust the contents to suit him or herself.

Plate 58 Magic Rabbit. A Little hit ofthe Outhaek, 2tM)2.
Australian desert sand, Spinifcx and Iron Stone, card and clear plastic,
12 \ 12cm. Private collection.

I now want to see how these delightful souvenirs fit within the structure

being developed, firstly along the vertical axis of souvenir attributes.

Medium (8) (6)

If we include the framing materials which, given that each example is a

postcard, then the medium is clearly mixed and is both of the site and

generic. In the first example it is not crafted but framed, while the second

example, with its single fixed component, shows a more developed state of

craft. The objects attract a rating of eight (8) and six (6) respectively.

Makers mark (3) (3)

This is present but not dominant, as each card is stamped only with the

commercial brand. The maker's mark is therefore collective and this is

reflected in the rating of three (3) for both examples.

Relational (1) (1)

Initially the contents of these cards, which are sampled objects, relate to a

personal experience and not a particular site. However, we are informed that

one is from Tasmania and the other is from the Central Australian Desert,

near Alice Springs. In this respect both postcards refer to a place that is, in

the images, unpeopled and, therefore, attract a rating of one (1).
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Invitational (3) (7)

The narrative progression of the Representative group of souvenirs is

typically closed and complete, in that they consist of a fixed image that is

clearly labelled. However, in this case the first example - Windows of

Australia: Tasmania - is somewhat light in this respect. There is no label

other than the generalised title, so the contents are simply fragments of a

Tasmanian beach that may be collected by anyone. In this lack of specificity,

the narrative content is more open and therefore invites the collector to

complete it, in the same way that the fetish object relies upon the collector

for its narrative. The content of this postcard draws much from the

fetishistic allure of pretty pebbles and sea shells, as fragments of the visited

site, which this postcard frames for the collector so that he or she may share

the experience of the site.The unfixed form of the fragments also allows the

collector to organise the image to some degree. In this respect the

invitational quality of this postcard is unusually open and attracts a rating of

three (3). The second example - A Little bit of the Outback - however, is

more complete in that it informs the viewer of the site near where it was

collected. This is achieved through the use of more site-specific materials

and the fixed nature of the spinifex sample. Through this stable component

and the specificity of the sampled materials, the maker has framed the

ensuing tourist narrative and so this postcard is rated at seven (7), in order to

reflect the fixed but pliable photographic format.

Iconofetish

In the postcard that refers to Tasmania there is no hint of an icon, it contains

nothing that could be recognised as being specifically Tasmanian. The

objects contained here are clearly fetish type objects that may be found on

many beaches around Australia and, for that matter, the world.

The underlying theme of this souvenir is a private experience of a particular

but unknown site. This renders the site of this narrative a personal one and

thus attracts a rating of two (2). This takes into account the generalised tide,

which locates the experience somewhere in Tasmania.

In the second example there is more of a sense of the iconic in the object.

Hundreds and possibly thousands of tourists carry away a phial or sachet of

the red sand that marks the Central Australian Desert as unique. This lifts

this example away from the fetish narrative, in which meaning is reliant

upon the collector, and ties it to a specific site, in the same way that the rich

colours of Dombrovskian postcards are synonymous with the Tasmanian 243



landscape. The iconofetish rating of this postcard is therefore nine (9) and

demonstrates how an iconic feature may be sampled and integrated into a

Representative souvenir.

In the illustrations below I have shown how qualities of these imaginative

postcards relate graphically to the ideal Representative souvenir exampled

through the unsigned Views ofTasmania postcard (Plate 45) and the signed

Dombrovskian postcard. (Plate 46)

Generic Postcard 'Views of Tasmania'

Medium
IQ^

Iconofetish ^ Makers Mark

Invitational^'^——^Relational

• Postcard: 'Views of Ttismania'

Figure 6.35 showing souvenir expression of generic postcard
'Views of Tasmania' (Plate 45)

Authored postcard: 'Cradle Mountain'

Iconofetish i

Invitational

Medium
lOi

Makers Mark

Relational

1Authored postcard: 'Cradle Mountain'

Figure 6.36 showing souvenir expression of Dombrovskis
postcard Cradle Mountain (Plate 46)
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Postcard: 'Windows Of Australia:
Tasmania'

Medium

Iconofetish Makers Mark

Invitational '̂̂ ^- ^Relational

• Postcard; 'Windows Of Australia: Tasmania'

Figure 6.37 showing souvenir expression of postcard
'Windows of Australia: Tasmania' (Plate 57)

Postcard: 'A Little bit of the Outback'

Medium

Iconofetish Makers Mark

Invitational^'^ ^Relational

• Postcard: 'A Little bit of the Outback'

