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FOREWORD
Museums are a part of a liberal education. They enrich every
aspect of life, illuminate learning, illustrate the diversity of the human
mind and spirit, and teach wonderfully, joyously, and sometimes con
troversially. They give form and substance to ideas, processes, and
relationships.
W ith the publication of this volume, Beloit College celebrates
the renovation and expansion of its Logan Museum of Anthropology
and the planned restoration of the Wright Museum of Art. This cen
tennial year of Beloit's museums inaugurates a new era of educational
excellence at the College. Treasures ofBeloit College offers testament to
the Logan and Wright museums' dedication to creativity, exploration,
inquiry, and analysis, hallmarks of liberal education and of Beloit
College.
Welcome to our Museums Centennial. We hope you will enjoy
our distinguished collections again and again, in this volume and at
the museums of Beloit College.
VICTOR E. FERRALL JR.
PRESIDENT, BELOIT COLLEGE

rv\NEWAKA TSUKURU, second genewtion (Japanese; 1613-1677)

Offering sword and scabbard; 1640 (restored 1992)
Steel, brass, leather, deerskin, wood (44.456)
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100

COLLECTION HIGHLIGHTS

Henry Moy
Director of Museums

ToKen Hozon Kai in Tokyo and returned to Beloit thereafter. Today,
the sword enjoys "masterpiece" status in the museum collections of
Beloit College, and the lessons learned by everyone involved, includ
ing students, staff members, donors, and restorers, have enduring
value.

In 1944, Beloit College received the gift of a Japanese sword (No.
1, opposite). Collected at the turn of the century, it had been labeled
as a "field sword," and it carried this misidentification for decades.

from every inhabited continent on earth held in the collections of

The sword languished in the storage rooms of the College museums

Beloit College's Logan Museum of Anthropology and Wright Mu

until-through the initiatives of students who recognized its probable

seum of Art. For a century, through programs of research, preserva

importance-its status was changed.

tion, curation, and display, these collections have been made available

Several Beloit students, working a few years ago with museum
curators and collectors, researched the history of the piece. They
learned that it was an important 17th Century commemorative
sword, created by a Japanese master of the blade-making art for offer
ing to the imperial shrine at Ise. Most of the fittings, its so-called
"furniture," were original. Its importance as a historical object was
indisputable, and it was found to be one of only two of its kind out
side of Japan.

The sword is one of more than 200,000 artifacts and works of art

to the campus and civic communities, and to visiting scholars from
the United States and around the world.
When he was doing his doctoral research, Randall W hite, profes
sor of anthropology and prehistory at New York University, heard
about Beloit's extraordinary paleolithic collection and eagerly came to
examine it.
"My first day in the basement of the Logan Museum," White
later wrote, "was one of the most exciting of my career. I was seeing

The ToKen Study Group of Chicago generously agreed to

crucial material-Ice Age engravings, beads, weapons-virtually

arrange for the sword's restoration. They shipped it to Japan, where

unseen by three generations of French prehistorians." Since White's

the former Keeper of the Imperial Collections, aware of its great rari
ty, came out of retirement to work on it. His son and other skilled

pioneering work, a number of his students at NYU have completed
their masters' theses based on research they had done on Beloit's

artisans polished the blade and made new mounts using materials

museum riches.

remaining from the creation of the coronation sword of the current
Emperor Akihito. The sword was restored to near-original condition

Other visiting scholars have included Margaret Mead, Louis B.
Leakey, and Christian Feest, a prominent European anthropologist

and, with its new mounting, spiritually connected to the imperial

working in North America. In 1994, a television crew from Japan

family. It was put on view at the 1992 Exhibition of the Nihon

videotaped some of the research undertaken in Beloit by a group of
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scholars from Japan's Nagoya University for use in a documentary.

Beloit has also lent its holdings to some of the leading museums
in the country, including, for example, the American Museum of

I

Natural History in New York, the Art Institute of Chicago, the

Walker Art Center of M inneapolis, and the Museum of
International Folk Art in Santa Fe. When the Milwaukee Art
Center opened a new wing, its directors borrowed Beloit's Neese

collection of modern art. In the late 1950s, Beloit supplied

American Indian ethnographic material for a United States
Information Agency exhibit touring northern Europe. Objects

from Beloit's collections are regularly depicted in scholarly and

popular books and catalogs.

In addition to their scholarly functions, however, Beloit's muse

Japanese Sword (44.456) details (above and right)
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ums have always had strong community outreach. They have spon

sored many stimulating educational activities, such as ethnic per
formances, teachers workshops, children's discovery programs,
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Gri-gri necklace

2

(Sudan); late 19th Century
Leather-clad pendants on leather rope (2962)

crafts demonstrations, art fairs, summer camp programs, and tours of
the famous effigy mounds on the Beloit campus. The College keeps a
large accumulation of "loaners," extra holdings of anthropological
artifacts that it makes available to area primary and secondary schools
and Scout and other groups, to give children hands-on exposure to

Coiled basket
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Tuareg (Tamentit, Algeria); early 20th Century
Grass fibers decorated with wool and leather (2726/4)

9

LAwroN G. PARKER (American; 1868-1954)
Nathaniel C. Sears, Trustee; 1915
Oil on canvas (10.634)
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different cultures. Many of these community-oriented activities take
place on Beloit's archeologically fertile campus itself, a prehistoric
effigy mound site around which the College was founded in 1846.
No other undergraduate institution can boast of collections com
parable to those at Beloit, and only a handful of universities can. But
few of the latter have ever offered undergraduate researchers the
opportunity of virtually unrestricted access to large, globe-spanning
collections that the Logan and the Wright museums have provided.
For this reason, Beloit College has been able to offer museum studies
as part of its curriculum and to enrich courses in history, science, the
ater (to name just a few), as well as art and anthropology, with access
to its holdings. In these respects, the Beloit collections and academic
use of them are unique.
Some of the unanswered questions that await the research of
both students and their professors involve the materials given the
Logan Museum by the College's most famous alumnus explorer, Roy
Chapman Andrews, who graduated from Beloit in 1906 with a major
in English. This former director of the American Museum of Natural
History in New York City-who many feel was the model for the
popular "Indiana Jones" character-gave Beloit hundreds of objects
he had collected on his expedition to the Gobi Desert in 1928. Like
Jones, Andrews had an aversion to snakes and was handy with a six
shooter: three notches in the butt of his gun memorialized the ban
dits he shot before completing his mission. In time, the stone work
tools and projectiles he gave his alma mater will shed some of their
mystery and help illuminate the lives of their onetime owners, as
researchers subject them to the sort of searching inquiry that Beloit's
museums have fostered for a century.

Publication of this volume coincides with the centennial celebra
tion of the founding of Beloit's superlative museum resources. The
Japanese sword is one of 100 works or groups selected to represent
the important holdings found in Beloit's remarkable treasure chest.
Many of the items pictured are among the best of their kind any
where. Others are surrounded by interesting stories. Still others were
selected because they evoked an aesthetic appreciation. This introduc
tory essay shares a little of the information that has been developed
over the years about each object, stories (apocryphal and real) about
them, and the sense of discovery and joy that comes with viewing and
studying them.
In what is now France, a paleolithic artist engraved a limestone
block (shown on the cover) with the figure of a horse more than
12,000 years ago. Scholars assume the horse was running because its
artist depicted it with more than four legs; they assume it was run
ning away because it was a source of food for a pursuing hunter. They
guess that this portrayal on a cave wall had ritual significance. Beyond
that, questions about its creation and functions are potentially infi
nite. In addition to its distinguished origin in what Professor White
calls "qualitatively and quantitatively, one of the single most impor
tant collections of French paleolithic artifacts outside of France," this
work represents a "bridge" between the disciplines fostered by the
Wright Museum of Art and Logan Museum of Anthropology. It has
thus become their symbol.
Lawton G. Parker, a student of James A. M. W histler's, became
Beloit College's first art instructor, in 1893. To generate income, the
administration permitted non-students to enroll in Parker's work
shops, which proved to be highly popular. These classes also had the

Hydria
Greek; In the manner of the Antimenes Painter; ca. 2,500 B.P.
Black-figure ceramic vase (31.1)
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Bowl
(Mimbres Valley, New Mexico); ca. 1100
Slip-decorated earthenware (16275)
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6

Bowl
(Mimbres Valley, New Mexico); ca. 1100
Slip-decorated earthenware (16343)
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distinction of pioneering co-educational instruction at the as-yet all
male Beloit College. In 1915, Parker was commissioned to paint the
portrait of Nathaniel Sears (No. 4), an associate justice of the Illinois
Appellate Court and a trustee of the College.
In the 19th Century, appreciation for classical Greek art fostered
an industry for copies. They were useful as both aesthetic and teach
ing tools, and virtually every art museum, school and academy owned
and used some. Replicas in plaster (No. 70) were the most common,
since textures and colors could be easily reproduced. Accuracy of
details, however, varied with the quality of the molds from which
they were made. Beloit's collection, reproduced for the Greek govern
ment's exhibit at the 1893 World's Columbian Exposition in Chi
cago, are among the best, made from the original sculptures. Lucius
Fisher Jr., son of one of the College's founders, outbid museums in
Chicago and St. Louis for the casts and presented the group to the
College in 1894.
The North American Indian collections of the Logan Museum
have extraordinary representation of Great Lakes (Woodland), Plains,
and Southwestern traditions. The Mimbres bowls (Nos. 6 and 7)
from New Mexico are among the earliest prehistoric ceramics from
North America, dating from about A.D. 1100 and collected on one

Coiled basket tray

8

Apache (Southwest United States); early 20th Century
Grass fibers (7515)

of several College research expeditions on federal lands. Because some
of these ventures were funded by various agencies of the U.S. govern
ment, the College holds these pieces in trust.
Baskets were important to early peoples who had to travel con
siderable distances to gather necessary resources, such as food, water,
and fuel. The Apache (No. 8), Shasta (No. 9), and Pomo (No. 10)
baskets were selected from among the hundreds of examples in the
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Logan collection, which represents every major basket-making tradi
tion in North America.
Beloit's ethnographic materials from other continents range from
the New Caledonia war club (No. 11), with its edged, serpentine
blade sharp enough to decapitate an opponent, to the Sudanese gri
gri necklace (No. 2) used to ward off evil.
The aboriginal Ainu materials (Nos. 12 and 13) come from the
original, caucasoid inhabitants of Japan, a disappearing civilization of
considerable scholarly interest. The Logan Museum is one of perhaps
ten museums in the world with any significant Ainu holdings. Out
side researchers were invariably denied access to the Ainu by Japanese
authorities, which has severely limited acquisition and increased the
rarity of these artifacts. Scholars have come all the way from Japan to
study the exceptional ceremonial objects in Beloit's Ainu collection.
The Tuareg basket (No. 3), purchased by a Logan expedition in
the Algerian desert in 1926, is among the few early 20th Century
examples of its kind in American collections. Beloit's expeditions to
Algeria between 1926 and 1930 conducted excavations at 73 prehis
Basket

Shasta (Northern California); early 20th Century
Grass fibers (9013)

9

toric sites in arid deserts among unfriendly nomads protecting limit
ed water sources. They found stone and bone tools and discovered
that large snails were an important part of the people's diet.
Authorities in France kept a close rein on the export of artifacts,
both from their own soil and Algeria, which was still under French
control. Nonetheless, some of the finer materials found their way into
the hands of eager outsiders, and on several occasions, Beloit archeol
ogist Alonzo Pond either outbid or outflanked George MacCurdy of
Yale's Peabody Museum and the American Museum of Natural
History for choice selections.
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Pomo (California); early 20th Century
Grass fibers decorated with feather, bead, and shell (9567)

In such a milieu, politicking and intrigue involving all the usual
suspects inevitably swirled. George Collie, Beloit class of 1881 and
the first Logan Museum curator, wrote the home office in September
1926 about reports that "a secret ring of men is believed to exist here
who are getting all the valuable material they can gee by hook or
crook and sending it for a big price to Germany." Later, he com
plained that "we were euchred out of a lease" by a French bureaucrat
who had shrewdly read Collie's intentions to develop a site in France.
Control, instead, went to La Patrie. The following year, an exasper
ated Collie persuaded the president of Beloit College to write the
president of the United States, Calvin Coolidge, asking him to force a
decision from French authorities. Silent Cal complied, and Collie
finally got his permission to dig.

