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ABSTRACT

This study describes a Palauan art tradition and the 
changes that have taken place in that tradition through some 
90 years of its history. Early records of Palauan archi
tectural decoration were made in the 1880®s and again in 
the I900®s by German ethnographers, These early records pro
vide the base for a detailed description of the decorative 
style used on men's houses and other structures in this pe
riod, Using data provided by written records and informants 
the decline of this decorative style and its later resur
gence in a new form is traced. The development of the new 
form of the style as a tourist art is described on the basis 
of existing examples and information provided by long-time 
practitioners of the art.

The description of the early style utilizes a con
ception of group styles as being essentially cultural in na
ture, Thus, an adequate description of a style should take 
the form of a statement of the cultural rules which are ob
served in producing the style. These rules are developed by 
examining consistencies in the style, postulating rules that 
would generate such consistencies„ and then testing the 
rules by using them to produce works. Descriptive adequacy 
is achieved when the rules generate works that are judged
stylistically appropriate by native producers of the style.

xi



xii
With an adequate description of the traditional 

style it is possible to trace in detail the changes in the 
style over time. This greatly enhances the examination of 
the relationships between changes in social and technolog
ical conditions and stylistic changes,

Chapter 1 provides a discussion of style as culture 
and the implications of this conception for stylistic de
scription, Chapter 2 provides background material on tradi
tional Palauan society and culture, In Chapter 3 the 
traditional style used in decorating structures and the re
lationship of this style to Palauan myths and legends is 
described. The relationship of the traditional style to its 
sociocultural context is discussed in Chapter 4, In this 
chapter it is seen that the salient social function of the 
decorative style is moral rather than religious. Changes in 
Palauan social conditions due to a succession of foreign 
administrations are seen to result in a decline of tradi
tional architectural construction and decoration as well as 
more immediate changes in the style. During the Japanese 
administration the nearly defunct style is revived as a 
tourist art through the stimulus of a Japanese scholar.

In Chapter 5 the early development of the new art 
form, the "storyboard", is discussed in terms of differ
ences that develop with the traditional style. Some reasons 
for these differences are suggested. Later, the new style 
that emerges becomes more diversified as opportunities and



stimulus for individual stylistic innovation are provided 
by the social setting. In Chapter 6 the individual styles 
of five modern practitioners of storyboard art are examined 
with reference to individual differences and divergences 
from the traditional style.

In the closing chapter the author suggests that 
some of the principles for organizing visual form used by 
Palauan artists appear to have been used in other styles 
found in different areas and epochs, of the world. These 
principles should then be useful in the comparative study 
of visual art styles. Detailed stylistic descriptions of 
the sort found in this study are useful in isolating such 
principles of visual form organization.



CHAPTER 1

INTRODUCTION

This monograph is a study of a Palauan art style 
and the successivep genetically related styles that to
gether make up a Palauan stylistic tradition* "By style is 
meant the constant form - and sometimes the constant ele
ments e qualities and expression - in the art of an indi
vidual or a group" (Schapiro 1953»28?)„

When it can be shown that different members of a 
group or society produce art works that exhibit the kinds 
of consistencies by which we recognize a styles these con
sistencies may be assumed to be the result of cultural 
sharing. In other words p they may be said to derive from a 
repertoire of commonly held ideas about how art works 
should be made. It follows„ further8 that to understand 
these ideas and set them down in some reasonably succinct 
and coherent way would be to describe the style. In shortp 
the description of a group style is a problem in the de
scription of culture as Goodenough (1963 s257-259) defines 
it.

The problem of ethnography is how to describe 
the culture of another people for an audience that 
is unfamiliar with it so that the description is 
not a caricature but presents a set of standards 
that satisfactorily represents what one needs to 
know to play the game acceptably by the standards

1



of those who already know how to play it - or if 
not to play it, to understand it as well as those 
who know how to play it understand it and in terms 
that permit discussing it knowledgeably with them 
(GoodenoUgh 1970$105)»

Cultural descriptions may be achieved by observing 
and asking questions about native behavior and then pro
posing theories about what the ideas are that underlie and 
guide that behavior. When theories about a culture specify 
appropriate behavior the theories may be considered to be 
adequate descriptions of the culture in question. The ra
tionale for such an approach lies in the fact, demonstrated 
many times over in the ethnographic literature0 that dif
ferent people’s classify and organize the phenomena of ex
perience in different ways. We cannot hope to fully under
stand a people’s art if we analyze it using concepts that 
are the product of a different tradition and the vehicle of 
a different culture.