Figure 6.38 showing souvenir expression of postcard
'A Little bit of the Outback' (Plate 58)

In summarising the patterns described in the above graphs, it can be seen,

first, how both the generic postcard. Views of Tasmania (Figure 6.34) and

the authored postcard. Cradle Mountain from Peter Dombrovskis (Figure

6.35) reveal similar patterns of expression but with altered orientation. The

pattern described by the souvenir expression of both postcards is also

similar to the sea shell example, cited as the stable Sampled souvenir,

indicating that all three artefacts offer the same potential as souvenirs but for

differing reasons. Where the sea shell's strength exists in its medium and

gives rise to the sharp angle typical of Sampled souvenirs, the same acute

angle is achieved by the Dombrovskis postcard via the 'Makers mark' axis

and in the generic postcard through its relational dexterity.
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The same expressive shape in Windows ofAustralia: Tasmania (Figure

6.37) is less well-formed but does show the value of the sampled medium.

This postcard seems to orient itself toward the 'Medium' and Invitational'

axis, at the expense of a reduced register along the 'Invitational' and

'Relational' axis, that is commensurate with the ideal Sample souvenir. The

register along the 'Makers mark' and 'Iconofetish' axis is conventionally low

in the Sampled souvenir. The presence of a moderate register along these

latter axes causes the Windows ofAustralia: Tasmania, postcard to make

some exertions toward the rounded pattern of the Crafted souvenir.

This tendency occurs to a greater degree with the second Magic Rabbit

postcard - A Little bit of the Outback. (Figure 6.38) The pattern described

by this souvenir shows that much more is going on than is possible with the

fixed image of the generic Views of Tasmania or the Dombrovskis

postcard. Like many images of Central Australia this souvenir rests its claim

on the red sand that has become so iconic of the site. However, it occurs

here in sample form, together with other fragments of the Central Australian

Desert. This gives rise to a strong register along the 'Medium' and

'Iconofetish' axes. It is, however, the invitationality of this souvenir that

provides its dominant attribute. This is typical of many Crafted souvenirs

and is a feature of the play or interactivity of the artefact. As a device

designed for communication all postcards are fundamentally invitational.

But this fundamental feature is massively enhanced through the invitation to

order the sampled components and create one's own miniature image of the

Central Australian landscape. There is also the attachment of narrative,

describing the collector's experience to a material anchor, something which

is at the heart of the souvenir's function.

From the above illustrations it can be seen how the attributes of these

fundamentally Representative souvenirs are drawn from each category. The

central medium is drawn from the Sampled group, while it is configured

through the agency of craft into an image reminiscent of a photographic

transparency. This clearly relates to Stewart's identification of the

relationship between the pressed flower and the photographic souvenir.

Furthermore, it demonstrates how some souvenirs, while fundamentally

based in one group, may be located closer to another category. This, in turn,

influences the tone of souvenir expression in the resultant artefact.
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Conclusion

Souvenirs are the objects and artefacts that tourists collect to record the

experienceof an exotic site and/or culture. The tourist has a unique way of

seeing and perceiving things. This is due to the fact that the tourist finds him

or herself in an unfamiliar place, is dislocated from his or her familiar

surroundings, is not a productive member of the visited community and,

above all, negotiates those unusual surroundings through the excessive

consumption of place. Souvenirs are the prime example of this

consumption.

Susan Stewart divides souvenirs into two groups, the Sampled and the

Representative.'*" This binary division of souvenirs is established on the

grounds that 'Sampled' souvenirs are souvenirs of individual experience that

are not available as general consumer goods.'**^ These souvenirs are

collected directly by the tourist, with no intervention or mediation by the

host culture. They, often, take the shape of sea shells or pebbles, washed

smooth by the tide, wild flowers, dried and pressed, or animal remains.

This type of souvenir collecting finds its history in those collections of

Naturalia'**^ gathered by the scientific company of early explorers and
conforms to what Pearce calls a 'systematic mode of collection', in that the

imperativewas to relate the exotic samplesto a known botanical system.

Stewart's Representative category includes 'souvenirs of exterior

sights...which most oftenare representations and are purchasable'.'**^ Here

Stewart places all other souvenirs. They are objects that may properly be

called artefacts, in that, they are produced from human mediation and

interpretation. This category embraces, on the one hand, postcards,

wilderness posters and calendars and, on the other, crafted objects, such as

Stewart's own exampleof a miniature basket'**® and other crafted souvenirs,

like clay pots, didgeridoos, boomerangs, and lathe-tumed Huon pine

trinkets. In short, Stewart's 'Representative' category includes souvenirs

made from both endemic and generic materials. It is clear, from this range of

souvenir artefacts, that there is a need to subdivide this category.