War club with disk (tamioc)
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(New Caledonia, Micronesia)
Wood with serpentine disk (3062)
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Robe (kimono)
Ainu Qapan); late 19th
or early 20th Century
Embroidered cotton with applique
work (3929)

16
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In addition to significantly enhancing the College's stature in the
realm of anthropology, hmvever, these expeditions laid do wn the
design for a more general legacy that benefits students across the
entire curriculum to this day. Beloit students participated in and per
Formed valuable work on these missions from the very beginning, val
idating the College's first attempts at field expeditions and interna
rional experience, pillars of a modern-day Beloit College education.
Beloit's museums also house major collections from Preco
lumbian Meso-, Central, and South America. Of particular signifi
cance are Mayan figurines from the mortuary complex on Jaina (No.
15) and items associated with the ritual Mesoamerican ballgame (No.
14). Andean cultures are represented by several thousand artifacts in

many media, including ceramics, stone, metals, and kxtiles. Their

mastery of the ceramic medium can be seen in No. 16, a water vessel
from the south coast of Peru. The cowled monkey figurine emits an
intermittent whistle as liquid is poured out. The high pitched tone is
suggestive of noises made by monkeys in the wild.
In the fine arts, the College can boast of important American
paintings, such as Adolph Shulz's Deu'.J' ldomi11g (No. 17), one of the
artist's finest works, Theodore Robinson's Pee!i11g Apples (No. 18), and
a \X:rilliam Merritt Chase landscape (No. 19). Continuing research has
promoted the Chase painting from questionable status to an authen
ticated original dedicated to his friend American artist J.H. Twacht
man. Henry Moore's Recliniilg Nude maquette (No. 20) is a highlight
of the sculpture collection. Created in 1946, it is one of Moore's earli
est figures of this type.
From Europe come such works as Peetcr Neeff's oil painting
Ii!terior o(tl Church (No. 21) and works on paper by Marino Marini
(_No. 22) and Wassily Kandinsky (No. 23). Two drawings by Pablo

Moustache sticks
Ainu (Japan); late 19th or earl:,• 20th Century
Carl'ed wood (3917, 3918)
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Seated ballplayer figure
(Veracruz, Mexico); ca. 600-900
Painted and molded earthenware (7227)

18

14

Man with bird headdressfigure
Maya Qaina, Mexico); ca. 900
Painted earthenware (5902)

15

'X'histling monkey effigy pot with spout
Luc Salinar style apprmching early 1v1ochica (Peru); ca. 2,300 B.P.
Slip-decorated earthenware (7266)
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Picasso, including L'Homme au Piano (No. 24), are among the collec
tion's nearly 500 works on paper dating from the 15th Century to the
present.
Two alumni have told of the enormous impact they felt, as stu
dents, from several of the Wright's holdings. A Marini etching in
spired a young woman to study art, and she is now a successful prac
ticing artist. Another Beloiter returned to campus one autumn for
Homecoming and implored a Wright museum staffer to show him
the Kandinsky work, which he had seen as a student. "This changed
my life," the man said passionately about the epiphany that had
shown him the importance of art in the liberal arts and sent him on
to become an accomplished art collector.
The arts of Asia have influenced the lives of other Beloit students
and have always been an important part of the museums. Many of
Beloit's early graduates chose missionary work for their careers, and a
R. SHULZ (American; 1869-1963)
Dewy Morning
Oil on canvas (10.643)

ADOLPH
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large percentage worked in Japan and China. Many returned with
"souvenirs" for their alma mater. Although decorated items such as
Japanese tsuba (sword guards), inro (medicine boxes) (Nos. 25 and
26), and netsuke (toggles) (Nos. 27 to 30), were produced in great
numbers and commonly collected, those in the Beloit collections are
among the finest examples.
The "collectors" utilized keen senses to identify quality works.
Japanese sumptuary laws of previous centuries severely restricted
ostentatious displays, practically forbidding the wearing of jewelry.
The privileged, therefore, paraded their wealth in more subtle ways.
Beautifully decorated "everyday" items for the house and person were
not seen as luxuries. For the warrior classes, masterfully engraved and
decorated sword "furniture," intricately detailed armor, and elaborate
ly dressed horse fittings were ways to circumvent the law. For the

20

merchant classes, sagemono (accoutrements suspended from the obi or
sash/belt of the pocketless kimono), including inro, were similarly
decorated. Netsuke, the toggles that secured the hanging containers to
the obi, became increasingly elaborate. Since the poorer classes imita
ted the wealthier ones, their "everyday" items were also decorated,
though usually with less attention to detail and using cheaper materi
als. This lower grade of materials is surprisingly absent from the
Beloit collections.
The Chinese decorative arts objects; including carved ivories,
jades and other hard stones, lacquerwares, and metalwork, are also of
uniformly excellent quality. Beloit's ceramics collection includes rep
resentative samples of all major decorating traditions from the 3rd
Century to the present.
The Chinese snuff bottle collection, represented as a group by
No. 31, is comprehensive and enlightening. These small bottles were
originally created to carry snuff, which became popular only after an
18th Century imperial edict banned the "foul and obnoxious" smok
ing of tobacco. Since the Chinese elite wore silk robes without pock
ets, they carried items in the sleeves. Metal snuff boxes from Europe,
with their sharp edges and corners, were easily snagged, and so the
Chinese turned to smooth-sided bottles instead. Over the years the
bottles became increasingly elaborate and were made from ever more
precious material.
Perhaps the most spectacular items from China are within the
collection of rare kesi (or tapestry-weave) "dragon robes" (No. 100).
These garments were probably booty gained from the looting of the
emperor's Summer Palace after the suppression of the Boxer Rebel
lion in 1901. In the turmoil of early 20th Century China, many
imperial treasures found their way into private collections, and the

(American; 1852-1896)
Peeling Apples; ca. 1890
Oil on canvas (10.633)

THEODORE ROBINSON

18

21

WILLL\M MERRITT CHASE (American; 1849-1916)
Landscape; ca. 188 5
Oil on wood panel (10.579)

22
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HENRY MOORE

(English; 1898-1986)

20

Reclining Nude; 1946

Bronze (10.387)

23

PEETER NEEFFS, THE YOUNGER

Interior ofa Church

(Flemish; 1620-1675)

21

Oil on panel (44.430)

College has been a fortunate eventual recipient.
The works mentioned above and others illustrated in this centen
nial volume are merely representative of Beloit College's collections as
a whole. The variety and depth of the collections in many of these
and other areas are significant, and the newly renovated Logan
Museum permits display of materials on a scale not previously possi
ble. Now, representative samples of more than 80 percent of the
ethnographic collections can be put on public view (formerly limited
to 2 percent), and visitors can watch students and teachers engaged in
museum work such as cataloging, cleaning and conservation, and

24

exhibit preparation.
But while the collections of the museums are important to the
College in many ways, their greatest value is academic. AB mere deco
rations, random pieces of history, or icons of wealth and status, the
collections would have no place at Beloit if they did not help fulfill
an important part of the College's mission.
The 1993-95 remodeling of the Logan Museum reintroduced the
concept of the "museum as library" as found in ancient times. Not a
"lending" library, or one in which the casual visitor flips through
pages, but the sort of place where objects are at least visually avail
able, where most exhibits serve to highlight the pieces more than
telling a story. Here the student is able to gain ready access to objects
that are organized much as they would be in a library, by material,
culture, or other categories. In that respect, and with its own "hard
copy" library of reference material, the Logan will be an object
oriented center for scholarly research.
Beloit's museums have long been a potent teaching force in the
traditional liberal arts, but they have also helped prepare many stu
dents for careers in museum work itself. When Norman Ikeda was
chief of design at the Smithsonian Institution's Natural History
Museum, he wrote that "Beloit's undergraduate program was superior
to many graduate-level programs that I am familiar with." Ikeda was
impressed by the students' freedom to do hands-on collections
research and exhibit design and development. Roy Chapman
Andrews praised George Collie, "who broke the trail into those
realms of science where I have tried to follow" in his own distin
guished museum and exploration career, and Beloit College has edu
cated many other museum directors who first learned their business
in the precincts of their alma mater. Alumni have joined the staffs of

(Russian; 1866-1944)
Kleine Welten I (Small Worlds I); 1922
Color lithograph on paper (47.11)

WASSILY KANDINSKY
MARINO MARINI

(Italian; 1901-1980)

"Marino from Shakespeare," Plate VIIIfrom Henry Ill, Part IL- 1976
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23

Color etching on paper (84.53.3)
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institutions ranging from local historical societies to national muse
ums and archives from Honolulu to New York City, from Santa Fe,
N.M., to San Jose, Costa Rica.
That Beloit graduates have successfully gone into a broad range
of museum work is in part a testament to the breadth and depth of
the collections they have been able to work with as undergraduates.
Most of the works highlighted in this volume are not "one of a kind"
in the museum collections-rather, they are choice specimens of cer
tain categories and often are a part of a larger group of closely related
objects. By performing comparative work across geography and time
with the array of materials here available, a researcher can ask and
eventually find answers to many important scholarly questions.
As these museums serve new scholars in the century ahead, the
collections will continue to be the tools that inspire the sort of intel
lectual growth and personal discovery that have always been hall
marks of a Beloit College education.

(Spanish; 1881-1973)
L'Homme au Piano (The Man at the Piano); 1914.
Ink on paper (10.386)

PABLO PICASSO
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Koma School Foiro seven-case inro (left to right)
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Japan; 19th Century
Black lacquerware (44.336 a)
Kajikawa School four-case inro

Japan; 19th Century
Gold lacquerware (44.341 a)

26

Drunken man listening to a samisen pwyer netsuke (left to right)

27

Japan; late 19th Century
Elephant ivory (10.48)
Seated monkey netsuke

28

Hannya mask, hammer, andfoliage netsuke
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Japan; late 19th Century
Elephant ivory, horn (10.57)
Japan; early 19th Century
Marine ivory (10.20)
Bugaku dancer and snake netsuke

Japan; late 19th or early 20th Century
Elephant ivory, mother-of-pearl (42.45)
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a. Snuffbottle
China; early 19th Century
Jadeite (44.382)
b. Snuffbottle
China; 1908
Carved and inside painted
rock crystal (44.391)
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c.

"Master" smtffbottle

China; 19th Century, probably
Daoguang period (1821-1850)
Porcelain (89.1)
d. Smtff bottle

China; late 19th Century
Agate (44.359)

e. Smtffbottle
China; 20th Century
Gneiss (88.1.43)
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f. Snuffbottle
China; late 19th Century
Layered glass with multi-color
overlay (44.358)

Imperial summer robe

China; late 19th Century
Embroidered silk (12.16)

29

Capra ibex

Grotte Jouclas/Grotte de Lacave (Lot, France); 18,000-11,000 B.P.
Engraved bone (12571)
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THE MUSEUM IN THE SCHOOL
Andrew H. Whiteford
Emeritus Professor of Anthropology
and Former Director of the Logan Museum
Anthropology is remarkably well suited for inclusion in the liber
al arts curriculum because of the breadth of its interests and the vitali
ty of its relationships with other fields of learning. In a general sense
the interests of anthropology as a discipline and the objectives of the
liberal arts institutions are largely congruent, and they are certainly
compatible. Both are interested in opening the minds of students, in
destroying emotional prejudices, in broadening the world view, and
in promoting tolerance and understanding of other peoples. It would
appear that anthropologists best serve the ends of liberal arts educa
tion by teaching anthropology, but what of the museum?
The most distinctive general feature of anthropology is its insis
tence upon the value of the comparative approach, and there are few
places where its use has as great an impact upon values and attitudes
as among people of college age. It is a liberalizing influence to the
extent that it forces students beyond the confines of their own culture
and allows them to see that there are different ways of life and differ
ent ways of solving some of the problems in which they are them
selves involved.
This article is reprinted (in slightly abridged form) by permission of the
American Anthropological Association ftom American Anthropologist, 1956.
Professor Whiteford wrote the addendum to this article in 1994.

Necklace

Abri Blanchard (Dordogne, France); ca. 11,000 B.P.
Stone, bone, and ivory beads and pendants (4.7.253)

34

31

ments. The wealth and variety of social organization or kinship sys
tems that man has developed are sometimes difficult for the student
to grasp, and information about such subjects has a tendency to
become abstract and nebulous. The tremendous differences in man's
houses, tools, ornaments, art forms, and religious equipment are
obvious, impressive, and almost unforgettable once they have been
seen. Mere recognition of the variety of cultures will not eliminate
the student's ethnocentrism, but at least he may become aware that
there are cultures other than his own, and that there are different
ways of doing things besides the way he does them. The narrow
mind, the limited view, is rarely opened by a single event or one cir
cumscribed experience, but every factor that contributes even micro
scopically to this fundamental enterprise of all education deserves
careful and assiduous cultivation. It is only through the combined
impact of all possible forces that enough minds can be opened, or
that minds can be opened enough to justify our applying the adjec
tive "liberal" to any program of education.
Double-lobed water vessel

Hopi (Zuni, New Mexico); ca. 1885
Slip-decorated Sitkiyatki earthenware (15260)
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The museum can also contribute a strong voice to the education
al chorus in other matters. The basic unity of man and the recurrence
of certain universal culture patterns can be dramatized and demon
strated in exhibits. Unless the museum is highly specialized or largely
concerned with the display of "fine arts," many of its cases will make
these points by inference if not directly. A recognition that these con

To shake the student loose from his stereotypes, to confuse him

cepts are of considerable concern to the educational program of the

at least for a moment, so that he may turn in search of a broader con

college, and that they can best be expressed through anthropological

cept of man, is a task in which the museum may well participate.

materials, might lead more museums into a deliberate program to

Material objects depict dramatically the diversity of cultures, the flex

develop them coherently and effectively. The points may be made in

ibility and ingenuity of man's mind, and the variety of his attain-

a wide variety of ways; it is not necessary to construct an exhibit
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Hupa (Klamath River area, California); 19th Century
Dentalium shell (8664)

33

Woman's dress

Dakota Sioux (Northern Plains, United States); ca. 1860-1870
Beaded buckskin (1243)
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called "the unity of man" in order to demonstrate that it is so. A com
plete, well mounted show that takes the student into the life of an
Amazon tribe or a reconstructed archeological culture may convey to
him in telling fashion the realization that these were really people like
himself. Such efforts, however, usually require the space, the materi
als, the funds, and the skills of a truly major museum-the ordinary
school museum must usually find a simpler way to make the same
point....
The relationship of man to his natural environment can be effec
tively illustrated in the museum. His ability to extract sustenance
from a harsh environment can be shown with Bushman, Eskimo, and
Paiute artifacts, for example, and an impressive statement regarding
the fallacy of "environmental determinism" can be developed with
materials from those societies that live in similar environments but
possess distinctive cultures. From the museum the general student
may also get his first understanding of man's morphological relations
to other animals, the steps that have taken place during his long evo
lution, the development of tools and the utilization of natural
resources, and the indebtedness our culture owes to others for invent
ing or developing many basic materials and everyday foods.
The kinds of exhibits mentioned here, built to make particular
points that are fundamentally important in the education of the non
anthropological as well as the specializing student, can be effective,
however, only if they are utilized by the academic departments in the
school. A good exhibit that no one sees is of no more value to the col
lege than a brilliant lecturer who comes to the campus but whose
brilliant lecture is unattended. Not only should the activities of the
teaching museum reflect and develop the educational orientation of

the larger institution of which it is a part, but the administration of
the museum should take steps to discuss its activities with people
who are teaching in departments other than anthropology. The uses
that may be made of an anthropological museum by departments of
art, history, biology, paleontology, and religion will greatly extend its
services and influence on the campus....
A teaching museum must obviously do more than provide arrays
of artifacts that the student is supposed to examine. To realize the full
value of type specimens in teaching, the students should handle them
if possible. Obviously there are pieces that are too fragile or too valu
able to be held in inexperienced hands, but the reaction of the stu
dent to such an experience often makes it worth the risk. The act of
holding a Polynesian adze, feeling the heft and balance of the tool,
and examining the polish of the blade and the skill with which it is
hafted-this is learning of a kind that cannot be completely effected
with photographs or observations. So much of a student's time, par
ticularly at the undergraduate level, is spent with intangibles that
world areas and foreign cultures are often regarded as abstractions. It
is a major advantage to anthropology that, almost alone of the social
or behavioral sciences, it has some material objects in which it is
interested. Even the committed social anthropologist, with his
propensity for abstract models and structural designs, will frequently