In this study the problem I set for myself was to 
reproduce, in a way that would be considered appropriate, 
all the behaviors required to produce works in a given 
style. In accomplishing this objective I recorded what it 
was necessary for me to learn in order to produce works of 
art successfully. It was not always possible to participate 
in the actual social and physical contexts in which some of 
these behaviors occurred. Some of them existed only in the 
past, I did, however, manage to reach a degree of pro
ficiency whereby all of my informants were confident that I



could have performed successfully in these contexts. This 
stipulation is necessary because the present study is 
chiefly historical in nature, tracing the changes and de
velopment of a stylistic tradition through some 90 years of 
Palauan history. Although the older contexts in which the 
traditional style were used no longer exist, there are a 
number of Palauan men who are old enough to have partici
pated in these contexts and who retain a detailed knowl
edge of them. There is also a substantial record of the 
older style in the literature.

Closely related to the thinking of Goodenough is 
the work of Jon Muller, who has dealt specifically with the 
problem of describing art styles (Muller 1966), Muller 
suggests that descriptions of art styles should be attempts 
"to describe cultural systems in terms of the rules that 
can be used to 'create* the system, rather than in terms of 
a catalog of a group of objects (a "set") or in terms of 
the 'typical* specimen or behavior (the "ideal") (Muller 
1966s27). This can be done by analyzing art styles and 
writing sets, of rules that "generate” works which are seen 
by native producers of the style as appropriate, (For a 
recent published effort along these lines see Paris 1972=) 
The major advantage of this approach is that it forces the 
analyst to describe the structural relations between ele
ments as well as the elements themselves, and to do this 
in a systematic way.
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The technique used to arrive at sets of rules for 

the Palauan styles investigated is fairly simple in con
ception but difficult in practice. For the traditional 
style I simply examined the record of this style made by 
Elizabeth Kr&mer (Kr&mer 1929b) and looked for consistencies 
of whatever sort were suggested by the material. Having 
perceived one sort of consistency or another I would ex
amine the entire corpus to determine if it held constant.
If it didp I then attempted to phrase a "rule" that would 
describe such a consistency, I often found that a rule that 
seemed adequate for producing one kind of consistency con
flicted in some way with other postulated rules. In these 
cases it was necessary either to revise one of the rules$ 
devise several less comprehensive rules, or combine two 
rules into one. After a long process of rule postulation 
and revision I achieved a set of rules for the style that 
I believed were adequate as a set of instructions for 
producing the style.

I then selected a set of Palauan stories and at
tempted to illustrate them according to the set of rules.
In the attempt it became clear that some of the rules were 
not adequate and had to be changed. The modified rules were 
then used to produce drawings and the results were taken to 
elder informants familiar with the traditional style. These 
informants were urged to find fault of any kind with the 
drawings. If they did, the deficiencies were discussed and



possible corrections suggested until the necessary changes 
in the set of rules became clearo When I reached the point 
where I could, by following my revised rules„ consistently 
produce drawings that were seen as stylistically correct by 
my informants, I concluded that my style rules were ade
quate .

A problem with this approach was that it proved 
difficult to isolate single rules for testing as is common
ly done in the writing of linguistic grammars„ My informants 
tended not to be highly analytical in their judgements of 
the correctness or appropriateness of a given worko The work 
was judged as a whole, and minor deficiencies were sometimes 
Overlooked if the work approached general adequacy. This 
disadvantage was dealt with in two ways. First, an effort 
was made to discuss the various details and arrangements of 
the test drawing one at a time, asking the informant to con
sider each one in turn. By keeping the set of rules in mind 
during such sessions most of the rules were covered, often 
in some isolation from the others. Second, sets of drawings 
were made for some of the rules in an attempt to vary only 
those aspects governed by a single rule. Drawings of the 
same subject were made in pairs such that one should have 
been judged correct according to the rule being tested, 
while the other should have been judged incorrect (see 
Appendix A for examples). With those rules where it was 
possible to make such sets of contrastive drawings
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informants confirmed predicted results more than 80$ of the 
time. There was still some tendency for informants to judge 
the drawings holistically with the result that it was not 
always certain which criterion of discrimination was being 
tested. Discussion following testing was sometimes ef
fective in resolving this difficulty.