Stewart (1984)

Ibid., p. 138.
Pearce (1995) p.123.
Ibid., p.32.
Stewart (1984) p. 138.
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As a result, I have set out to establish a new Crafted category of souvenirs,

that distinguishes between those artefacts crafted from endemic materials

and those produced from generic media. This has been achieved by

recognising the deficiency in Stewart's binary division of souvenirs into two

categories, the Sample and Representative. Firstly, that her discussion fails

to recognise the relationship, based on media, that exists between artefacts

contained in her categories, and secondly, it does not address the difference

between a souvenir crafted from an endemic material and a souvenir

produced from generic medium.The new Crafted category is epitomised by

artefacts that function as 'Sampled' souvenirs, through their endemic

medium yet, at the same time, operate as Representative souvenirs because

the endemic medium is modified through craft and presented as a

purchasable commodity. The Crafted category has been established on the

basis that the production of this type of souvenir is developed from the

traditional use of endemic materials. As a result, the revised Representative

category now accounts for souvenirs made from a generic medium, such as

postcards.

However, the selection of raw materials, design and manufacture of souvenir

artefacts accounts for only one part of the process by which certain artefacts

are framed as souvenirs. It is only when the artefact is consumed by the

tourist that it functions as a souvenir. In order to fully establish the new

Crafted category I have examined how souvenirs from this group function

differently to those from the other categories.

This has been achieved by analysing the visual language of souvenirs, as

artefacts of cross-cultural exchange. The visual codes of these artefacts

contain information about the site and/or culture that they depict. The

destination is consumed by the tourist who, in tum, invests the artefact with

his or her narrative for the purpose of recording the experience of that site

and/or culture. Depending on the type of souvenir the subsequent narrative

has been shown to develop in different ways, resulting in different pattems

of expression from the three distinct groups of souvenir.
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For this to happen, the artefact in question must first attract the eye of the

tourist and ultimately act as a material anchor for the reiteration of the

tourist's experience. The souvenir must make the tourist's holiday tales

believable or, at least, enhance and sustain the experience, once the holiday

has finished. This is the prime responsibility of souvenirs that, in the

Crafied and Representative categories, occurs through the exchange of

narrative between cultures. This is initiated by the maker and advanced by

the collector.

In chapter 2,1 have examined the cross-cultural exchange of information

from an historical perspective. I have shown how the fascination with the

artefacts of exotic cultures dates back, at least, to the Roman Empire. It was

with the early modem collection of the artefacts of other cultures, by

colonial explorers, missionaries and early anthropologists, as the agents of

colonial contact, that the souveniring impulse begins to emerge. It was fully

developed during the Romantic period through the agency of the Grand

Tourist.

This period saw the display of exotic artefacts in Wunderkammer

collections. These enabled the collector to demonstrate the exotic places and

cultures that 'he' had experienced. From this I recognised a similar pattem of

display to that of the contemporary souvenir and have shown how both

collections operate to enhance, what Phillips and Steiner term, the

'knowledge, power and wealth' of the collector." '̂̂ In turn, both the

Wunderkammer and souvenir collections have been shown to operate as

material anchors for the collector's stories about exotic people and places or

holiday anecdotes.

My next move was to scmtinise the collecting motive of the anthropologist

as the proto-touiist. Here I discovered that the anthropologist and the tourist

have much in common; both spend prescribed periods of time away from

their usual environment, immerse themselves in exotic environments and

cultures, and seek to record their experiences by the collection of exotic

material goods. Moreover, it is in the collection of the art and craft of other

cultures that the habits of the tourist and anthropologist are most closely

related.

Phillips andSteiner (1999) p.3. 249



It has been pointed out in this thesis that many anthropologists disregarded

tourist art as a genuine cultural artefact, specific to the subject of their

inquiry. It was not untU 1976 that Nelson Grabum recognised the value of

tourist art as a signifier of cultural change and adaptation. In chapter 3 I

have analysed Grabum's typology of tourist art and found that, while its

scope is restricted to the tourist art of exotic indigenous cultures, it provides

an excellent typology from which to begin to assess the language of all

souvenirs.

In chapter 4 I have investigated how the language of souvenirs, as artefacts

of travel, functions. To achieve this I have examined the structure of the

fetish in the belief that souvenirs operate in much the same manner. Here I

detected five common elements. Firstly, in accordance with Freud's theory

of the fetish, and based on the Oedipus complex, souvenirs operate as a

substitute for that which is no longer available. Fetish objects, like souvenirs,

are fragments of an experience from which the whole subject of the

experience is imaginatively reconstructed.

Secondly, the projection of the whole from the fragment permits the

placation and integration of a difficult memory, such as the end of the

holiday period. The collection of souvenirs not only helps to sustain the

holiday experience, but the holiday anecdote is made more credible if it can

be anchored to a material form.