Parfleche cases

43

Crow (Lodge Grass, Montana); late 19th Century
Painted leather (30040)

sense the reality of potlatching better after he has seen some coppers,
some Chilkat blankets, and possibly some totem poles. The contrasts
in Murngin culture are real to the student studying their complicated
kinship system only after he has seen, and perhaps handled, the sim
ple objects of their material culture.He may first sense the reality of a
foreign culture when he sees an exhibit of actual objects made by its
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people, but the opportunity to deal directly with materials, to han
dle and examine them, will help to fix those people in his real world
forever....
Artifacts are also stimulants to the curiosity-an objective that is,
or should be, of fundamental importance in education. Everyone
wants to know, "What is it? What was it used for? Where did it
come from? How was it made?" We have encouraged students to
undertake reading projects or term papers in an attempt to answer
their own questions. The results have almost always been gratifying.
This function of specimens and exhibits as stimulants to curiosity
is of prime importance in the teaching museum. A single eye-catch
ing object such as a Hopi Katchina doll will excite more interest and
curiosity in the beginning student than a five-foot shelf of publica
tions on Pueblo culture. Any instructor knows too well that the
usual student (undergraduate or beginning graduate) who reads the
books for a course may find some questions around which he can
organize the information he is acquiring, but it is more probable
that he will absorb a catalog of factual data and file it away with his
notes for future reference. The student who can be stimulated to
begin his reading with a question in mind has the advantage of a
focal point about which his newly acquired data can be organized. If
he has become interested in the Katchina doll he may forget the
same proportion of information as the other student, but what he
retains is significant to him and may later be used as the base upon
which to build further knowledge concerning the same culture or
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Chippewa (Great Lakes area, probably Wisconsin); ca. 1860-1875
Beaded black wool, silk (1450/3)
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(Northwest Canada); late 19th Century
Beaded wool (1341)
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Hup:i or Yurok (Khmach River area, C:iliforni:i); late 19th Century
Buckskin fringed with glass trade beads and abalone shells (1303)
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comparative knowledge about the same aspects of culture in a differ
ent society. All successful reading does not, of course, necessarily
begin from experience with artifacts, but the stimulation of interest
and curiosity, without which much reading is meaningless, can fre
quently and easily be attained with their assistance.
Considering the emphasis anthropology has placed upon the
importance of field work, we might examine the function of the
teaching museum as it attempts to offer a:convenient and simple sub
stitute.It is obvious that all students in anthropology cannot go into
the field, and, if field experience actually plays the role we believe it
does, the museum should attempt to bring the field to the student.
This can never be completely successful, and the effort is much more
relevant to some anthropological activities than to others. In archeol
ogy, for example, the observation, examination, and comparison of
excavated materials from various cultures is a necessity. The great
interest of almost all departments in the acquisition of type collec
tions for class purposes is evidence that this need is recognized. With
collections the students can learn the diagnostic characteristics of type
specimens, as well as the associated complexes that mark a particular
cultural component. It is not field work, but it is experience in han
dling the products of field work. ... To a limited extent it is possible
to simulate the conditions of archeological excavation in the muse
um, but beyond that everything the archeologist must do with his
materials after they have been excavated can be duplicated very realis
tically with museum collections. The simple possession of magnifi
cent collections is in no way a substitute for good teaching, but the
fact remains that learning archeology without artifacts is very much
like taking chemistry without laboratory.

Girl's leggings
Southern Cheyenne (Oklahoma); 19th Century
Beaded, dyed buckskin (30725)
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Nav:i.jo (New Mexico); 20th Century
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Bowl
Hopi (Walpi Pueblo, Arizona); ca. 1860-1879
Slip-decorated earthenware (9351)
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Fiber hat
Possibly Tlingit (Northwest Coast, United States); late 19th Century
Painted spruce root (6804)
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The relationship of physical anthropology to the museum or the
laboratory is similar. Recent trends in this field seem to emphasize
laboratory experiments and observations over the osteological con
cerns that are more completely dependent upon museum collections.
However, the budding archeologist as well as the physical anthropolo
gist is interested in learning how to determine sex, age, and race from
skeletal materials. Even though he may not be concerned with mea
surements, he will usually wish to learn something of osteological
maturation and have the opportunity to compare man with his living
relatives and the remains of his ancestors. For the most part these are
best accomplished in a museum. The collections are usually adequate
for a variety of observations, comparative materials are available, and
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the student usually has access to series that show something of popu
lation variability as well as age changes. A considerable amount can
be accomplished with the aid of exhibits, for these can be designed to
depict changes in the skeleton from birth to senility, they can show
observational landmarks for the distinction between male and female
skeletons, they can point out variations in racial types, and they can
show (with casts, if necessary) the progress of human evolution. The
process of constructing a case that will treat any of these subjects
adequately for the layman or the beginning student is often a de
manding task, but one that produces satisfying rewards for the
advanced student who succeeds in accomplishing it.
So long as the campus museum makes a genuine effort to relate
its activities to the general educational objectives of the larger institu
tion of which it is a part, it will have the opportunity for developing
its own particular potential for education. So long as the anthropo
logical museum reflects the range of interests incorporated in con
temporary anthropology and teaches objectivity and tolerance, it will
contribute something valuable to liberal education. And, so long as
campus museums of anthropology encourage students to work with
their materials and to participate in their activities, they will be pro
viding those students with a stimulating, provocative, and impressive
experience that can be duplicated by almost no other means.

ADDENDUM
Since this article was published some 40 years ago, museums
have evolved into quite different kinds of institutions. They have not
all responded to the powerful currents for change that have engulfed
them, but they have all become conscious of it. Basically it developed

from the recognition that all museum collections-particularly in
anthropological museums-originally belonged to other people and
represented institutions other than those that now possess them.
To some extent this recognition emerged from the critical self
examination to which professional museologists have subjected them
selves in an effort to understand their collections, to justify their pos
session of them, and to achieve a measure of reality and depth in the
interpretation of them. Many conferern::es, symposia, and publica
tions attest to the changes and the results that have emerged. (Beloit
hosted a major conference on these matters in the spring of 1993.)
The most important force has been the changing attitudes of the eth
nic peoples to whom most of the anthropological collections original
ly belonged. The contemporary native Americans from Tierra del
Fuego to the Bering Strait no longer live out of touch with the rest of
the world. Modern communications and transportation have explod
ed the horizons that bounded their ancestors even a single generation
ago, and ethnic peoples now watch the news on television, read con
temporary books and newspapers, go to schools far from their birth
places, and-incidentally-visit museums of many kinds. Like the
rest of us, they are different from their grandparents in outlooks, aspi
rations, and attitudes.
The Indians made many attempts to improve their dire condi
tions of poverty and discrimination with little success. In 1967, their
frustration exploded with the American Indian Movement's occupa
tion of Alcatraz and the Bureau of Indian Affairs offices in Washing
ton. Those actions brought public attention, but little else. A climax
came in 1973 with the violent repression of the Indian movement at
Wounded Knee II on Pine Ridge Reservation in South Dakota.

Friendship bag
Winnebago (Black River Falls, Wis.); 20th Century
Plaited yarn and bark (1411/3)
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The new concern in the country for civil rights affected public
policy, and some attempt began to deal with conditions of the
Indians. Some changes were made in the relationship between the
tribes and the government, and new promises were made. The chang
ing socio-political environment, however, finally enabled Indians to
achieve some success. In 1990, Congress enacted the Native Amer
ican Graves Protection and Repatriation Act, under which museums
and governmental units are required to consult with native Americans
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before archeological excavations are undertaken, and to inventory col
lections so Indian tribes, or other organizations, may determine
which pieces, if any, are sacred and should be returned to them. T his
has completely revolutionized the relationship between museums and
native peoples. With the establishmant of the National Museum of
the American Indian there has come a new and different view of
museums. Indians are stimulated by much that they see, and are
deeply critical about much. To many native Americans the anthropo
logical museologists are aliens who are distorting the realities of
sacred beliefs and aesthetic appreciation that many of them feel can
be understood only by the native peoples themselves.
To a certain extent this is obviously and naturally true; no person
can fully understand another culture. But at least two considerations
tend to vitiate the force of this criticism. First, no person can "fully
understand" all the diverse aspects of one's own culture. Second,
many or most anthropologists who do research in foreign cultures
have been aware chat they were able to know something only through
what they learned from their native informants. T hey rarely created
their interpretations solely out of their personal imaginations; they
were certainly affected by their own upbringing and their personal
experiences and biases, but they also reflected what they witnessed in
and were told about the cultures they were attempting to learn about.
And this is all mixed together as they write their research monographs
or museum labels. It is obvious that native-born members of the cul
ture being described would bring to the task a different mix of experi
ences, understandings, and beliefs. And here lies the problem: is one
Skirt

Menomonee (Wisconsin); ca. 1900
Black wool, with silk applique work (30425)
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description or explanation authentic and the other pure fiction, or
does each of them contribute a particular essence that enriches and
extends the other? Compromise and mutuality are clearly possible.

These wide-reaching developments will have great effect on the
academic/teaching museums such as exist at Beloit. They must be
taken into consideration in making students aware of the needs and
demands of native people and sensitive to their significance. Students
must become aware that many "ethnological artifacts" are still sacred
to many Indian groups, and they must be treated with discrimina
tion. For example, pipes are often considered sacred, and many native
people do not allow them to be exhibited except under special condi
tions. Medicine bundles and many other rtems that have been used in
ceremonies are also subject to taboos.
Students and curators cannot be expected to identify and appre
ciate all the native nuances associated with old, and generally undoc
umented, ethnological collections, so assistance must be provided.
The first source is an intensified research program to document every
possible detail about specimens, first in the museum archives, and
then in the related literature about the tribe, area, or person. The sec
ond source should be from the collaboration of native Americans
who may possess personal and intimate knowledge from their own
experience. Locating and interviewing these people would be excel
lent experience for budding ethnologists and museologists.
Responding to the challenges of curatorship and ethnic under
standing by putting forth these efforts will assure an institution a
place in the forefront of contemporary museum culture.

Tripod water bottle

(Saline River area, Benton, Ark.); ca. 1300
Earthenware with traces of white paint on lower body (20475)
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Professor Andrew H. Whiteford is a 1937 graduate ofBeloit College.
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(Zia Pueblo, New Mexico); 20th Century
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Jar
(Acoma Pueblo, New Mexico); early 20th Century
Slip-decorated earthenware (8336)
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(Canyon de Chelly, Arizona); ca. 1200
Slip-decorated earthenware (15186)
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Senufo (Nigeria); early 20th Century
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READING AND WRITING
THE ANTHROPOLOGY MUSEUM

L. B. Breitborde
William S. Godfrey Professor of Anthropology
Forty years ago, Andrew Hunter \Vhiteford eloquently described
the role of the anthropology museum �n a liberal educa.tion (See
Cha.pter II). Ea.ch of the museum's contributions he describes
remains valid today. H owever, anthropology and libera.l education
have not remained the same over the last four decades. The result is a
set of new questions that have arisen-both from the discipline of
anthropology as well as from other areas of the social sciences a.nd
humanities-that we ask about museums and the objects they house.
Whiteford's model has been expanded to include new questions not
only about what museums can teach us about cultures other than our
own, but also a.bout ourselves.
\'vhiteford enumernted substantive a.rea.s within a.nthropology
tha.t museums are particularly well-suited to enhance: the study of
human cultural and biological diversity, universals in the human
experience, the relationship of communities to their environment,
and huma.n evolution. As in the past, the Logan Museum of the 21st
Century will continue to offer special hands-on and unique lea.ming
opportunities through ·which these important concepts can be con
veyed. But in the future we will ask our students to consider addi
tional questions not very popular when Whiteford wrote his article.
We will ask them to reflect on the very processes by which they learn
and draw conclusions from the museum and its collections.
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We ask students in the Logan Museum, for example, to interpret
collections and exhibits not by some objective aesthetic criteria, but
in terms of the cultural contexts they represent. And they must do
this without letting their own culture interfere. Here, as Whiteford
points out, anthropology has always required students to be cultural
ly relativistic, to suspend momentarily their own culturally shaped
point of view and instead consider the meaning of a particular object
in the context of its own culture. Today; however, this task is com
pounded by our consciousness that the museum itself is a culture
bound institution-an institution whose goals and practices are
themselves embedded in a particular cultural context. What does our
own culture expect museums to convey about the objects they house?
How does this shape what a student will learn?
Contemporary cultural anthropology helps us recognize that the
museum actively constructs meanings for its exhibits and objects;
what we learn from exhibits is not simply what we as visitors can
derive from the displayed objects. Their meaning is determined to an
equal extent by the decisions of curators, exhibit designers, scholars,
students, and visitors: the decision to juxtapose particular objects
with others in the collections and exhibits, to emphasize particular
aspects of their cultural context, to present them visually in particular
ways, to use certain labels and titles.
For many years, for example, a small exhibit on the second floor
of Logan was entitled "Vanishing Pastoralists of East Africa." A series
of photographs emphasized a harsh environment and the rugged way

Bird ornament

(Peru); ca. 1400
Silver alloy with green patina (8456)

60

of life of African herders. The exhibit suggested a way of life under
attack from difficult physical conditions. As an Africanist, I was sur
prised. Rather than understanding pastoralism to be threatened by
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the environment, I understood it to be a miraculous success: pastoral
ism endured as a way of life adapted to these particular conditions.
In my view, the most significant threat to pastoralism was not envi
ronmental; it was human. Governments in developing countries had
no use for pastoralists. Their subsistence way of life simply did not
contribute to the national economy. Their spare material world and
their lack of clothing made them an embarrassment to many govern
ments. Yet, here they remained. The exhibit would have been more
properly titled, "Persisting Pastoralists of East Africa." (And its title
was eventually changed.)
As this example shows, different images of a people can be con
veyed by simply changing one word in the title of an exhibit.
Exhibitors, through their choices of words and objects, thus construct
a message; in these terms, they write a display, even write a museum.
Viewers subsequently read the exhibit. It is this awareness of the
museum as "written" and "read" that contemporary anthropology
now asks Logan to include among its goals for the education of our
students.
The Logan is a "text" that students both create and interpret, a
text whose creation and study reveal not simply our knowledge of
cultures other than our own but also some of the implicit categories
and myths with which our own culture constructs images and under
standings of other peoples. In the next century, reading the museum
as a text will help us see through the taken-for-grantedness of our
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Maya (Peten, Guatemala); 700-800
Slip-decorated earthenware (7196)
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Chancay Valley (Peru); ca. 1400
Slip-decorated earthenware (7280)
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own culture, to know not only how our culture has caused changes
in the objects, values, styles, and aspirations of other peoples but also
shaped the understandings and images we construct of them.
Learning to read and write the museum is an important lesson
for students in their study of anthropology. W hat do the images con
veyed by our exhibits impart about the world and sources of culture
change? In the selection of objects, in their placement in a diorama,
in the grouping of one exhibit with another, in the selection of partic
ular words as labels and tides, do we use the museum to present as
frozen in time what is, in reality, a continuous process of change and
development? What does the way in which we contextualize objects
from the Amazon, or West Africa, or Indonesia tell us about our
selves, i.e., about the type of representation of "others" that makes
sense to us, that we value? But even with such a broadened agenda,
the fundamental mission of the anthropology museum has changed
little since Whiteford's time:
To shake the student{s} loose from [their} stereotypes, to confuse
[them} at least for a moment, so that {they} may turn in search
ofa broader concept of[humankind]. . .