The methodological problems seem to derive from the 
nature of complex art styles themselves. The nature of the 
constituent entities and relationships in a visual style 
are such that it is very difficult to change one con
stituent without changing a number of others at the same 
time, This means that one cannot always be sure that one is 
testing what one intends to test. Nevertheless„ by em
ploying these several procedures it was possible to de
termine when I had reached a state of acceptable competence 
in the style as judged by informants, All informants were 
agreed in the end that I would be a suitable participant in 
the decoration of a traditional men’s house should another 
one ever be built. Since this competence derives from my 
understanding of the style as set down in my rules„ these 
rules should constitute a reasonably accurate description 
of the style.

The same procedures were used in describing later 
styles. This process was considerably simplified by the 
possession of a description of the antecedent traditional



style. The later styles could then be examined primarily in 
terms of how they differed from the parent style with rules 
being changed as needed to account for those differences.
As with the traditional style, I postulated rules and pro
duced drawings (see Appendix A for examples) until I was 
judged competent by the practitioners of the style in 
question.

In working with the modern storyboard makers it 
proved easier to discuss analytical distinctions between 
form and meaning and between one kind of formal arrangement 
and another. The ability of modern artists to make or at 
least discuss such distinctions may be due to a number of 
factors including introduced ideas, the presence of a 
number of distinct styles in the same community, and the 
ability of individual producers to work in more than one 
kind of technique, e.g., painted and unpainted storyboards. 
The opportunity and the necessity to make discriminations 
between styles on the basis of formal features are greater 
in modern Palau than they were in traditional Palau when a 
single unified style was employed everywhere.

The sort of approach indicated above has often been 
criticised on the grounds that the descriptions it pro
duces are static and particular, thereby contributing 
little or nothing to studies of cultural change or the 
formulation of cross cultural generalizations. Data from a 
number of different kinds of cultural domains have been



introduced in the debate centering on this question, but so 
far the domain of the visual arts has not been considered 
in any detail. This study is an attempt to show that a cog
nitive approach to the investigation of the visual arts can 
have utility both for the study of stylistic change and for 
stylistic comparison.

If one wishes simply to describe cultural change 
then it is essential to have a clear idea of what it is 
that is changing. If we define culture as organized sets of 
shared or shareable ideas then cognitive techniques for de
fining those ideas are not only useful; they are indis
pensable to the study of culture change. If, further, we 
wish to identify some of the conditions and forces that 
have produced culture change, then we must consider the 
relationships existing between recurrent phenomena and the 
cultural ideas that guide behavior toward those phenomena. 
These relationships cannot be clearly identified while 
either the phenomena or the ideas about them remain impre
cisely defined. In the following pages it will be seen that 
a detailed analysis of an art style, resulting in a set of 
rules for producing that style, allows precise identifi
cation of what has changed and what has not changed in 
temporally related styles. It will also be seen that a 
number of technical and social factors operated differ
entially on aspects of the style over time. Without a de
tailed structural description of the style in question it
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would not have been possible to state clearly which of its 
components have been affected by change and which have not.

There has been little real progress in the com
parative study of art styles in anthropology. One of the 
reasons for this may be a lack of rigorous descriptions of 
the sort proposed here. Another reason, related to the 
first, is the lack of a viable comparative framework. In 
Description and Comparison in Cultural Anthropology (1970) 
Goodenough points out the need, when comparing cultural 
phenomena, for devising an "etic" framework, that is,
"some set of common terms suitable for describing the con
tent of each culture" (Goodenough 1970 $119)= An etic frame
work is simply a set of categories and definitions that the 
investigator brings to the study of some cultural phenome
non as part of the culture of anthropology. An "emic" de
scription, on the other hand, is a description rendered in 
terms of the categories and definitions held by native 
members of the culture under investigation. Goodenough sees 
an important relationship between these two kinds of de
scription, It is only through close attention to the con
struction of detailed and verified emic descriptions that 
refinement and increased descriptive power of etic frame
works is possible (Goodenough 1970 $98-103)o