The idea that the fetish object, embodied in the souvenir, could have meaning

to anyone other than the collector presented a problem for my ensuing study

and called for a re-assessment of the narrative attached to the fetish object

and how it functions.

Conventionally the fetish object's narrative is understood as being circular

and restricted to the collector. With recourse to ethnographic collections,

notably those of 'primitive' art and artworks from the West, 1 have been able

to show that the fetishistic narrative has the capacity to develop beyond the

closed circular system in which meaning is restricted to the collector. This

has been achieved by tracking the subsequent reception of, one-time, fetish

objects and artworks, from objects of furtive and personal satisfaction, to

their current public display in the museogalleiy system.

Surplus value was the next common element that 1 dealt with. Here 1

examined Marx's ideas of the way in which value is invested in material 250



goods under the capitalist systemof production. This has to do with the way

the meaning of certain artefacts is communallyauthorised. I have shown that

the souvenir not only has the ability to conjure the entire holiday experience

and, as such, is invested with a surplus value by the tourist, but also that this

capacity is inherent in the price the tourist is prepared to pay for the

souvenir.

The final common element, shown to exist between the fetish object and

souvenir, is the serial nature of both objects. It has been found that, in order

to represent a tourist destination, the souvenir relies on 'its conformity to

"traditional" style...* '̂® I have argued that this results in a canonical range of
souvenirs. Tourists collect the same objects, by which to record their

experience of the destination. This has been found to be authorised and

sustained, in part, by the ephemeral community of tourists. Within this

thesis, this is interpreted as a communal fetish for same or similar objects,

which, in turn, supportsthenotion that the fetish objecthas meaning beyond

the furtive and deeply personal. This interpretation of the fetish is not

confined to the study of souvenirs alone, but may also be applied to the

study of museogallery collections, with respect to the altered reception of

artefacts, due to changing economic and social conditions.

The serialproductionof souvenirs is investigated, more closely, in chapter 5

where I have cited a number of examples and traced the development of

traditional style and its application to tourist art and souvenirs. Through

examples drawn from ethnographic collections of Aboriginal and Canadian

First Nations artefacts, I have shown how design and style may be adapted

from their traditional purpose and applied to the production of canonical

artefacts, made for the purpose of satisfying the tourist gaze. For instance, I

argue that the monochrome linear representation of events, traditional to the

Koori people of the Southeastern Australian mainland, has been applied,

through the pokerwork technique, to the decoration of souvenir artefacts. I

have also contended that miniaturisation and the use of introduced materials

is common in the production of 'traditional' souvenir artefacts and,

furthermore, that this affects the language of those souvenirs.

In the final chapter I have examined the language of indigenous and settler

souvenirs. I take into account in following: the anthropologist's priority for

the object/artefact to represent the culture of the site; the need for the

Steiner (1999) p.96. 251



object/artefact, housed in the Wunderkammer collection, to testify to the

collector's 'knowledge, powerand wealth','̂ '̂ and the activity of the fetish

embodied in such object/artefacts. I have been able to establish a typology

of souvenirs, through which the expression of all souvenirs may be

assessed.

The language of souvenirs was found to be comprised of five main

components. They are: a) Medium, b) Makers mark, c) Relational, d)

Invitational and e) Iconofetish. Each of these narrative components is

present, to some degree, in the expression of all souvenirs. By assessing the

degree to which each narrative component exists in individual souvenirs 1

have been able to map the expressive pattems of numerous souvenir objects

and artefacts. This has resulted in three distinct pattems of expression,

specific to the three groups of souvenir, which, in tum, has enabled me to

identify three discrete categories of souvenir as the Sampled, Crafted and

Representative.

In the development of this typology I have, in Chapter 6, analysed a

considerable number of souvenirs and other artefacts and objects. 1 have

shown how their expression may be read as a type of language. Like

language, most if not all of the examples I have cited have developed

organically from the heritage of the people and place that the artefacts have

come to represent. Aboriginal artefacts, such as the coolamon, nula-nulas,

shields and the boomerangs have come to be understood as symbolic of the

Aboriginal people's long engagement with the Australian continent.

Likewise, the Dombrovskian school of landscape photography developed

out of a sensitivity toward the Tasmanian environment that emerged in the

nineteen seventies and matured with the world-wide campaign to save the

Franklin River during the early nineteen eighties. The same may be said of

other souvenirs, such as Tasmanian woodcrafts and similar artefacts cited in

this project, including those from the First Nations of the Canadian West

Coast.