Chiefs paddle war club
(Tonga, Polynesia) late 19th or early 20th Century
Carved wood (3022)
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This is, however, a mission with risks. The Logan Museum can
be a dangerous text, for the writer, the reader, and, of course, the sub
ject. A student's recognition of the cultural underpinnings of the
museum can be as disturbing as it is liberating. Properly "read,"
exhibits make one aware of the relationship between the exhibited
and the exhibitors. "We" are representing "them." Should "they" have
some say in how they are represented? In the 21st Century, students
working in the Logan cannot avoid such questions. For "reading" the
museum in its cultural context also implicates the students who, as

Canoe paddle (above and right)
(Probably Austral Islands, Polynesia); 19th Century
Carved wood (3329)
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staff, write the exhibits and who, as visitors, read them. There is sim
ply no way around this; unlike the "decontextualized" photographs in
this volume, the anthropology exhibit emphasizes the cultural context
and, through this, underscores the problems of interpretation and
meaning, of the power of interpretive voices and the powerlessness of
being exhibited.
The Logan Museum is a key resource for the College to challenge
students to grapple responsibly with the consequences of ideas; here,
the particular consequences of particular frameworks of cultural
interpretation and meaning. The anthropology museum is not merely
a compendium of the cultural record; it is also a puzzle to be solved, a
message to be decoded, a critique to be pondered, a text to be writ
ten, read, and rewritten. The Logan invites students as "readers" and
"writers" to participate in this extraordinary- experiment.
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Woman's blouse

Huichol (Mexico); 20th Century
Embroidered cotton (5926/4)
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Tungus (Upper Tunguska or Yeniesei River area, Siberia); ca. 1900
Beaded buckskin (3283)
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(New Ireland, Melanesia); early 20th Century
Wood, fiber, clay, opercula shell inlay (31300)
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THEODOROS STAMOS

(American; 6.1922)

Composition; ca. 1950

Oil on canvas (56.3)
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THE WRIGHT MUSEUM
AND THE COMMUNITY
�

I

0. V. Shaffer
Sculptor and Former Director
of the Wright Art Center
,
Beloit College and the surrounding community have always had
a relationship of mutual cooperation and support. And so it was not
unusual that a town and gown fund-raising drive spearheaded by the
Art League of Beloit led to the building of the handsome Theodore
Lyman Wright Art Hall on campus in 1929-30.
But while the College could boast of its new Art Hall, fiscal reali
ties prevented it from fully exploiting the building during the years of
the Great Depression and World War II. Victory, however, gave birth
to an exciting new beginning.
In 1946, Beloit's President Carey Croneis assembled a talented
young faculty ready to instruct the substantial influx of new students,
swollen by numerous mature and eager returning veterans. The
College experienced a renewed vitality, nowhere more pronounced
than in the art department, where a newly hired professor began
reshaping the role of the arts in liberal education.
W Franklin Boggs, a World War II combat artist, arrived with
degrees from two art academies-the archetypal pre-war art educa
tion. Colleges and universities, at the time, offered the arts as acade
mic subjects touching on art history, philosophy, education, and the
classics, an approach reflected in the curriculum at Beloit College.

Eleusinian Relief Demeter, Triptolemus, and Persephone
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Greek; ca. 2,450 B.P.
Plaster cast (1894.13)
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China; 18th Century
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China; 18th Century
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Boggs, however, altered the nature of Beloit's art department, adding
studio courses in design, painting, drawing, and printmaking. Art
history continued to be taught by one of Beloit College's most
beloved professors, Philip Whitehead.
Beloit's venture into studio arts coupled with the surging enroll
ment, however, resulted in a shortage of work space. The Art Hall
had just one small room available for a studio, but fortunately expan
sion was possible. The College built new studio spaces, the largest of
which was created by adding a floor in the courtyard. This had the
advantage of natural light from a skylight.
Boggs also recognized the opportunity to expand the classroom
experience through displays of historic and contemporary art. The
Art Hall assumed a new role on campus with a wide variety of chang
ing exhibitions. In addition, the Art League of Beloit provided the
perfect complement by sponsoring monthly lectures and other pro
grams. Opening receptions for artists, lectures, and special events
brought students, faculty, and the community together, just as they
do now.

Covered bowl

Japan (Kutani Kilns); late 19th Century
Porcelain (87.5.42 a,b)
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As programming expanded, a true center for the arts evolved.
The art department doubled its studio offerings and the Art Hall
offered evening and weekend classes. One of the most important
developments was the creation by Kirk Denmark, director of the
College theater department, of one of Beloit's longest running tradi
tions. For a quarter century his superlative summer Court Theatre
was king during a nine-week run in the main gallery of the Art Hall.
Since 1955, the art programs have been managed by full time
directors who have continued to add innovative programming and
broaden the base of support. Some of the attractions included music

performed by students and faculty, poetry readings, noon exhibit
tours for town and gown, children's and adult classes, and "theme"
shows drawn from the collections. In time, the original focus of the
Art Hall was broadened with programs cutting across all the arts.
Reflecting its broad program focused on the arts in the liberal arts,
the Art Hall was renamed the Wright Art Center.
The Center developed programs that made it a leader in bringing
the arts out of the halls and into the lives of those who could enjoy
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them. Galleries and other areas were designated for specific groups of
art works, and other significant elements included music, film series,
and an art rental program for students. As its visibility increased, the
Art Center once again took a new name, the Wright Museum of Art.
In 1985, Beloit College combined the administration of the
Wright and the Logan Museum of Anthropology under a single
director of museums. In recent years, considerable emphasis has been
placed on improving both the museum space and the care of the col
lections and integrating students in the museum studies program into
the working routine of both the Wright and Logan.
T he happy chatter of the nearly 100 area children participating
in the Summer Explorers program reaffirms like nothing else the
museums' marvelous legacies. Expanded cooperation with other area
agencies, such as the public schools, public library, and the YWCA
has provided new opportunities for outreach.
Today, we study objects as both artifact and art-as something
symbolic of a society as well as an individual creative act. Beloit's new
organization of the museums opens up exciting and unlimited possi
bilities. Because the museums are small, with ample space and valu
able teaching collections, they are able to continue the work they do
best: developing programs that are both educational and joyful for all
of Beloit's communities.
0. V. Shaffer is a 1950 graduate ofBeloit College.
JOHANNES WYNANTS
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(Dutch; 1615-1684)
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FREDERICK JUDD WAUGH (American; 1861-1940)
The Cove
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Oil on canvas (81.14.19)
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HARVEY K. LITTLETON

(American; 6.1922)

Sliced Mushroom; 1970

Blown shaded manganese glass (70.2)
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ERNST BAR.I.J\CH (German; 1870-1938)
Melon Cutter; 1907
Bronze (57.2)
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RAPHAEL SOYER (American; 1899-1987)
Sleeping Girl
Oil on canvas (10.580)
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THE WRIGHT MUSEUM
TODAY AND TOMORROW
Debra N. Mancoff
Professor and Chair of the Art History Program
From its inception, the Wright Museum of Art has built a bridge
between the college and civic communitie�. of Beloit. Founded in the
spirit of collaboration, the Wright has served a complex constituency,
welcoming all who support and enjoy the arts. In his essay, O.V
Shaffer portrays this relationship: town and gown joining funds and
forces to maintain the Wright as a functioning museum as well as an
active arts center. This dual mission has given the Wright a distinctive
identity. By serving tradition and sponsoring innovation, the Wright
Museum of Art plays an essential role in the Beloit community. This
modest building houses more than collections, traveling exhibitions,
and studios; it is a site that attests to a diverse community's commit
ment to the arts.
By definition, a museum is obligated to tradition. The modern
term derives from the ancient Greek word mouseion, designating a
site where the Muses gather. It also denoted a place of study, allowing
mortal spirit to draw inspiration and ideas from divine example. In
our contemporary world, a museum plays permanent host to a collec
tion of objects, objects deemed valuable for their age, their rarity, and
their historical significance. But a museum should never be a simple
warehouse. Along with its obligation to preserve a collection, a good
museum adheres to tradition by providing for that collection's inter
pretation. By researching the context and meaning of each object and

CAMILLE BOMBOIS

(French; 1883-1970)
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Jeune Femme Assise (Young Woman Sitting); ca. 1940

Oil on canvas (68.5)

69

sharing these findings with the public through exhibitions, publica
tions, and lectures, the museum fulfills its ancient definition as a
place for study and inspiration.
Over the years, the Wright has fulfilled its traditional role as the
host and curator of a diverse collection. Working hard to preserve
valuable objects for coming generations, the Wright has steadily
improved its facilities for storage and care. In the last decade, these
collections have become more accessible, making it possible for the
Wright to fulfill the interpretive obligation that tradition requires of a
museum. But it is not only the resident and visiting scholars who
study and interpret the Wright's collections. As a teaching museum,
the Wright opens its collections to students for curatorial training and
scholarly investigation.
Beloit is one of the few liberal arts colleges to offer a program in
museum studies, and, as a key part of this, the Wright plays the role
of classroom and laboratory. Under careful supervision, students learn
how to handle, store, and exhibit objects. They are encouraged to
choose an area of the collections for cataloging and research. The
direct experience they gain in the course of their study transcends the
limitations of theory. It is the true application of practice. In 1985,
when the administrations of the Logan and the Wright museums
were consolidated, the potential for interpretative study was further
enhanced. Students worked with both collections, raising new ques
tions and finding new answers about their own place in global culture
and historical context. The value of the "comparative approach,"
defined by Andrew H. W hiteford as the "most distinctive general
Umbrella handle
Japan; 19th Century
Elephant ivory (30.4)

70

81

feature of anthropology," took on a new dimension when applied to
the arts.

1

The exhibitions hosted by the Wright in the last decade demon
strate the conviction that the museum is a place of study, and the
comparative method sets the curriculum. Collections of local origin
share gallery space with works that represent an increasingly widening
global orientation. In any given year patrons can see recent work by
regional artists (such as the recent exhibits "Wisconsin Jewelry
Invitational"; "Wisconsin Women in the Arts"; and "Wisconsin
Painters and Sculptors") or view the products of other cultures and
times ("Imperial Russian Porcelains"; "Netsuke, Tsuba, and lnro";
"The Art of the Brush: Chow Tse Heng"). Other traditions reflect the
Wright's role as a sponsor for the arts on the College campus. Regular
faculty exhibitions and recent retrospectives celebrate the work of
teaching artists, such as Franklin Boggs, O.V. Shaffer, and Richard
Olson, while exhibitions of the works of alumni, including Warren
Miller, '60, and Robert Lee Morris, '69, mark the College's contribu
tion to the contemporary art world. And the museum has its own tra
ditions. The "Annual Student Exhibition" marked its 50th year in
1995, and the juried "Beloit and Vicinity Exhibition" turned 39.
In respecting its traditional roles and obligations as a teaching
and working museum, the Wright has maintained the spirit of inno
vation that distinguished its early existence as an arts center. Exhi
bitions of the last decade have been daring and challenging, pushing
at the edges of the conventional definition of fine arts. The "Bright
Lights" exhibitions of 1987 and 1991 explored new electronic media,
GEORGES ROUAULT

(French; 1871-1958)

Nous Sommes Fous (We Are Mad); ca. 1920

82

Aquatint on paper (72.4)
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while "CRASH: ComputeR AssiSted Hardcopy'' used interactivity as
well as exhibited examples to introduce computer-assisted art to the
campus. The works of internationally recognized artists, such as Ed
Paschke and Michiko ltatani (1994), can be seen with selections of
works from folk art collections and neglected or self-taught practi
tioners. Some exhibitions even bridge the disciplinary divides of the
visual arts, anthropology, and social history. " Roy Chapman
Andrews: Born Under a Lucky Star" (1991) used artifacts, docu
ments, and reconstructions to introduce the campus and community
to Beloit's famed explorer. "Th e Grand Tour: 19th Century
Photographs" (1993) featured photography and selected objects from
the collections of the Logan, the Wright, and the College library to
evoke and investigate a sense of adventure in European travel.
"Straight at the Heart: Charles Smith's African/American Heritage
Museum" (1995) constructed a museum within a museum, bringing
the spirit of an environment built by one man in Aurora, Ill., to the
Wright in Beloit. Innovation has always been a tradition at the
Wright, and the Wright is respectful of its traditions.
Looking forward to the 21st Century, the Wright will maintain
its traditions and continue its innovations, but its vitality welcomes
transformation. Without relinquishing its role as the gathering place
for the campus and community, the Wright is steadily expanding its
potential as a teaching facility and integrating its program into the
academic curriculum. Recent years have seen an increase in "teaching
exhibitions" scheduled to coincide with courses taught in the curricu-

Kwannon (goddess of mercy)
Japan (Satsuma Kilns); ca. 1800
Enameled porcelain (91.22.31)
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lum. Unprecedented accessibility to the collections has allowed stu
dents from art history, studio arts, anthropology, and history to study
objects as part of their classroom activities and to draw upon objects
as "texts" for their research. Student-curated exhibitions now appear
regularly on the museum's schedule, made possible by new links
between the art history and museum studies programs. And collabo
ration, that founding force behind the Wright, has taken on a new
meaning in co-curated exhibitions. In 1987, guest curator Kelvyn
Lilley joined his talents with several Beloi.J: faculty, staf£ and students
to transform the galleries into a vision of high aestheticism for the
exhibition "Life Imitates Art: The Aesthetic Movement 1860-1900."
This new tradition of bringing together outside expertise with in
house skill and student participation continues.
In his essay "Reading and Writing the Anthropology Museum,"
L.B. Breitborde designates the Logan Museum as a "text" to be read,
interpreted, and revised. In its vital and varied history the Wright
Museum of Art is more a "site" than a text, a site for tradition, inno
vation, and transformation. For more than 50 years the Wright has
fulfilled its role as the home of the College art collection and center
for community activity. A museum in the true and unconventional
sense, the Wright remains a place where art and interpretive endeavor
are preserved, perpetuated, and appreciated. Through its past, in its
present, and into its future, the Wright will continue its important
role in bringing the arts to campus and community.