Thus far the anthropological study of visual art 
lacks a useful etic framework. Attempts have been made to 
remedy this deficiency by a number of authors of recent
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stylistic studies (for published efforts see Muller 1966 and 
Paris 1972 ). e Central to all of these attempts are adop
tions from the field of theoretical linguistics„ Whether or 
not a formal linguistic model can be universally extended 
to the visual arts is not a question I wish to engage here. 
These studies are pioneerings, however, in their efforts to 
identify the entities $ properties, and relationships that 
native producers see as crucial to producing works s and to 
that extent they resemble this study.

In the concluding chapter I suggest that some of the 
specific rules for producing and organizing entities and 
relationships in the Palauan styles appear to be related to 
more general concepts. These concepts are suggested by the 
specific rules for the Palauan style and constitute some
what more general theories of how Palauan artists organize 
their visual forms. In a number of instances it appears that 
these or similar concepts have been used in widely separated 
cultures in different areas of the world. If this is the 
case then these concepts should be useful in cross cultural 
comparative studies,

Palau was chosen as the area for this study for a • 
number of reasons, In the first place, the rich art heri
tage of these islands is very poorly represented in the 
literature in English, though thorough records of the tra
ditional style are available in German. There is virtually 
nothing beyond one short article (McKnight 1967) in a



in a museum publication about the lively and talented work 
of modern Palauan artists0

The excellent early record made by the Germans sug
gested that it would be possible to examine a rather long • 
period of stylistic change as well as its response to the 
impact of intensive culture contact. This has proved to be 
the case.

The Palauan style itself is particularly interesting 
because it is complex and* unlike most artistic traditions 
in Oceania, it is highly narrative. Recent intensive studies 
of non-Western art styles have focussed on relatively 
simple styles (though even in these the complexity is sur
prising) „ and it is only by considering even more complex 
styles that we can estimate the efficacy of the cognitive 
approach to stylistic analysis. Narrative art styles offer 
a special challenge because they add the problem of de
scribing the complex relationships between the entities of 
a visual style and another form of communication --.the 
stories they illustrate.

In the writings of students of "primitive" art 
there is a recurrent call for provision of more data about 
the sociocultural context in which the styles under dis
cussion occur. The problem of determining which particular 
aspects of a culture and/or society may be expected to have 
the most direct and important links with art styles is far



from resolved* and in trying to put the style known as 
lochukle in context I have been essentially empirical. For 
the.most part only relationships that seemed clear and di
rect are explored in any detail. Unconscious* obscure and 
metaphorical relationships between the style and other phe
nomenological systems were not discovered even where they 
were pursued. Experience with the Palauan style has led me 
to believe that such relationships® as described for ex
ample in the works of Berndt (1958) and Levi-Strauss (see 
Levi-Strauss 19632 Ch= XIII) must be considered interesting 
but suspect until more explicit methods for demonstrating 
their existence and validity are developed.

The decision to include the individual styles of 
the modern storyboard makers was based on several con
siderations, Though these are not properly group styles 
they are immediately derived from a group style which in 
turn is derived from the the traditional style. They are 
also potentially group styles and in fact each of the men 
discussed has taught one or more students in his personal 
style. Most importantly* the opportunity was there to study 
the nature of a transition from a group style to individual 
styles in a single line of stylistic tradition.



CHAPTER 2

BACKGROUND

In order to place Palau and Palauan culture in the 
larger area of the Western Pacific„ and to provide a back
ground for the material to follow I am including short 
sections on Palauan geography9 origins and prehistory, 
early foreign contacts, social and political organization 
and religion,,