Some, like the boomerang, are steeped in thousand year traditions, others,

such as the Dombrovskian style of landscape photography, are less

entrenched but equally symbolic of the social system and culture of the

Phillips and Steiner (1999) p.3. 252



period and place that produced the artefacts. The function of these artefacts,

framed as souvenirs, is in a way to carry the spirit of that period into the

future and, in that activity, souvenirs are, as Stewart claims, liistorical

objects' that look backward and museumify the people and places they

represent. They are ghosts with the substance or the body of the past.

From my initial qualification of the Crafted category it can be seen that the

medium, from which the souvenir is constituted, is the primary criterion of

this group of souvenirs. This is recognised in the assessment of the medium

from which the souvenir is produced and plotted along the Medium axis.

The emphasis of this axis favours Stewart's Sampled group of souvenirs, as

the object is completely reliant upon its natural medium and form to mark

the site. To that end, I have allocated a numeric value of ten (10) to a

souvenir whose expression is generated solely from its raw material in its

natural form. In contrast, the souvenir made from a generic medium is

situated at the other end of the scale, while a souvenir crafted from an

endemic material is plotted in the middle of the scale.

This criterion is also accounted for when considering the mediation of the

souvenir's raw material, its interpretation and manipulation under the hand of

the artist/craftperson. The capacity of the selected raw material, to represent

the site and/or culture, is tested by the creative pressure applied by the maker

and plotted along the Makers mark axis.

When the substance of the souvenir is strong in its narrative, the form

delineated by the maker is less important. However, an enticing form,

articulated from a robust substance, has been shown to produce a souvenir

of enhanced narrative qualities, bearing significant invitational features. This

may be extended further when utility and play are among those qualities.

Through play, meaning and understanding are enhanced and made easier to

appreciate; they are brought closer to the viewer and their function more

easily understood and integrated. It is the meaning of the artefact, the quality

of what is brought to mind, its function as a mnemonic device, that is cmcial

to the activity of any object/artefact as a souvenir. This interactive capacity of

the souvenir is plotted along the Invitational axis.

I have shown, in chapter 3, how the souvenir's meaning is understood

according to the priorities of the ethnographic artefact. Both artefacts share

Stewart (1984) p.135. 253



the same traditional base and are interpreted by both the anthropologist and

tourist as being representative of the site and/or culture from which they

were collected.

Meaning is bound up in narrative and within the structures of this typology

it is discussed first as inherent meaning; what or whom the artefact relates to

through its substance and form. In the first instance a simple narrative is

gleaned from the raw material. In the case of the Huon pine artefacts

examined in this project, the raw material is specific to the site. Like the

'Sampled' souvenir or the exotic flora and fauna collected by early explorers,

this robust medium alone is enough to bear testament to the collector's

experience of the site.

A more complex critique comes with a study of the status of that meaning

and how it is propelled or sustained. Most souvenirs are bom out of

heritage, growing and mutating organically through human interpretation

and imagination initiated by contact with other cultures and systems of

visual communication. Over time the successful souvenir comes to be taken

as the immutable symbol of the culture and place of its origin. This has been

shown to restrict or confine the imaginative interpretation of the souvenir

makers to a canonical range of souvenirs. While offering some economic

freedom, the successful souvenir has been found to place some hard and

fast mles regarding the type of artefact that is understood to represent any

specific site and culture.

These are the iconic souvenirs, authorised, as much by tourism, as by the

culture that produces them. They have developed from the strange things,

collected by early explorers and travellers, whose meatiing and purpose was

known only to the collector and so took on a fetishistic character, that

character has since expanded to become, in many cases, the symbols of

peoples, states and nations.

By bringing these narrative components together and expressing them in

graphic form, it can be seen that the resultant patterns describe three basic

expressions, incumbent in each souvenir category. The resultant pattems

give a clear indication of the capacity of any object/artefact to represent place

and/or culture. As an analytical tool this typology is concerned with the way

art and other objects function between cultures. It is flexible enough to

assess the material culture and souvenirs of all cultures that come under the

gaze of the tourist. It achieves this by identifying the key narrative 254



components of the souvenired object, as set out in chapter 6 of this thesis.

By assessing the volume of those features it is possible to discover the

souvenir potential of aU artefacts and objects.

Furthermore, it is at the five key narrative points that the strengths and

weaknesses, the efficiency of the object/artefact framed as a souvenir, are

described, debated and assessed.

With the increasing development and formalisation of many tourist

destinations, this typology provides a useful framework that illustrates the

necessary features of the souvenir. It shows how one narrative component

may be enhanced by another through craft, and it should be consulted by

those engaged in the development, production and evaluation of objects,

artefacts and works of art as souvenirs. This would help to achieve the best

design practice, such as the suite of souvenirs cited in the final section of

this thesis.
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Afterword

At the beginning of the 2r' century new undiscovered sites are rare and

those that do emerge are quickly incorporated into a well-organised and

highly developed tourist industry as commodified destinations. Equally so

many souvenirs are now less organic in their development and tend to be

created rather like corporate logos. This has the effect of giving the site high

visibility in a very competitive environment and tends to be at the expense of

especially site specific souvenir production. Taking account of the preceding

typology I want to conclude this project by providing a critique of a suite of

logoistic souvenirs, devised, developed and launched as this project was

being researched and written.