Guanyin (goddess of mercy)
China; 16th-17th Century
Painted wood, traces of gilt (38.26)
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(Hungarian; 1895-1946)
Untitled; 1946
Crayon on sandpaper (81.1.1)
LASZLO MOHOLY-NAGY
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ANSEi UCHIMA (American; b.1921)
Song ofthe Seashore; 1959
Color woodcut (60.13)
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OLAF AR.BORELIUS (Swedish; 1842-1915)
Haycartillg ill Dalarna; 1886
Oil on canvas (10.645)
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A Century of Growth

Henry Moy
The origins of the museums of Beloit College are in the earliest
years of the school's history. Starting with its first classes in 1847, the
College provided hands-on learning with "cabinet" collections of sci
entific specimens and artifacts. Major gifts at the end of the century,

however, caused a reevaluation of how the; various collections were to
be administered. By 1894, the institutional foundations for the
Logan Museum of Anthropology and the Wright Museum of Art
were established. They have been in continuous service since then.
Frank G. Logan's 1893 gift of more than 3,000 North American
Indian artifacts was the start of the museum that bears his name. A
newly named trustee from Chicago, Logan had made a substantial
fortune in the commodities market, which enabled him and his wife,

Painted river pebbles
Mas d'Azil (Ariege, France); 11,000-9,000 B.P.
(10494; 4.7.1.1)

88

Josephine, to give generously to many institutions. As young adults,
both the Logans had been ardent supporters of abolition, and this

300 art books, 10,000 photographs, etchings, and watercolors, and

had led them to Horatio N. Rust, a nationally prominent abolitionist
who had been a close friend of John Brown. Rust was an avid collec

an accumulation of coins acquired over the years. Concurrently, she
established Beloit's first program in art appreciation and arranged for

tor of American Indian artifacts, many of which he had acquired as a

American artist Lawton G. Parker to provide studio instruction.

U.S. Indian agent. Logan purchased the materials from Rust, exhibit

Emerson was also instrumental in working with Lucius Fisher Jr. to

ed them at the 1893 World's Columbian Exposition in Chicago, then

purchase the collection of plaster casts of classical statuary that had

gave them to the College the following year.

formed the Greek government's exhibit at the Columbian Exposition.

The Wright Museum of Art had its beginnings with the generosi

Both of Beloit's museums are housed in buildings constructed

ty and dedication of Helen Brace Emerson. (Her husband, Joseph,
was professor of languages and librarian at Beloit, serving from 1848-

with funds raised in the local community. The Logan Museum occu
pies Memorial Hall, a two-story limestone building that commemo

1900). In 1892, Mrs. Emerson donated her personal collection of

rates Beloiters who died fighting in the Civil War. After it opened in
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Painted textile

Barnbara/Barnana (Mali); 20th Century
Black cotton (2571)
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1869, Memorial Hall served as the College's first dedicated library
and also housed the cabinet collections. Although the Logan collec
tion spent its first ten years on campus in Pearsons Hall of Science, it
was moved in 1904 to Memorial Hall, which thereafter became
known as the Logan Museum of Anthropology.
Popular exhibits over the years have included the reproduction
"cave," which was the centerpiece of the College's paleolithic collec
tions, the Southwestern Pueblo exhibit, and the "living" display of
domestic life in New Guinea with live animals. The building renova
tions of 1993-95 included creation of an "open-storage" exhibition
area, providing visitors with visual access to a majority of the collec
tions, in much the same manner as a library might, the improvement
of climate controls for preservation of artifacts, and enhancement of
public spaces.
The Wright Museum of Art, located in Theodore Lyman Wright
Art Hall, opened in 1930 and is named for a revered professor of
classics and art, an 1880 graduate of Beloit. Before the Wright, the
collections were housed in a smaller art hall (present-day South
College), installed and administered at first by Helen Brace Emerson.
Although she died in 1920 before realizing her dream of a new build
ing, she deserves much of the credit for the fund-raising efforts that
made the Wright project possible. The art library was named in her
honor.
Geology Professor George Collie was the first curator of the
Logan Museum. He worked closely with Frank Logan to develop a
Woven coverlet (ragi,dup)
Toba Batak (Sumatra, Indonesia, Toba Lake region);
early 20th Century
Cotton (4120)
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Horse headpin

91

Stag.figure

92

(Luristan, Iran); ca. 2,600 B.P.
Bronze (4419)
(Luristan, Iran); ca. 2,600 B.P.
Bronze (4418)
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plan for growth through worldwide research and collecting expedi
tions. Both the museum and the College have sponsored nearly 50
such projects since 1900. Since Collie's own interests were in mineral
ogy and paleontology, he hired Alonzo W. Pond, a 1918 graduate of
Beloit who was doing graduate work at the University of Chicago, to
assist with the anthropological materials. From 1924 to 1927,
through field work and purchase, Collie and Pond acquired an excep
tional collection of paleolithic materials from some of the most
important prehistoric sites in France and other countries. These
efforts, funded by the Logans, gave the museum one of the finest col
lections of European and North African prehistoric materials in the
world. (Pond's collection of 10,000 nitrate negatives from his field
work was acquired by the American Museum of Natural History).
The noted central Asiatic expeditions of Roy Chapman Andrews
for the American Museum of Natural History also had the Logans'
support. Andrews gave the Logan many objects from his 1928 expe
dition in Mongolia, which included Alonzo Pond as its archeologist.
The Logans made other important contributions, including pur
chases of regional collections from W.H. Elkey and Frederick Perkins,
particularly several hundred artifacts of the prehistoric Copper cul
tures. In 1925, the Logans commissioned the noted Chicago artist
John Norton to create 12 large oil paintings depicting human pro
gress through the ages. In 1935, they commissioned five additional
murals, by Chicago artist Elmer C. Winterberg, of southwestern
Indian groups. By funding an academic chair in anthropology, the
Logans laid the groundwork for Beloit's internationally recognized
department of anthropology.
College faculty and museum staff have led other expeditions,

including those of Paul Nesbitt, Alfred C. Bowers, Andrew H.
Whiteford, and William S. Godfrey. From these North and South
American expeditions came an excellent and comprehensive collec
tion of Mimbres ceramics, historic Plains Indian material from tribes
threatened with cultural extinction, and Precolumbian lithics and
ceramics. These have proved to be invaluable resources for the teach
ing of archeology, cultural change, and material culture.
In 1956, Whiteford, then director of the Logan Museum, negoti
ated for the purchase of the Albert Green, Heath collection of North
American Indian ethnographic materials, among the largest private
collections in the country. On the day that Whiteford concluded
arrangements over the phone, he did not know that wealthy dealers
from Denver were in the owners' living room, blank check in hand.
An earlier visit by Whiteford with several eager students had con
vinced the Heaths of Beloit's dedication to teaching, and they accept
ed the College's smaller offer. This acquisition provided the Logan
with some of its finest Great Lakes (Woodland) and Plains Indians
artifacts.
Also adding to the North American Indian collections were gifts
from Herbert S. and Sonia Bleeker Zim and Carolyn Lace Ciaccio.
The latter's gift of modern ceramics, jewelry, and fine arts from the
southwestern United States updated the museum's collections in that
area. Major gifts in other fields included those of James E. Lockwood
(Caribbean archeological material), Bernard Brown (Precolumbian
ceramics) and the Center for International Cultural Exchange, Ltd.
Pricket candlesticks

Candles

China; 17th Century
Cloisonne, brass, and gilt
(42.115 a,6)

China; 17th Century
Beeswax
(42.116 a,6)
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(New Guinea ethnographic objects).
Both the Logan Museum Bulletin and The Occasional Papers ofthe
Logan Museum series have informed the world of the quality collec
tions and scholarly activities that have given the Logan an interna
tional reputation.
In the years before Wright Art Hall was built, the Fisher collec
tion of Greek casts added a new dimension to an art program that
used tangible works for study and appreciation. Helen Emerson con
tinued to be the guiding spirit, acquiring paintings by award-winning
artists, including Haycarting in Dalarna (No. 87) by Olaf Arborelius.
Her enthusiasm inspired generosity in others. Family friend Ellen
Battell Eldridge provided an endowment in memory of her husband,
Dr. Azariah Eldridge. Mary Ripley Goodwin, another friend of
Emerson's, left the College a large collection of artifacts from the
Middle East and East Asia in her 1912 bequest. Included were
ancient Egyptian and Palestinian objects, an important group of
scenic photographs from the firms of Alinari (Italy) and Bourne and
Shepherd (India), and imperial Chinese textiles.
Beginning in 1942, Carolyn Pitkin McCready donated her large
collection of Asian decorative arts. Carved jades and ivories, ancient
bronzes, and numerous textiles joined the collection. Katharine E.
Gurley's 1944 gift in memory of her husband, W illiam, included
hundreds of Chinese snuff bottles, a group of Japanese woodblock
prints, a large collection of Japanese sword-fittings, Japanese sagemono

ANDO HIROSHIGE Gapanese;

1797-1858)

Sakai no Watashi (Crossing at Sakai)
No. 58 of the JOO Views ofEdo; 1857

Colored woodblock print (84.33)
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ANDO HIROSHIGE (Japmcsc; 1797-1858)
Kambara Statio11, No.16 of the 53 Vic1us ofthe Hoeido To!Mido
Colored woodblock print (37.12)

96

83

graphics from the United States, Latin America, and Europe. They
are used for teaching, research, and exhibition.
Recent collecting activities of the museums remain strong. In the
last five years, the College has acquired more than 1,000 works
through gifts and purchases. Marilyn Heiden , daughter of Herman
Heiden, a local collector and educator, has given numerous archeo
logical artifacts in his memory. Nathaniel and Lana Grey have dona
ted hundreds of Chinese and Japanese works. Gifts by many other
persons and selective acquisitions made through recently established
purchase funds have enhanced and strengthened many other areas of
the collections. Such gifts are exhibited annually under the title "Re
cent Acquisitions," and these exhibitions are always well attended.
Box with lid
Japan; early 18th Century
Lacquerware, with silver, gilt, and silk (42.91)
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Of course, without the work of dedicated curators and directors,
development of the collections would have never happened, and their
richness never would have been unveiled. Over the years, these peo
ple have guided the Logan Museum of Anthropology: George Collie,
Alonzo Pond, Helen Burnette, Paul Nesbitt, Andrew H. Whiteford,
Druscilla Freeman, Robert Salzer,

J.

Edson Way, Jane Ketcham, and

and netsuke, historic Korean ceramics, and South and Southeast Asian

Irina Khazanov. Their counterparts in the Wright Museum of Art

Buddhist sculpture. (The gift also included hundreds of artifacts from

were Helen Brace Emerson, Carolyn Burr, P hilip W hitehead,

the Pacific Islands; these objects were turned over to the Logan.)
Post-World War II, the most important contributor in the field
of modern art was Laura Aldrich Neese, a 1912 graduate and long

Clayton Charles, W. Franklin Boggs, John Rembert, 0.V Shaffer,
James Trissell, Joseph Ishikawa, Jeanne Dalzell, Marylou Williams,
Carol Simon, Debora Donato, and Thomas Skwerski. Beloit estab

time supporter of Beloit College who was herself an artist. Her peri
odic gifts to the Wright beginning in 1948 provided for the purchase

study that had existed for decades. Anthropology Professors Way and

of nearly 150 significant works: a bronze maquette by Henry Moore

lished its minor in museum studies in 1984, formalizing a course of

(No. 20), notable prints by Kathe Kollwitz, Emil Nolde, Max

Salzer, and Art Center Director Williams developed the minor.
The last century has been one of major growth for the museums.

Beckmann, and other German expressionists, Picasso drawings, and

Commitments by the College and continuing support from the com-
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munity have nurtured and sustained these remarkable resources. The
next century will certainly see these efforts continue, and the Logan
Museum of Anthropology and Wright Museum of Art will serve their
constituencies with the same creativity, devotion, and dedication that
have gained them their worldwide reputation.
In 1985, the administration of the two museums was merged, and Henry
Moy, a 1978 graduate of Beloit College, became director of both facilities and
the museum studies program.

Bowl
Korea; 13th Century
Glazed porcelain (44.7)
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Bottle vase
Korea; 14th Century
Glazed earthenware (10.291)
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Imperial kesi woven robe

100

China; mid 18th Century
Embroidered yellow silk (38.31)
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Exhibitions: Museum oflnternacional Folk Arc, Santa Fe, N.M., January
1958-March 1959

CATALOG
FRONT COVER

3.