Geography
The Palau Islands lie near the western edge of the 

Pacific Basin less than 8 degrees north of the Equator,
The largest island in the group, Babeldaob, is the western
most of the high volcanic islands of the Carolines chain. 
This extensive island chain also includes the high islands 
of Yap, Truk, Ponape and Kusaie with numerous low atolls 
around and between these larger islands, Palau is relative
ly isolated geographically being some 500 miles east of the 
Philippines and about the same distance northeast of New 
Guinea, The nearest large island is Yap, about 250 miles 
to the northeast, and the nearest atoll with inhabitants is 
Ngulu, about 170 miles to the northeast. To the southwest 
lie several inhabited atolls, the closest of which is 
Sonsoral, about 190 miles distant. None of the Palauan’s

13
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nearest neighbors are closely related to them in either 
language or culture. Palauans had lost whatever navi
gational skills originally brought them to their island 
group, and though excellent sailors within their huge reef 
they did not venture beyond the sight of their homeland 
(Kubary 1895:268). The only consistent contacts they had 
with the outside world at the time of the earliest European 
contacts were probably with the Yappese who made voyages to 
Palau to quarry large pieces of stone money (Kubary 1895).

The Palauan archipelago extends in a northeast to 
southwest direction and, with the exception of the two 
atolls of Ngaruangel and Kayangel to the north and the 
raised coral isand of Angaur in the south, is surrounded by 
a huge reef that fringes most of the enclosed islands on 
their eastern sides and creates a large lagoon on the 
western side (Figure 1). In the northernmost portion of 
this reef-enclosed area is situated the main island of 
Babeldaob, 23 miles long and about 8 miles wide. It is of 
volcanic formation and is hilly and somewhat rugged in the 
interior, with peaks almost 800 feet high. To the immediate 
southwest of Babeldaob is the island of Koror, partially 
volcanic and partially raised coral limestone in formation. 
This island is the present administrative center of Palau 
as it has been for all past foreign adminstrations. South
west of Koror a maze-like collection of steep raised coral 
islands form one of the most picturesque areas of
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Micronesia. The southernmost of these islands is Peliliu, 
and unlike the rest of the "rock islands" south of Koror, 
it is inhabited. Most of the population of Palau now live 
on Babeldaob and Koror, though Angaur and Kayangel, like 
Peliliu, support small villages. Altogether there are 
about 12,000 Palauans living in the islands together with 
several hundred resident Americans and other nationalities.

The varied geography of the island group provides 
its inhabitants with considerable environmental diversity. 
Palauans gather food and materials in the ocean outside the 
reef, along the sloping outer face of the reef, and on the 
tide-exposed reef flats. Inside the reef, the deep lagoon, 
shallow grass and mud flats and the mangrove areas that 
fringe much of the coast are exploited. Food and materials 
are produced as well as gathered in the coastal plains and 
river valleys, taro swamps, coconut groves, hillside dry 
farm areas and interior jungle. The hardwood forest re
sources of the uninhabited rock islands are also gathered, 
though these are difficult of access.

All the present villages on Babeldaob are located 
on the coast, though in the past more extensive use was 
made of the interior (Osborne 1966). The location of 
modern villages reflects the aboriginal preference for 
coastal sites straddling the mouths of perennial streams. 
This ideal situation is only possible on Babeldaob since 
the other inhabited islands have no such streams.
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Origins and Prehistory 

Our knowledge of Palauan prehistory comes mainly 
from the work of Douglas Osborne (1966) who conducted an 
intensive archaeological survey of the whole archipelago 
in 1 9 5 ^ • This record can be supplemented to some degree by 
the studies of linguists who have examined language re
lationships in the area. Lack of sufficient archaeological 
work and comparative studies on adjacent areas leaves many 
details obscure, but a general picture of Palauan pre
history is suggested by the available data.

Osborne believes the original settlers of Palau 
may have drifted from the Halmaheras-Morotai island group 
as early as 2500 to 3000 B.C. Some relationship with the 
Philippines is indicated, but this appears to be a col
lateral rather than a derivative relationship. Osborne 
looks to the Talaud and Sangihe Islands and the northern 
Celebes for more directly ancestral peoples. The lexico- 
statistical studies of Isidore Dyen (Murdock 1964) support 
this view since his results indicate that Bareic of the 
Celebes has the greatest likelihood among the languages in 
the Western Pacific area of having derived from the same 
ancestral language as Palauan.