Island Editions 2003

In 2001, the State Government of Tasmania fulfilled an election pledge and

produced the first of an ongoing bi-annual international arts festival. It went

by the name of Ten Days on the Island. In 2003 the festival expanded and,

among other events and programs, it included a competition run during the

lead-up to the festival for a suite of souvenirs to be produced by local

artisans. There was a cash prize for the winner and the work of the ten

finalists was marketed through selected and reputable outlets that dealt with

arts and crafts and attracted tourists.

The criteria for the competition was that the work:

* Must be a new product
* Exhibit high quality design and craftwork and/or production qualities
* Be compact, light and portable
* Include a realistic and achievable production plan that illustrates how you will supply

market demand.

* Be of an affordable nature for the tourist market Limited editions will be

accepted." '̂

From the above criteria it is possible to see how portability is an enduring

design factor in the production of souvenirs and that this is tied closely to

affordability. The quality of the product is also important as, too, is the

ability to produce a uniform run that maintains the qucdity of the product.

Many of these criteria may be recognised from the instructions given to

Aboriginal artists/craftpeople by missionaries during the early period of

Aboriginal arts and crafts promotion and marketing in the nineteen sixties,

particularly the need for portability and uniform production. The insistence

Island Editions News story ArtsCt vvork(http://ai1satwork.com.au/news/2(XB-03-

27_IslandEditions.htm) 21/6/2003 256



on uniform production is the most tell-tale indicator of the forced

commercial nature of this suite of works as it, together with the quality of

work, is normally established through the organic development of the

artefact.

Plate 59 \Mlbur WUkin&on. OuMtmeni Tubes, special veneers and brass. (Souiec h/andf^iiom. aitsiSiwoil]

To all intents and purposes the ten finalists have achieved each of the criteria

to some degree or other. The winning entrant Document Tube from Wilbur

Wilkinson is not only portable but implies its portability in its utility. In this

respect it is highly invitational and comes complete with a display mount.

This souvenir measures about 30cm in length and is of insignificant weight

so will fit comfortably into a suitcase or backpack.

It is in the surface of this souvenir that both its main strength and weakness

is found. Fabricated from 'special veneers and brass' the main attraction of

these tubes rests with the minor species veneers developed from timbers

endemic to Tasmania. In this astute and, indeed, economic use of minor

species timber Wilkinson is able to extend the individual features of the

grain pattem and figuration of the Blackheart Sassafras featured in plate 59.

In economic terms this is highly desirable and points to an economic

weakness in other timber souvenirs from this suite of artefacts.

Latham's Big Pegs, (Plate 60) for instance, are crafted from solid Huon

pine. As with Wilkinson's Document Tubes they are portable, invite a high

degree of play, and, because they are made from solid timber, they are more

robust. The grain pattem makes them equally as attractive to the eye and in

most cases they feature the characteristic bird's-eye markings of Huon pine.
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But the solid timber from which these pegs are formed has the capacity to

produce many thin layers of veneer, that might otherwise have been utilised

in the production of a number of document tubes. However, not all of

Wilkinson's Document Tubes are as attractive as the example featured here.

The examples I handled were of a dull uninspiring grain and lacked the

figurative swirls and visual excitement of the tube feature to the fore of the

above image.

Plate 6(1 Brad Latham, Bi}* Peg, 20(13, Huon pine and slaintess steel.
|Source: Island Editions arista Hork.com.au|

The problem here is that while trying to extend the attractive quality of the

timber's surface a number of almost identical versions may be obtained but

the attractive quality of one group sets the standard that is not always met by

later batches. This reliance upon the quality of the veneer points clearly to

the sampled nature of the artefact as its primary attraction and selling point.

There is also a lack of information regarding the sampled nature of the

veneer, which would greatly enhance the appeal of the souvenir and provide

some knowledge and understanding of Tasmania. This criticism may also

be levelled at other minor species timber souvenirs within this collection

such as Alan Livermore's Fruit and Nuts Centrepiece Bowl. (Plate 61)

Hewn from a single piece of Blackwood this work engages with the

traditional minor species souvenir timber developed by R Shott and Son in
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the first quarter of the twentieth centuryIt is also a variant of the typical

lathe-worked souvenir fruit bowl, which is simple in design, robust, practical

and invitational. Its surface, like Latham's Big Pegs, is always unique while

its utility is a little more regular and obvious than both the preceding works.