Coiled basket
Tuareg (Tamentit, Algeria); early 20th Century
Grass fiber basket, decorated with small woolen puffs dyed green, yellow, red,
turquoise, and navy blue; red and black leather strips; padded red wool top;
35.5 cm x 17.8 cm diam of bottom
Collected during the 1926 Logan Museum Sahara Expedition led by Alonzo
Pond (2726/4)

4.

LAWTON G. PARKER (American; 1868-1954)
Nathaniel C. Sears, Trustee; 1915
Oil on canvas; 105.0 cm x 94.0 cm
Gift of Nathaniel C. Sears (10.634)

"The Running Horse"

Limeuil (Dordogne, France); ca. 12,000 B.P.
Engraved limestone block; 33.0 cm x 43.0 cm; horse 16.0 cm
Museum purchase (4.7.206)
Publications: White, Randall, Dark Caves, Bright Visions: Life in lee Age
Europe, The American Museum of Natural History, 1986, p. 146; White,
Randall & L.B. Breicborde eds., French Paleolit'Jic Collections in the Logan
Museum ofAnthropology, Museums of Beloit College, 1992, pp. 289, 290;
White, Randall, Prehistoire, SUD-OUEST, 1993, p. 96
1.

KANEWAKA TsUKURU, second generation Qapanese; 1613-1677)
Offering sword and scabbard; 1640 (restored 1992)
Steel, brass, leather, deerskin, wood; blade length 104.1 cm
W.F.E. Gurley Memorial Collection (44.456)
Tang inscription: "Ujiye Yasuemon Nagatane gave this to the Ise Shrine to
commemorate his son's return from the battle and his great courage."
The battle referred to probably occurred during the Shimobara Rebellion.
Restoration at the School of Yoshikawa Kentaro, Keeper of the Imperial
Collections, Tokyo. The blade was polished by Yoshikawa Eichi. The handle
was restored by Ichinose Takahiro. Wrappings and dyed deerskin "tachi-style"
mounting from materials remaining after the making of the coronation sword
used in the installation ceremony of the current Emperor Akihito. Restoration
sponsored by ToKen Study Group of Chicago.
Exhibitions: 1992 Exhibition of the Nihon ToKen Hozon Kai Qapanese
Sword Collectors Group), Tokyo, Japan

2.

Gri-gri necklace

(Sudan); lace 19th Century
Twelve leather-dad pendants on leather rope; 32.0 cm
Didon Collection (2962)

Recto: signed in red paint LL: Lawton Parker 1915
Lawton G. Parker was the first art instructor in the Beloit College art depart
ment.

5.

Hydria

Greek; in the manner of the Ancimenes Painter; ca. 2,500 B.P.
Black-figure ceramic vase; figure of racing chariot and driver painted in black,
red, and white; 36.5 cm x 35.9 cm x 26.6 cm
Gift in memory of Theodore Lyman Wright, professor of Greek art, by friends
and students (31.1)
Exhibitions: Haeger Potteries, Inc., Dundee, Ill., June, 1965; Haeger Potteries,
Inc., Dundee, Ill., Oct. 11, 1965-June 28, 1966; Elvehjem Art Center,
University of Wisconsin-Madison, Oct. 24, 1978-Aug. 31, 1979; "Greek
Vase-Painting in Midwestern Collection," Arc Institute of Chicago, Dec. 22,
1979-Feb. 24, 1980; "From the Head of Zeus," Davenport Municipal Arc
Gallery, Davenport, Iowa, May 13, 1985-Jan. 31, 1987
Publications: Moon, Warren G., Greek Vase-Painting in Midwestern
Collections, Art Institute of Chicago, 1979, pp. 120-121

A gri-gri is a talisman or amulet chat its owners believe can ward off evil and
bring good luck to oneself or misfortune to others.
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6.

Bowl
(Mimbres Valley, New Mexico); ca. 1100
Slip-decorated earthenware with painted designs of a grasshopper and fox;
I0.6 cm x 25.3 cm rim diam
Collected during 1929 & 1930 Logan Museum Expeditions in Mimbres
Valley, New Mexico, led by Paul H. Nesbitt (16275)

7.

Bowl
(Mimbres Valley, New Mexico); ca. 1100
Slip-decorated earthenware with brown painted interlocking scroll design;
11.4 cm x 24.1 cm diam
Collected during 1929 & 1930 Logan Mu"lleum Expeditions in Mimbres
Valley, New Mexico, led by Paul H. Nesbi)t (16343)

8.

10.

14.

Seated ballplayer figure
(Veracruz, Mexico); ca. 600-900
Molded earthenware with black paint; 35.6 cm
Museum purchase, Boyer Fund (7227)
Exhibitions: Leigh YawkeyWoodson Art Museum,Wausau,Wis., December
1978-March 1979; "Precolumbian An in Cultural Context," Lakeview
Museum, Peoria, Ill., Oct. 6-Dec.l, 1982; "Face and Heart: the Figure in
Mesoamerican Sculpture," University ofWisconsin-Milwaukee Art Museum,
March I-May 31, 1987

15.

Basket
Shasta (Northern California); early 20th Century
Grass fibers; 25.7 cm x 32.3 cm diam of rim
Herbert S. & Sonia Bleeker Zim Collection (9013)
Coiled basket
Pomo (California); early 20th Century
Grass fiber basket, decorated with feather, bead, and shell; 5.0 cm x 18.1 cm
diam of rim
Herben S. & Sonia Bleeker Zim Collection (9567)

11.

War club with disk (tamioc)
(New Caledonia, Micronesia)
Wood with serpentine disk; 65.8 cm x 28.7 cm at widest point of blade.
Didon Collection (3062)

12.

Robe (kimono)
Ainu Oapan); late 19th or early 20th Century
Dark blue cotton with embroidery and applique work; 114.3 cm
Museum purchase (3929)
Exhibitions: "Fabric of Living," Museum oflnternational Folk Art, Santa Fe,
N.M., February 1967-February 1968; "Japanese Folk Textiles," Islip Art
Museum, East Islip, N.Y., Dec. 2, 1987-Jan. 29, 1988
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Moustache sticks
Ainu Oapan); late 19th or early 20th Century
3917: Carved with a figure of fish and boat and geometric designs; 28.6 cm x
3.2 cm
3918: Wood, painted red on one side, carved with animal figures and geomet
ric designs; 33.0 cm x 3.2 cm
Museum purchase (3917, 3918)

Coiled basket tray
Apache (Southwest United States); early 20th Century
Grass fibers; 8.9 cm, 33.5 cm x 29.0 cm diam
Herbert S. & Sonia Bleeker Zim Collection (7515)
Exhibitions: Rockford College, Rockford, Ill., January 1973

9.

13.

Man with bird headdress figure
Maya Oaina, Mexico); ca. 900
Painted earthenware; 19.0 cm x 7.0 cm x 5.0 cm
Museum purchase (5902)
Exhibitions: "Face and Hean: the Figure in Mesoamerican Sculpture,"
University ofWisconsin-Milwaukee Art Museum, March I- May 31, 1987;
"Precolumbian An in Cultural Context," Lakeview Museum, Peoria, Ill., Oct.
6-Dec. I, 1982; "The Columbian Encounter: Mesoamerican, Spanish,
Colonial, and Hispanic Art," Springfield Museum of An, Springfield, Ohio,
May 22, 1992-Jan. 28, 1993

16.

Whistling monkey effigy pot with spout
Late Salinar style approaching early Mochica (Peru); ca. 2,300 B.P.
Polished slip-decorated earthenware with geometric figures painted in orange;
15.2 cm at head x 15.2 cm diam at shoulder and 7.6 cm diam at base
Museum purchase, Boyer Fund (7266)
Exhibitions: "Precolumbian An in Cultural Context," Lakeview Museum,
Peoria, Ill., Oct. 6-Dec. I, 1982

17.

Exhibitions: Department ofArt and Art Education, University ofWisconsin
Madison, November 1957; 'The Neese Fund Collection," Milwaukee Art
Center, January-February, 1958 & Kresge Art Center, East Lansing, Mich.,
January 1959; "Sculpture from the Neese Fund Collection," Rockford Art
Association, Burpee Gallery, Rockford, Ill., October 1958; Memorial Art
Center Milwaukee, Wis., October 1959; Janesville Art Association, Janesville,
Wis., January 1961; Rockford College, Rockford, Ill., May 3-June 7, 1962;
"American and European Sculpture of the 40s," The Arc Galleries, University
ofCalifornia-Sanca Barbara, April 4-May 6, 1973; Art League of Beloit meet
ing, April 17, 1991

ADOLPH R. SHULZ (American; 1869-1963)
DewyMomi11g
Oil on canvas; 63.5 cm x 81.0 cm
Gift of Helen Brace Emerson (10.643)
Recto: signed LR: Adolph R. Shulz; Verso: label affixed to U stretcher: Tide:
Dewy Morning/Address: Adolph R. Shulz/...avan, Wis./300.00; label affixed to
U frame: Art library ofBeloit College
Publications: Gerdts, William, Art Across America: Regional Painting to 1920,
Abbeville Press, New York City, 1990

18.

THEODORE ROBINSON (American; 1852-1896)
Peeling Apples; ca. 1890
Oil on canvas; 52.0 cm x 41.0 cm
Gift ofMary Otis Jenkins (10.633)

Publications: The Palette, Delta Phi Delta 38:1, Spring 1958
21.

Publications: The Figural Images of Theodore Robimon, Paine Art Center,
Oshkosh, Wis. 1978, p. 69

19.

WILLIAM MERRITT CHASE (American; 1849-1916)

Landscape; ca. 1885

Oil on wood panel; 24.0 cm x 48.5 cm
Beloit College Permanent Collection (10.579)
Recto: signed in oils LR: W.M. Chase; Verso: colored and scratched on
surface in handwriting: To my friend J.H. Twachtman/WM Chase 188_;
Below chat, upside down scratched: 156
20.

Interior ofa Chnrch

Oil on panel; 27.5 cm x 36.5 cm
W.F.E. Gurley Memorial Collection (44.430)

Recto: signed LL: Th Robinson
Exhibitions: "Masterpieces of Arc in Wisconsin: Centennial Exhibition," State
Fair Park, Milwaukee, Wis., Aug. 7-17, 1948; "Bicentennial Exhibit," Rock
County Historical Society, Janesville, Wis., Feb. 25-March 14, 1976;
"American Artists Abroad: The European Experience in the 19th Century,"
Nassau County Museum ofFine Art, Roslyn, N.Y., June 2-Sept. 2, 1985; "The
Figural Images ofTheodore Robinson, American Impressionist," Paine Art
Center and Arboretum, April 12-June 7, 1987; Dixon Gallery and Gardens,
June 28-Aug. 23, 1987; Indianapolis Museum ofArt, Oct. 6-Nov. 29, 1987

PEETER NEEFFS, THE YOUNGER (Flemish; 1620-1675)

Signed LR: Peeter Neeffs
22.

MARINO MARINI (Italian; 1901-1980)

"Marino from Shakespeare," Plate VIIIji-om Hemy IV, Part II; 1976

Color etching on paper; 46.7 cm x 37.5 cm
Gift ofMr. and Mrs. Paul Pazdan (84.53.3)
Signed LR: Marino; below image in pencil LL: XL\11/L; blind stamp LL:
lion in oval

23.

WASSILY KANDINSKY (Russian; 1866-1944)

Kleine Welten I (Small Worlds I); 1922

Color lithograph on paper; 25.0 cm x 21.5 cm
N.J. Ross Memorial Fund (47.11)
Signed LR: Kandinsky; on plate LL: K/22
Exhibitions: "The Neese Fund Collection," Milwaukee Art Center, January
February 1958 & Kresge Arc Center, Ease Lansing, Mich., January 1959;
Waterloo Municipal Galleries, Waterloo, Iowa, May 30-July 21, 1967

HENRY MOORE (English; 1898-1986)
Reclining Nude; 1946
Bronze; 11.7 cm x 24.1 cm x 18.1 cm diam
Museum purchase, Laura Aldrich Neese Fund (10.387)
Incised on base: Moore; Verso: incised on base: 3/6
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Wright Museum of Art ca.1940
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24.

PABLO PICASSO (Spanish; 1881-1973)
L'Homme au Piano (The Man at the Piano); 1914
Ink on paper; 21.2 cm x 10.2 cm
Museum purchase, Laura Aldrich Neese Fund (10.386)

28.

Recto: LL: Picasso

Incised on base: Kaigyoku (probably Kaigyokusai; 1813-1892)

Exhibitions: Department of Art and Art Education, University ofWisconsin
Madison, November 1957; 'The Neese Fund Collection," Kresge Art Center,
Lansing, Mich., January 1959; "Drawings from the Neese Fund Collection,"
Rockford Art Association, Rockford, Ill., September 1958; Rockford Art
Association, Rockford, Ill., February 1962; "Paths of Post-Impressionism,"
Kohler Gallery, Milton College, Milton,Wis., April 5-May 19, 1964
25.

Koma School Foiro seven-case inro
Japan; 19th Century
Black lacquerware embossed with dragonflies; cloth pouch; 8.5 cm x 5.5 cm
W.F. E. Gurley Memorial Collection (44.336 a)
Signed in gold lacquer on bottom LR: Tsuneyoshi

Kajikawa School four-case inro
Japan; 19th Century
Gold lacquerware embossed with Chinese style "phoenix" (feng huang), or bird
of immortality, in flight over a rushing stream; 8.5 cm x 6.0 cm
W.F.E. Gurley Memorial Collection (44.341 a)
Exhibitions: "Oriental Splendor," Kohler Arts Center, Sheboygan, Wis., June
17-Aug. 5, 1979; "Netsuke and lnro," Lakeview Museum, Peoria, Ill., Jan. 29May 28, 1982

27.

29.

