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Abstract 

This study is concerned with the collection of historic and contemporary Oceanic art forms 

by private collectors in New Zealand. Exploration into a recent increase in both market 

promotion and private collectors incorporating Oceanic art forms into their contemporary 

fine art collections is analysed in this research. The study sits within a body of international 

research into motivations behind collector behaviour and the relationship between art and 

artefact, yet also exists within the specific local context of New Zealand as a post colonial 

settler society. 

The objective of the study is to use qualitative methodology to interview a small sample of 

five case study collectors. These collectors can be positioned in an art/artefact continuum. 

One dealer, identified by three of the case study collectors, was interviewed to examine the 

complex relationship between dealer and private collectors of Oceanic art. Two aspects are 

explored; the recent growth of Oceanic art forms in private contemporary New Zealand 

fine art collections and the increasing market promotion of cultural artefacts as fine art 

works. 

The study concludes that there has been an increasing interest by collectors of 

contemporary New Zealand fine art to incorporate Oceanic historic and contemporary art 

forms into their fine art collections. The study also identified the emergence of a new type 

of dealer who operates in an urban context to promote both historic and contemporary 

Oceanic art forms within a fine art gallery environment. The dealer articulates a ' narrative 

of identity' symptomatic of settler primitivism since colonial settlement in New Zealand. 

She uses Oceanic art within the context of a fine art collection not only to facilitate the 

collectors' examination of individual identity but also to negotiate a sense of place within a 

dynamic post-colonial multicultural environment. 



111 

Acknowledgments 

I wish to thank David Butts, Director of Museum Studies and Dr Janet Davidson, Curator 

of Pacific collections, Museum of New Zealand Te Papa Tongarewa, for supervising this 

research project. 

To my interview subjects I owe an enormous debt of gratitude. I would like to thank them 

for their generosity and willingness to participate in this research. Without their help this 

study would not have been undertaken. 

Many thanks to the many staff from the Auckland Museum and Museum of New Zealand 

Te Papa Tongarewa who assisted me by providing relevant information and personal 

insight. I would like to acknowledge the generous and intelligent support provided by the 

staff of the Te Papa Library Te Aka Matua and in particular to the late Moira Long, 

Christine Kiddey and Nicola Woodhouse. 

To the staff of Auckland and Wellington auction houses and dealer galleries for giving 

their time to me and sharing their insight and personal knowledge of the collecting market 

place. Thanks also to the staff of the Oral History Archive and to Jenny Gallagher for their 

guidance and assistance that facilitated my undertaking the subject interviews, which were 

a critical part of the research. 

I would like to acknowledge my employer, Museum of New Zealand Te Papa Tongarewa, 

for the support they provided that allowed me to undertake the study while continuing to 

work full-time. 

Finally I would like to thank my husband Ken Davis for his support, tolerance and advice 

over the duration of this research. I dedicate this work to my baby daughter Patience who 

was born on 8 June 2001 in the midst of this study. 



lV 

Table of Contents 

1. Introduction . . . . . . .. . . . . . . . . .. . . . . . . . . . .. . . . . .. . . .... . .. . .. . . . . ... . . . ... . . . . . .. 1 

2. Understanding Collecting ... . .. . . . .. . . . . .. . .. . ... . . . . . . .. . . . . .. . ..... . . . .... 7 

Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 7 

History of the Primitive . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . 8 

The Nature of Collecting . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 11 

The Politics of Collecting . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 21 

The Tribal Art Market . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 30 

Post Modem Settler Societies: New Zealand Perspectives . . . . . . . . . . 33 

3. Research Methods . . . .. . . . . . .. . .. .. . .. . .. . . . . . . . . .. . .. . . . . . . . .. . . . . .. . . . .. . . . . 44 

Research Focus . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 44 

Qualitative Approach . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ... 45 

Initial Scoping Exercise . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 46 

Research Participants . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4 7 

Informed Consent.. .. .. .... . .. . .. ..... .... . ... .. .... .. .. ... . . . . ... . . . .. ... 50 

Questions . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 51 

Interviews . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 51 

Collation and Analysis of Data . .......... .. . .... .. .. . ...... .. .... . .. .... 53 

Limitations of Research . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 54 

4. The Collectors .. . . . . .. . .. . .. . . .. .. . . .. .. . . .. . .. .. . . . . .. . .. . .. .. . . . .. .. . . . . . . ... 55 

Collector A . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ... 56 

Collector B . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 61 

Collectors C . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 69 

Collector D . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 80 

Collector E . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 90 

Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 97 



v 

5. The Art Market Place: A Case Study . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . 99 

The Market Players . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 99 

Market Scope in Auckland and Wellington . . . . . . . . . . . . . . . . . . . . . . . . . . . . 102 

Case Study: Dealer A . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 114 

6. Creating Ethnicities . . . .. . . . . . . . .. . .. . . . . .. . ... . . .. . . . . . . . . . . . . . . . . .... ... . . .. 130 

Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 130 

Understanding Collectors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 131 

The Construction ofldentity . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13 7 

Notions of the Pacific . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . .. .. . . . .. .. . 141 

Market Relationships . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ... 144 

7. Conclusion ......... ... ..... ......................... ......... .................. 155 

6. Bibliography ......... .............................. ......... ..... .......... ... 163 

Published Sources . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 163 

Unpublished Sources . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 166 

7. Appendix ........... . ..................................................... .. 167 

Collector Questions . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 167 

Dealer Questions . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . .. 170 

List of Figures I Tables 

Figure 1 Art - Artefact Continuum . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 48 

Table 1 Characteristics of Collectors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . 98 

Figure 2 Market Network . ....... .... . ... ... .. .. .. . ........... ... ... . .... . ..... .... 101 