Plale 61 Alan Livermore, Fruit and Sut Centrepiece Bowl,
2(M>3, Black»ood. |S«>urce: Island Editions arts'a hork.com.au|

James Vaughan's Salad Servers (Plate 62) complete the contingent of minor

species timber souvenirs in this collection. They are of a tidy and compact

design, and pleasant to use. There is just enough surface to display the grain

pattern of the King Billy pine which, like the other timber souvenirs, is

documented in the label. These qualities work well together, the King Billy

pine with its well defined figurative swirls suggests the lines on the palm of

one's hand, while the anthropomorphic notion is extended through the clever

design that mimics the fingers of the hand engaged in a scooping action.

See page 200 259



Plate 62 James Vaugham SaiadSeryers, 2603, King Btlh pine.
|Source: Island Ediltons arts''aHork.com.au|

These minor species timber souvenirs make up four of the ten finalists and

are the only works to utilise media endemic to Tasmania which, as I have

shown in the preceding typology, provides a huge advantage in the design

and production of souvenirs. Other work within this exhibition makes

reference to Tasmania through imagery and motif. Neicy Brown's Dream

On... Sleeping Bag Liner (Plate 63) draws its inspiration and appeal from

the thought-to-be extinct Thylacine or Tasmanian Tiger.

Plate 63 Nieey Bnmn, Dream On...Sleeping Bag Liner, 2003,
band dyed pure silk and applique.
jSource: Island Edilions arts(aHork.com.au|
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Here the distinctive markings of the Thylacine are defined with applique,

stitched onto a 'unique hand dyed pure silk sleeping bag liner.The

exertions made to the 'handmade' nature of this product are as typical of

many souvenir products as minor species timber trinkets and Dombrovskian

landscape images are of Tasmania, but the problem in this instance rests in

the fact that the 'handmade' characteristic is not evident in the end product.

However, the advantage with this work rests in its portability and the generic

material from which it is crafted while its overall strength is the invitational

nature of its design that, in a way, invites the user to play at being a sleeping

tiger.

Plate 64 Phillip Kuravita, Freycinet Tree, 2003, phtrtographic print.
ISouree: Island Editions artsra Hork.coin.au|

The Dombrovskian wilderness aesthetic of the nineteen eighties is

represented in this exhibition through a limited edition photographic print,

Freycinet Tree from Phillip Kuravita. (Plate 64) Featuring a solitary tree on

a small East Coast islet the structure of this image blends the delicate

simplicity of Japanese landscape composition with Tasmanian

environmental sensitivities. Outlined against the open sea and sky a

vulnerable tree, bonsai-like in form, its twisting leggy trunk breaking the line

of the horizon, is contrasted against a bronze backdrop cast by a low sun.

The mood of this image is one of solitary contemplation, conunensurate

Island Editions News story Arts@work(http://aitsatwork.com.aii/news/2003-rB-
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with the appeal of relaxed bush walking, and inspiring views associated with

the East Coast of Tasmania.

As a mounted and framed print the portability of this souvenir is not as

strong as the timber works and requires a little more care in handling, while

it is also singularly decorative. Its strengths reside in its in situ

documentation that leave the viewer in no doubt about what it is and what it

represents.

t/5

D

Plate 65 Warren William Walker! Island 2003,
polished aluminium cover, spiral wire binding and acid free black card.
(Source: Island Editions arts/^awork.com.au|

This strength is also discovered in Warren William Walker's, Island

Reflections Photo Album, (Plate 65) on the front cover of which the maker

has produced the cutaway shape of the map of Tasmania similar to that of

the Blackwood picture frame from the R. Shott and Son Collection. (Plate

55) This reference is made specific to the experience of the festival through

the inclusion of a cutaway text reading '10 Days'. It is with the cutaway

cover that the souvenir reference of this work finishes.

The last of the three pictorial souvenirs in this collection is a CD Rom

Screensaver entitled Images from the Cradle by Nigel Lazenby. (Plate 66)

Featuring many images from Cradle Mountain this work, like Kuravita's

27_IslandEditions.htm). 21/6/2003



photographic print, refers to another Tasmanian tourist icon and is a suitable

vehicle for the promotion of Lazenby's worthy paintings. Also, like

Kuravita's photographic work, this work demonstrates the Representative

souvenir's reliance on iconic imagery.

PUle 66 Nigel Lazenb>, Imagesfrtm the Cradle, 2003, a cd-ron screensaver
{Source: Island Ediliom art.s(a HGrk.coiii.au|

The final two works in this exhibition are made from clay. They are

vulnerable in regard to portability and require much more care in packing

and handling. But, as I have shown with the Australian Aspects suite of

vessels, (Plate 54) ceramicists may, under the right handling and selection of

subject matter, produce artefacts invested with a sound souvenir expression

that act convincingly within that market. Yulia Szalay's Tassie Beauts

demonstrate the importance of selecting the right subject matter.