Following this initial influx, in the span of 
four or five centuries centering on the birth of Christ, 
small scale terracing of hillsides seems to indicate some 
contact with the Philippines. If so, this contact must
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have been the result of planned voyages rather than ac
cidental drift since the currents move toward Palau from 
the southwest. The centuries following show an increase in 
terrace building activities and probable contact with the 
Philippines or elsewhere in Indonesia. If such contacts 
were intensive iron could have come in from the Philippines 
at this time. Considerable working and moving of monumental 
stone carvings also occurred during this period.

At some point in time between 900 and 1400 A.D. 
contact with Indonesia was broken off and never resumed. 
Population concentrations around the most extensive ter
raced areas may indicate strong centralized governments in a 
few major centers. Around 1500 A.D. some sort of disruption 
led to abandonment of the terraces and a halt in monumental 
stone work and there appear to have been migrations from 
the large northern island into the southern limestone is
lands. A few centuries later population pressures in this 
southern area lead to migrations back to the north into a 
relatively sparsely settled Babeldaob. The southern island 
population growth also resulted in the development of a 
major population and political center on the island of 
Koror. This was the situation that existed when Wilson's 
ship "Antelope" went aground in Palau in 1783,

Of particular interest here is the ultimate deri
vation of Palauan culture from Indonesia through the 
Philippines, Celebes, Halmahera-Morotai and possibly
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New Guinea, and also the long period of isolation during 
the later periods. We must assume that in this later 
period considerable cultural development took place more 
or less independently of events in Indonesia.

In searching for parallels to Palauan architectural 
construction and decoration the logical place to look seems 
to be Indonesia, but the possibility of a long series of 
independent developments could be expected to obscure cog
nate relationships. It is possible to find some formal and 
functional resemblances to Palauan architecture in build
ings of the Tingian and Ifugao of the Philippines, The 
Bareic speaking Toradja of the Celebes, and the Toba Batak 
of Sumatra. On the other hand, similarities can also be 
found in the structures of the Trobriand Islanders, the 
Melanesians of the Huon Gulf and even the Maori of New 
Zealand. Without a detailed comparative study it can only 
be suggested that the original stimulus for the heavy 
plank and shaped wood construction of Palauan architecture 
might originally have derived from the Neolithic prede
cessors of the Dong-Son peoples in Indonesia. It also 
seems probable that Melanesian cultures contributed some
thing to the unique configuration of Palauan structures, 
with perhaps less likelihood of introductions from the 
Papuan cultures. In sum, it would appear that Palauan 
architecture is but one more manifestation of building 
types that seem to have had their original center in
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Indonesia and which use shaped wood and lumber rather than 
logs as main structural members. The development of this 
tradition in Palau is unique, however, both in the com
plexity of the wood joinery used and in the extent to 
which narrative art is used as a decorative mode. This 
uniqueness and florescence may be assigned to a long inde
pendent development similar in some ways to the flores
cence of Eastern Polynesian art styles on Easter Island,

Early Foreign Contacts 
Early foreign contacts with Palau Islanders 

are relevant to this study for several reasons. Of pri
mary interest are the records of Palauan art made by 
early explorers and later ethnographers. In addition, it 
is important to know whether new kinds of tools, especial
ly metal cutting tools, were introduced, since such intro
ductions are known to have had a significant impact on the 
arts of other woodcarvers elsewhere in the world. Further, 
there is the possibility that art motifs themselves were 
introduced.

Kr&mer (1917) did considerable research on early 
European contacts in the Carolines and concludes that the 
earliest sighting of Palau was that of Francisco Padilla 
and his pilot Somera in 1710, No significant contact with 
Palauans was made, Bernardo de Egui, sent by the Governor 
of the Philippines to explore Palau in 1712, captured two
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Palauans but made little further contact. Some iron nails 
may have changed hands as a result of these first meetings. 
In 1?60 a Portuguese ship was wrecked on Ngaruangel reef at 
the northern tip of the archipelago and some metal no doubt 
came into Palauan possession as a result. No further sig
nificant contacts are recorded until 1783 when H.M.S 
"Antelope" under Captain Henry Wilson ran aground on the 
reef near Ulong Island southwest of Koror (Keate 1788).