Drunken man listening to a samisenplayer netsuke
Japan; late 19th Century
Elephant ivory; 3.5 cm x 4.2 cm x 1.7 cm
W.F.E. Gurley Memorial Collection (10.48)

Hannya mask, hammer, andfoliage netsuke
Japan; early 19th Century
Marine ivory; 2.0 cm x 4.5 cm
W.F.E. Gurley Memorial Collection (10.20)
Exhibitions: "Oriental Splendor," Kohler Arts Center, Sheboygan,Wis., June
17- Aug. 5, 1979; "Netsuke and Inro," Lakeview Museum of Arts and Sciences,
Peoria, Ill., Jan. 29-May 28, 1982

i

Exhibitions: "Oriental Splendor," Kohler Art Center, Sheboygan,Wis., June
17-Aug. 5, 1979; "Netsuke and Inro," Lakeview Museum, Peoria, Ill., Jan. 29May 28, 1982
26.

Seated monkey netsuke
Japan; late 19th Century
Elephant ivory, horn; 3.1 cm x 2.6 cm x 3.1 cm
Edward H. Pitkin Memorial Collection (10.57)

30.

Bugaku dancer and snake netsuke
Japan; late 19th or early 20th Century
Elephant ivory, mother-of-pearl; 3.5 cm x 2.3 cm x 2.3 cm
Edward H. Pitkin Memorial Collection (42.45)
Incised on base: Gyokuzan
Exhibitions: "Oriental Splendor," Kohler Arts Center, Sheboygan,Wis., June
17-Aug. 5, 1979; "Netsuke and Inro," Lakeview Museum, Peoria, Ill., Jan. 29May 28, 1982

31 a. Snuffbottle
China; early 19th Century
Jadeite, carved in low-relief with magpie and plum blossoms, bamboo, and
birds; 6.9 cm x 3.3 cm x 2.2 cm
W.F.E. Gurley Memorial Collection (44.382)
Exhibitions: "Snuff Bottles," Lakeview Museum, Peoria, Ill., May 28, 1982June 5, 1983; "Chinese Snuff Bottles from theWright Museum of Art," Morris
Museum, Morristown, N.J., Sept. 30-Nov. 20, 1989 & Freeport Art Museum,
Freeport, Ill., March 18-May 6, 1990

Incised on back: Rantei
Exhibitions: "Netsuke and Inro," Lakeview Museum of Arts and Sciences,
Peoria, Ill., Jan. 29-May 28, 1982
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31 b. Snuffbottle
China; 1908
Carved and inside painted rock crystal; green glass stopper (imitation jadeite)
and ivory spoon; 8.7 cm x 4.5 cm x 2.3 cm
W.F.E. Gurley Memorial Collection (44.391)
Recto: signed inside in black paint: Ma Shaoxuan (in Chinese characters)

31 f Smiffbottle
China; late 19th Century
Layered glass with multi-color overlay of plum blossoms in a vase and potted
flowers; imitation rose quartz stopper and ivory spoon; 7.2 cm x 4.3 cm x 2.0
cm
W.F.E. Gurley Memorial Collection (44.358)
Exhibitions: "Imaginary Gardens," Kohler Arts Center, Sheboygan, Wis., May
I-July 24, 1988; "Chinese Snuff Bottles from the Wright Museum of Art,"
Morris Museum, Morristown, N.J., Sept. 30-Nov. 20, 1989 & Freeport Art
Museum, Freeport, Ill., March 18-May 6, 1990

Exhibitions: "Snuff Bottles," Lakeview Museum, Peoria, Ill., May 28,
1982-June 5, 1983; "Chinese Snuff Bottles from the Wright Museum of Art,"
Morris Museum, Morristown, N.J., Sept. 30-Nov. 20, 1989 & Freeport Art
Museum, Freeport, Ill., March 18-May 6, 1990
31 c. "Master" snuffbottle
China; 19th Century, probably Daoguang pefiod (1821-1850)
Porcelain, with blue and red underglaze decoration of a three-toed dragon;
aventurine quartz stopper; 15.2 cm x 5.8 cm diam
Museum purchase, Nathaniel and Lana Grey Collection Fund (89.1)
On base: double ring, underglaze blue

32.

Imperial summer ,·obe
China; lace 19th Century
Silk; embroidered in gold thread in the couching style with nine imperial drag
ons holding orbs; 132.0 cm x 208.3 cm
Bequest of Mary Ripley Goodwin (12.16)

33.

Capra ibex
Grotte Jouclas/Grotte de Lacave (Lot, France); 18,000-11,000 B.P.
Engraved bone; 11.0 cm
Museum purchase (12571)

Exhibitions: "Chinese Snuff Boccies from the Wright Museum of Art," Morris
Museum, Morristown, N.J., Sept. 30-Nov. 20, 1989 & Freeport Art Museum,
Freeport, Ill., March 18-May 6, 1990
31 d. Snuffbottle
China; late 19th Century
Agate, carved in relief with the philosopher Chu Koliang on a mule, an atten
dant carrying a flowering prunus branch, moon and clouds; with agate/brass
stopper; 6.2 cm x 5.1 cm x 2.5 cm
W.F.E. Gurley Memorial Collection (44.359)

Publications: White, Randall & L.B. Breitborde eds, French Paleolithic
Collectiom i11 the Logan Museum ofAnthropology, Museums of Beloit College,
1992, p. 130; White, Randall, Prehistoire, SUD-OUEST, 1993, p. 21
34.

Exhibitions: "Asian Arts Festival," University of Wisconsin-Whitewater, May
19-June 6, 1966; "SnuffBoccies," Lakeview Museum, Peoria, Ill., May 28,
1982-June 5, 1983; "Chinese SnuffBotcles from the Wright Museum of Arc,"
Morris Museum, Morristown, N.J., Sept. 30-Nov. 20, 1989 & Freeport Art
Museum, Freeport, Ill., March 18-May 6, 1990
31 e. Smiffbottle
China; 20th Century
Gneiss, carved in relief with toad motif; green glass stopper; 6.7 cm x 4.0 cm x
2.2 cm
Gift of Nathaniel and Lana Grey (88.1.43)
Exhibitions: "Chinese Snuff Bottles from the Wright Museum of Art," Morris
Museum, Morristown, N.J., Sept. 30-Nov. 20, 1989 & Freeport Art Museum,
Freeport, Ill., March 18-May 6, 1990
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Necklace
Abri Blanchard (Dordogne, France); ca. 11,000 B.P.
137 stone, bone, and ivory beads and pendants; probably clothing beads and
pendants, reconstructed as a necklace
Museum purchase (4.7.253)
Publications: White, Randall, Dark Caves, Bright Visions: Life in Ice Age
E11rope, The American Museum of Natural History, 1986, p. 92; White,
Randall & L.B. Breitborde eds, French Paleolithic Collections in the Logan
M11se11m ofAnthropology, Museums of Beloit College, 1992, p. 10

35.

Double-lobed water vessel
Hopi (Zuni, New Mexico); ca. 1885
Sitkiyatki earthenware; pale ivory slip with painted brown design; basket
impressions on the bottom; 20.0 cm x 11.4 cm rim diam
Horatio N. Rust Collection (15260)

I

36-40. Dentalium pouches
Hupa or Karok (Klamath River area, California); 19th Century
These elk antler pouches were used to hold dentalium shell beads used in trade;
the number of beads signified the owner's status and wealth.
Horatio N. Rust Collection (859; 861-864)

36.
37.

38.
39.

40.

(861) 15.5 cm x 9.0 cm diam
(864) 7.2 cm x 3.4 cm diam
(859) 10.0 cm x 9.8 cm x 2.3 cm diam
(862) 10.3 cm x 4.1 cm diam
(863) 13.3 cm x 3.8 cm diam
Exhibitions: Rockford College, Rockford, Ill., January 1973

41.

Neckl.ace
Hupa (Klamath River area, California); 19th Century
Dentalium shells; 70.3 cm
Herbert S. & Sonia Bleeker Zim Collection (8664)

42.

Woman's dress
Dakota Sioux (Northern Plains, United States); ca. 1860-1870
Three-piece; yoke beaded with glass seed beads, with a buckskin attached on
each side, fringed; the tail is portrayed by a u-shaped design that represents a
turtle emerging from a lake; 116.8 cm x 103.0 cm including sleeves
West Dakota Collection (1243)
Exhibitions: "The Native American Heritage," The Art Institute of Chicago,
July 16-Oct. 30, 1977

43.

44.

45.

Parfleche cases
Crow (Lodge Grass, Montana); late 19th Century
Leather with painted designs; 68.6 cm x 30.5 cm
Albert Green Heath Collection (30040)

False pouches were used as decoration by the Woodland, Prairie, and Plains
groups.
Exhibitions: Rockford College, Rockford, Ill., January 1973
46.

Woman's skirt
Hupa or Yurok (Klamath River area, California); late 19th Century
Buckskin fringed with glass trade beads and abalone shells;
114.3 cm x 75.0 cm
Horatio N. Rust Collection (1303)

47.

Girl's leggings
Southern Cheyenne (Oklahoma); 19th Century
Dyed buckskin, beaded; 31.1 cm x 17.8 cm across top
Albert Green Heath Collection (30725)

48.

Two Gray Hills style rug
Navajo (New Mexico); 20th Century
Dyed wool; 133.0 cm x 71.0 cm
Museum purchase (2445)
Exhibitions: Rockford College, Rockford, Ill., January 1973; "Spiderwoman's
Gift: Navajo Weaving," Freeport Art Museum, Freeport, Ill., Dec. 12, 1988Jan. 23, 1989

49.

Bowl
Hopi (Walpi Pueblo, Arizona); ca. 1860-1879
Wbite kaolin slip with black and red matte mineral paint; plain exterior, interi
or painted with "kachina" face of corn maid Shalako mana; 6.6 cm x 20.3 cm
diam
Herbert S. & Sonia Bleeker Zim Collection (9351)

50.

Fiber hat
Possibly Tlingit (Northwest Coast, United States); late 19th Century
Painted spruce root; 18.0 cm x 42.7 cm width of brim
Museum purchase (6804)

Bandolier bag
Chippewa (Great Lakes area, probably Wisconsin); ca. 1860-1875
Beaded black wool, silk, backed with red-patterned cotton;
Bag 43.2 cm x 26.7 cm, Bandolier width 12.7 cm
Horatio N. Rust Collection (1450/3)
Exhibitions: "American Indian Art: Form and Tradition," Walker Art Center,
Minneapolis, Minn., June 16, 1972-Jan. 15, 1973

Closed or false pouch
Northern Athabascan or Canadian Cree (Northwest Canada); late 19th
Century
Beaded dark blue wool; total 45.7 cm x 17.8 cm at top, 16.5 cm at center,
fringe 21.6 cm
Museum exchange (1341)
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I

Memorial Hall, later named the Logan Museum of Anthropology, ca. 1940
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51.

Friendship bag

Winnebago (Black River Falls, Wis.); 20th Century
Plaited yarn and bark; 54.7 cm x 39.9 cm
F. R. Roddy Collection (1411/3)
Exhibitions: Rockford College, Rockford, Ill., January 1973

52.

53.

57.

58.

Skirt

Menomonee (Wisconsin); ca. 1900
Black wool, with cotton waistband and silk applique work; 81.3 cm x 83.8 cm
at waist, 43.2 cm applique width
Albert Green Heath Collection (30425)

59.

55.

56.

Stilt birdfigurine

(Marquis Islands, Polynesia); 19th Century
Carved wood; 39.0 cm x 8.5 cm at top, 5.5 cm at bottom
Didon Collection (3141)

Mosaic sack

Exhibitions: "Art of the Great Lakes Indians,") Flint Institute of Arts, Flint,
Mich., March 25-July 1, 1973

(Sudan); late 19th Century
Leather; 46.5 cm x 126.5 cm
Didon Collection (2969)

Tripod water bottle

Exhibitions: Museum oflnternational Folk.Art, Santa Fe, N.M., January
1958-March 1959

(Saline River area, Benton, Ark.); ca. 1300
Earthenware with traces of white paint on lower body; 14.0 cm
Paul H. Nesbitt Collection (20475)

60.

Exhibitions: Mt. Scenerio College, Ladysmith, Wis., September-October 1982

54.

Tapa cloth

Senufo (Nigeria); early 20th Century
Decorated pounded bark; 124.5 cm x 83.8 cm
Herbert S. & Sonia Bleeker Zim Collection (7830)

Jar

(Zia Pueblo, New Mexico); 20th Century
Earthenware with buff slip; designs painted in orange and red; 23.2 cm x 22.9
cm at shoulder, 15.2 cm at top opening
Herbert S. & Sonia Bleeker Zim Collection (9245)

61.

Jar

(Acoma Pueblo, New Mexico); early 20th Century
Slip-decorated earthenware with orange and black painted design; 24.0 cm x
18.8 cm rim diam
Gift of Helen-Margaret Greene (8336)

Tularosa pitcher

(Canyon de Chelly, Arizona); ca. 1200
Slip-decorated earthenware, black on white decoration; 15.5 cm x 16.0 cm
diam
Gift of Mrs. John W. Norton (15186)
Exhibitions: Rockford College Art Gallery, Rockford, Ill., Aug. 27-Oct. 11,
1990

Bird ornament

(Peru); ca. 1400
Silver alloy with green patina; 9.5 cm x 12.7 cm diam
Herbert S. & Sonia Bleeker Zim Collection (8456)

Cup (cylinder vase)

Maya (Peten, Guatemala); 700-800
Slip-decorated earthenware with painted designs including glyphs and anthro
pomorphic figures of a jaguar, deer, and "death figure"; inscription refers to
use of cup for cacao; 20.3 cm x 11.5 cm diam
Museum purchase, Boyer Fund (7196)
Exhibitions: "Precolumbian Art in Cultural Context," Lakeview Museum,
Peoria, Ill., Oct. 6-Dec. 1, 1982

62.

Standingfemalefigure

Chancay (Peru); ca. 1400
Slip-decorated earthenware with painted black detailing; 63.5 cm x 19.1 cm
across straight edge at top and 18.7 cm across back at waist
Museum purchase, Boyer Fund (7280)
Exhibitions: Rockford College, Rockford, Ill., Oct. 31-Dec. 1, 1969; "Pre
columbian Art in Cultural Context," Lakeview Museum, Peoria, Ill., Oct. 6,
1982-Dec. 1, 1982
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63.

Chiefs paddle war club
(Tonga, Polynesia); late 19th or early 20th Century
Wood, carved with geometric designs; 132.8 cm x 14.4 cm at widest point
Didon Collection (3022)

69.