Plate 67 Yulia S/.ala> Tassie Beauts, 2003
A kids size pair of porcdain slipcast "Blundstone ** boots, with Blue gum relief.
{Source: Island Editions arts(a work.com.au{

These slipcast Blundstone boot models offer the tourist a model of, perhaps,

Tasmania's only fashion icon. Designed and made in Tasmania the

Blundstone boot is the footwear of choice of many workers and has become

as synonymous with the image of the Australian worker as thongs are to the

Australian beach goer. Szalay has enhanced this Australianness with the
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inclusion of a gum leaf motif in relief and overcome the problem of

portability by reducing the size to that of a child.

Plate 68 Hermie Cornelis.se, Fabulous Lane Cup, 2003,
Porcelaineous clay, glaze and oxides.
jSource: Islaiul Editions arts(a wQrk.com.au|

The most obscure selection in this suite of souvenirs is Hermie Comelisse -

Fabulous Latte Cup. In the artist's own words the cups 'celebrate our vibrant

cafeculture'̂ '̂* (which any mainland or international visitor may find a bit
sparse). These attractive cups lack any souvenir expression. This is not a

criticism of the work as it stands but more a criticism of the work's souvenir

expression and function, in that there is neither an endemic medium,

Tasmanian motif or imagery within the work. The inclusion of this vessel

within this suite of artefacts only serves to demonstrate how the

artist/craftperson is hamstrung by what is authorised and expected by the

tourist. In the case of Tasmania viable souvenirs must in some way

reference landscape, wildemess and natural heritage.

The tourist's image of Tasmania is framed and limited by the success of

souvenirs that reference the natural environment of the state. This is the case

with nine out of ten souvenirs from this exhibition that reference the

landscape and environment, either through medium, in the case of Big Peg,

Fruit and Nuts Centrepiece Bowl, Document Tubes and Salad Servers, or

motif in Island Reflections, Tassie Beauts and Dream On... Sleeping Bag

Liner or image in Imagesfrom the Cradle and Freycinet Tree.

D L Hume 2003, Tasmanian School of Art, University of Tasmania
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Web Resources

ABORIGINAL ART AND CULTURE CENTRE
http://aboriginalart.com.au/

American Anthropology Association
http://www.aaanet.org/

Ashmoleon Museum
http://www.ashmol.ox.ac.uk/ash/faqs/qOOS/

Association for Canadian Studies in Australia
http://www.iccs-ciec.ca/info/assoc/e-anz.html

Australian Aboriginal Art
http://www.ozebiz.com.au/dreamings/

Centre for Cross Cultural Research
http://www.anu.edu.au/culture/

Centre for Regional Tourism Research
http://crtr.crctourism.com.au/crtr.htm

Cooperative Research Centre for Sustainable Tourism
http://www.crctourism.com.au/

Daintree Timber Galleiy
http://www.daintreetimbergallery.com/index.htm

Tasmanian Department of Primary Industry Water and
Environment

http:/www.dpiwe.tas.gov.au/inter.nsf/WebPages/Attachments/SJ
QN-5KB7NA/$FILE/HUQNPlNEpdf

Desart

http://www.desart.com.au/contents.html
ECOTOURISM EXPLORER

http://www.ecotourism.org/
&nabella Arts Incorporated

http://www.waru.org/arts/emabella/index.html
INDIAN ARTS AND CRAFTS ASSOCIATION

http://www.iaca.com/update/frames2.htm
Italy on the Grand Tour (Getty Exhibition)

http://www.gettv.edu/art/exhibitions/grand tour/overview.html
Maruku

www.maruku.com.au

Museum of Anthropology at U.B.C
http://www.moa.ubc.ca/menu.html

Object::: Australicui Centre for Craft...
http://www.obiect.com.au/html/current exhibits.html

Social and Cultural Anthropology
http://www2.lib.udel.edu/subj/anth/soccult/intemet.htm

South Australian Museum
http://www.samuseum.sa.gov.au/tindale/index.html

Tasmanian Wood Design Collection
http://www.twdc.org.au/twdc/

The Australian Museum of Aboriginal Heritage
http://www.amonline.net.au/ahu/index.htm

The Bemdt Museum of Anthropology
http://www.bemdt.uwa.edu.au/

Visual Anthropology Resource
http;//etext.lib.virginia.edu/VAR/fr-links.html

What is Wunderkammer
http://www.nscad.ns.ca/brsite/wcab/whatis.html
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