Exhibitions: Department ofArt and Art Education, University ofWisconsin
Madison, November 1957

Exhibitions: Milwaukee Public Museum, Milwaukee, Wis., 1965-1992

64.

Canoe paddle
(Probably Austral Islands, Polynesia); 19th Century
Wood; carved with geometric designs; 100.0 cm x 18.6 cm
Museum purchase or exchange (3329)

65.

Womans blouse (huipil)
•
Maya (Churrancho, Guatemala); early 20th Century
Cotton, embroidered with animal figures and geometric designs;
53.0 cm x 118.5 cm
Museum purchase, Sprague-Rogers Fund (4033)

66.

67.

68.

70.

Eleusiniall Relief Demeter, Triptolemus, and Persephone
Greek; ca. 2,450 B.P.
Plaster cast made from original in the National Museum ofAthens;
216.0 cm x 152.0 cm x 21.5 cm
Lucius G. Fisher Memorial Collection (1894.13)

71.

Lotusform brush washer
China; 18th Century
Nephrite; handle carved in the form ofleaves; 5.7 cm x 14.6 cm x 10.6 cm;
stand 6.0 cm x 11.5 cm x 7.5 cm
W.F.E. Gurley Memorial Collection (10.302)

Woman's blouse
Huichol (Mexico); 20th Century
Cotton; 47.6 cm x 70.0 cm, sleeves 30.5 cm
Gift ofBernard Brown (5926/4)
Front piece ofa coat
Tungus (Upper Tunguska or Yeniesei River area, Siberia); ca. 1900
Beaded buckskin; one offive pieces ofan outfit; 75.8 cm x 42.0 cm at widest
point
William B. Webster, '12, Collection (3283)
Crested helmet mask (tata/lua)
(New Ireland, Melanesia); early 20th Century
Wood, fiber, clay, opercula shell inlay, with red, black, blue, and white natural
pigment; 44.5 cm x 19.0 cm x 42.5 cm
Museum purchase (31300)
Exhibitions: "Melanesian Art: Dialogue with the Spirits," University of
Wisconsin-Milwaukee Art Museum, Sept. 1-Nov. 30, 1984;
Southern Illinois University, Carbondale, Ill., April 18, 1962-Dec. 3, 1965

THEODOROS STAMOS (American; b.1922)
Composition; ca. 1950
Oil on canvas; 29.0 cm x 132.0 cm
Gift ofMrs. Carl Hamann (56.3)

Exhibitions: "A Walk into China's Pase," Battle Creek Civic Center, Battle
Creek, Mich., Sept. 24-Nov. 13, 1981; Lakeview Museum, Peoria, Ill., Nov.
7, 1983-Jan. 18, 1984; "Imaginary Gardens," Kohler Arcs Center, Sheboygan,
Wis., May 1-July 24, 1988
72.

Lohan figure with lion
China; 18th Century
Soapstone; 12.7 cm x 11.1 cm x 7.9 cm
Edward H. Pitkin Memorial Collection (42.75)

73.

Two-handled cup
China; 19th Century
Agate with wood base; two monster head handles with loose rings; carved
exterior with three bands ofpetals; 4.3 cm x 11.4 cm x 7.5 cm
Edward H. Pitkin Memorial Collection (42.78)

74.

Covered bowl
Japan (Kucani Kilns); lace 19th Century
Porcelain, painted with stylized bands of various designs; the interior painted
with pomegranate and branches, and the lid with a peach finial, cloud pattern
with a three-toed dragon, and a phoenix; 16.5 cm x 19.0 cm diam
Gift ofNathaniel and Lana Grey (87.5.42 a,b)
Signed "Kutani" in red on base
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75.

JOHANNES WYNANTS (Dutch; 1615-1684)
Country Road

Recto: signed LR: J. Wynants; Verso: gummed label UR: No 13253 and MR;
No 13278/C Fritz Hoelzer/Box 13 New York City, N.Y. Date_l9_

Signed LR: Raphael Soyer
Exhibitions: 'The Neese Fund Collection," Milwaukee Art Center, January
February 1958 & Kresge Art Center, East Lansing, Mich., January 1959; Art
Department, Hamline University, St. Paul, Minn., March-May 1966
80.

Oil on canvas; 81.0 cm x 66.0 cm
Gift ofMr. and Mrs. William A. Findlay Sr. (68.5)

The Cove

HARVEY K. LITTLETON (American; b.1922)
Sliced Mushroom; 1970
Blown shaded manganese glass; 19.0 cm x 13.0 cm x 8.2 cm
Museum purchase (70.2)
Recto: incised H.K. Littleton/1970 on front right edge ofbase

Recto: signed LR: Bombois. C.lle
81.

Umbrel/,a handle

Japan; 19th Century
Elephant ivory; carved in the form of monkeys vying for a peach; 12.7 cm x 3.0
cm x 3.5 cm
Gift ofF.A. Chadbourne, Class of 1896 (30.4)
82.

GEORGES ROUAULT (French; 1871-1958)
Nous Sommes Fous (We Are Mad); ca. 1920

Aquatint on paper; 56.5 cm x 41.0 cm
Gift ofLeonard Scheller (72.4)

ERNST BARLACH (German; 1870-1938)
Melon Cutter; 1907
Bronze; 33.0 cm x 39.3 cm x 21.0 cm diam
Museum purchase, Laura Aldrich Neese Fund (57.2)

Recto: LL: GR
Exhibitions: "Five Centuries ofMaster Graphics," Lakeview Museum, Peoria,
Ill., June 11-Oct. 6, 1982

Incised on back base: E. Barlach; Verso: stamped center: H. Noack/Berlin
Exhibitions: Department ofArt and Art Education, University ofWisconsin
Madison, November 1957; "The Neese Fund Collection," Milwaukee Art
Center, January-February 1958 & Kresge Art Center, East Lansing, Mich.,
January 1959; "Sculpture from the Neese Fund Collection," Rockford Art
Association, Burpee Gallery, Rockford, Ill., October 1958; Art Department,
Hamline University, St. Paul, Minn., March-May 1966; The Paine Art Center,
Oshkosh, Wis., Feb. 11-April 4, 1972; "German Expressionism," Burpee Art
Museum, Rockford, Ill., 0cc 11-Nov. 13, 1977; "Small Sculpture," in con
junction with the Wisconsin School for the Visually Handicapped, May 27Oct. 9, 1983

CAMILLE BOMBOIS (French; 1883-1970)
Jeune Femme Assise (Young Woman Sitting); ca. 1940

FREDERICK JUDD WAUGH (American; 1861-1�40)

Recto: LR: Waugh

78.

Sleeping Girl

Oil on canvas; 21.0 cm x 30.9 cm
Museum purchase, Laura Aldrich Neese Fund (10.580)

Oil on canvas; 76.2 cm x 91.5 cm
Gift ofSamuel J. Campbell, '13, and Ileen B. Campbell (81.14.19)

77.

RAPHAEL SOYER (American; 1899-1987)

Oil on panel; 58.5 cm x 48.5 cm
W.F.E. Gurley Memorial Collection (44.428)

Exhibitions: "Masterpieces ofArt in Wisconsin: Centennial Exhibition," State
Fair Park, Milwaukee, Wis., Aug. 7-17, 1948
Publications: Murray, Peter and Linda, A Dictionary ofArt and Artists, Penguin
Books, 4th ed. p. 488

76.

79.

83.

Kwannon (goddess ofmercy)
Japan (Satsuma Kilns); ca. 1800
Enameled porcelain; 35.5 cm x 26.0 cm x 21.5 cm
Gift of Nathaniel and Lana Grey (91.22.31)

84.

Guanyin (goddess of mercy)
China; 16th-17th Century
Painted wood, traces ofgilt; 38.4 x 17.7 cm diam
Gift ofDr. T. Rowell (38.26)

Exhibitions: Art Department, Rockford College, Rockford, Ill., Feb. 22-May
13, 1967
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85.

LASZLO MOHOLY-NAGY (Hungarian; 1895-1946)
Untitled; 1946
Crayon on sandpaper; 26.5 cm x 22.0 cm
Gift of Leslie and Elizabeth Lewis (81.1.1)

89.

Exhibitions: Museum oflntemational Folk Art, Santa Fe, N.M., January
1958-March 1959

Recto: in crayon LR: Moholy 46
Exhibitions: "Moholy-Nagy: A New Vision for Chicago," Illinois State
Museum, Springfield, Ill. & State of Illinois Art Gallery, Chicago, October
1990-May 1991

86.

90.

Wovm coverlet (ragidup)
Toba Bacak (Sumatra, Indonesia, Toba Lake region); early 20th Century
Cotton; consists of three panels sewn together; 207.5 cm x 113.5 cm
Gift of Hazel Bartlett (4120)

91.

Horse head pin
(Luristan, Iran); ca. 2,600 B.P.
Bronze; 9.8 cm x 4.4 cm
Museum purchase (4419)

Exhibitions: Janesville Art Association, Janesville, Wis., January 1961

92.

OLAF ARBORELIUS (Swedish; 1842-1915)
Haycarting in Dalarna; 1886
Oil on canvas; 67.0 cm x 89.0 cm
Museum purchase (10.645)

Stagfigure
(Luristan, Iran); ca. 2,600 B.P.
Bronze; 6.0 cm x 3.8 cm
Museum purchase (4418)

93.

Pricket candlesticks
China; 17th Century
Cloisonne, brass, and gilt; decorated with multi-colored scrolling peony ten
drils; 30.5 cm x 15.1 cm diam
Edward H. Pitkin Memorial Collection (42.115 a,b)

ANSEi UCHIMA (American; b.1921)
Song ofthe Seashore; 1959
Color woodcut; 48.5 cm x 75.0 cm
Museum purchase, Laura Aldrich Neese Fund (60.13)
Titled, numbered, signed in pencil below image: (in Japanese characters) Song
of the Seashore, 68/100, A. Uchima, 1959; in ink at B:
E382 28 x 38 4 65 61 112

87.

Recto: LR: 0. Arborelius/1886; Verso: oval stamp: Wilhelm
Becker's/Stockholm; on lower stretcher: Hokaran i Dalarne/0.
Arborelius/Stockholm; label affixed to upper frame: World's Columbian
Exposition/at Chicago, Ill. USA; title, artist, address.

Exhibitions: "Antiques," Intermediate Women's Club, Beloit, Wis., Feb. 13,
1977

This piece was exhibited at the World's Columbian Exposition of 1893 in
Chicago, where Helen Brace Emerson bought it for Beloit College.

88.

Painted river pebbles

94.

Exhibitions: "Dark Caves, Bright Visions: Life in Ice Age Europe," American
Museum of Natural History, New York City, Sept. 1, 1986-March 3, 1987
Publications: White, Randall, Dark Caves, Bright Visions: Life in Ice Age
Europe, American Museum of Natural History, 1986, p. 163; White, Randall
& L.B. Breitborde eds, French Paleolithic Collectiom in the Logan Museum of
Anthropology, Museums of Beloit College, 1992, pp. 358, 362; White,
Randall, Prehistoire, SUD-OUEST, 1993, p.106

Candles
China; 17th Century
Beeswax; 20.2 cm x 4.4 cm diam
Edward H. Pitkin Memorial Collection (42.116 a,b)

Mas d'Azil (Ariege, France); 11,000-9,000 B.P.
10494: 6.0 cm; 9.5 cm; 4.7.1.1: 7.5 cm
Museum purchase (10494; 4.7.1.1)

98

Painted textile
Bambara/Bamana (Mali); 20th Century
Black cotton; 147.3 cm x 91.4 cm
Gift of Bernard Brown (2571)

95.

ANDO HIROSHIGE (Japanese; 1797-1858)
Sakai no Watashi (Crossing at Sakai), No. 58 of the 100 Views ofEdo; 1857
Woodblock print on paper (Ohan Yoko-e); 34.0 cm x 22.8 cm
Eva Phillips Lowrey, and Charles G. Phillips Memorial Gift of Forest R.
Lowrey, '18 (84.33)
Japanese characters in margin UR, LL, LR; seal at UR; in pencil in
margin UC: 3, LR: 58.

96.

ANDO HIR0SHIGE CTapanese; 1797-1858)
Kambara St.ttion, No. 16 of the 53 Views ofthe Hoeido Tokaido
Colored woodblock print (Ohan Yoko-e); 22.2 cm x 35.0 cm
Gift of the Ada A. Grabill Estate (37.12)
Seal stamp LL

97.

Box with lid
Japan; early 18th Century
Lacquerware, with silver, gilt, and silk; Tokugawa crest (three hollyhocks) on
lid; 10.3 cm x 18.2 cm x 24.0 cm
Edward H. Pitkin Memorial Collection (42.91)
Exhibitions: "Imaginary Gardens," Kohler Arts Center, Sheboygan,
Wis., May I-July 24, 1988

98.

Bowl
Korea; 13th Century
Porcelain with celadon glaze; exterior and interior inlaid with floral designs; 6.8
cm x 20.2 cm diam
W.F.E. Gurley Memorial Collection (44.7)
Exhibitions: Forbes Gallery, Rockford College, Rockford, Ill., September
December 1962; Haeger Potteries, Inc., Dundee, Ill., June, 1965

99.

Bottle vase
Korea; 14th Century
Earthenware with white glaze; incised in relief with large floral designs on the
shoulder and body; 29.8 cm x 15.2 cm diam
Haeger Potteries Fund (10.291)

100. Imperial kesi woven robe
China; mid 18th Century
Yellow silk; embroidered with 12 imperial symbols and nine gold imperial
dragons; 144.8 cm x 179.3 cm
Gift of Sara I. Sommers (38.31)
Exhibitions: "Oriental Splendor," Kohler Arts Center, Sheboygan, Wis., June
17-Aug. 5, 1979; Lakeview Museum, Peoria, Ill., Nov. 7, 1983-Jan. 18, 1984

Beloit College gratefully acknowledges the work of the following
students on this publication:
Photographer-John Latimer, Class of 1993
Museums assistants-Lisa Doyle, '95, Sara Gavney, '94,
Jonathan Gemmell, '96, Anne Iverson, '97,
Kristen Langness, '94, and Julie Mohr, '94.

99