The account of Wilson's three month stay as given 
by Keate is the first extensive report on the Palau Islands 
and their inhabitants by a European. It is sketchy, how
ever, and gives little information about the architectural 
art. Its value for this study lies in the fact that mention 
is made of considerable quantities of metal tools left with 
the Palauans by the departing Wilson in appreciation of the 
hospitable treatment he and his crew received. The main 
beneficiaries of this largesse were the people of the is
land of Koror, and especially the Ibedul, the highest rank
ing chief on this island.

During his stay Wilson discovered that a Malay was 
living among the Palauans to the south, and learned that he 
had been the master of a Chinese trading vessel before he 
was cast away in Palau (Keate 1788123-24). The English 
also observe (Keate 1788:56) that the Ibedul alone among 
the Palauans had an adze with an iron blade, which, as 
Osborne (1966:32) comments, "could not have been taken from
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the wrecked Antelope, but must have come through some other 
shipwreck, or been acquired from a Malay or Chinese trad
er. Other than this reference there is no evidence that 
metals were known in the Palaus".

Thus it appears that while metal was probably known 
to Palauans before recorded European contact, through flot
sam arriving from Indonesia, Chinese and Malayan traders or 
shipwrecks, it was scarce and not in general use among the 
people. Such pieces as did arrive almost certainly became 
the prestigious property of the highest ranking men like 
the Ibedul of Koror. It cannot be said with certainty that 
the introduction of metals had no significant effect on 
Palauan art, but there is some evidence that such effects 
were minimal.

After Wilson left Palau he returned to England 
accompanied by one of the Ibedul*s sons. The latter died 
after a short time in England and the East India Company 
sent H.M.S. "Panther" and H.M.S. "Endeavor" to explain this 
death to the Ibedul (Hockin 1790). A supplement to the 
account of this voyage published by the reverend John P. 
Hockin in 1790 gives this description of the bai. or 
* men* s house * :

The pyes or public buildings are the most 
astonishing fabrics that we ever beheld consider
ing the tools and workmen that constructed them... 
the floor is a perfect level and many of the planks 
are from three to four feet broad, joined so close 
that a pin could not pass between them. The breadth
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of this house is nearly one third of the length, 
the windows resembling the portholes of a ship, 
six or eight exactly opposite each other. The 
beams are laid about seven feet high above the 
floor, curiously carved, and so nicely fitted to 
the supporters that appear as one piece of timber.
The roof is high having a great slope. The 
thatching is most ingeniously done with coconut 
leaf. The inside of this house is most curiously 
worked and ornamented with various flowers and 
figures. The ends have much appearances of Gendoo 
(sic) temples. (See Figure 2)

This description is not as precise as we could wish, but it 
does indicate that the bai observed about five years after 
Wilson*s departure were richly carved and ornamented, and it 
seems unlikely that Wilson's tools would have had any great 
impact on the nature of architectural decoration in this 
short time. The English remark in several accounts of 
their amazement at the facility with which Palauans use 
their shell cutting tools. Such tools were in common use 
in the period described by Kubary (1895) and Hockin’s de
scription, while vague, says nothing that would suggest that 
the bai of his time were substantially different in con
struction or decoration from those later recorded by 
Kubary.

Iron probably did not change the form of lochukle 
art a great deal, but it must have facilitated carving and 
it became available in increasing quantities after Wilson's 
shipwreck. Both Captain Proctor of the Panther and McCluer 
of the Endeavor brought many tools and implements with them 
as gifts to the Palauans and even instructed some of them
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Figure 2. A Palauan bai or men's house.
This structure was built in I969 for the Palau Mu

seum by the last of the recognized master builders. It is 
an excellent example of the traditional bai and probably 
the last ever to be built. The master builder of this bai is now deceased.



in their use (Hockin 1790)« The next few decades brought 
sporadic visits and the wreck of one American whaler in 
1832 (Holden I836)

In 1843 the infamous trader Cheyne began his ac
tivities in Palaue His continual machinations against a 
rival trader named Woodin resulted in several battles be
tween Palauans9 as well as English bombardment of Palauan 
villages. Palauans from Koror finally rid themselves of 
Cheyne by stoning him to death. After this turbulent peri
od less volatile traders such as the representatives of the 
German Hernsheim and Godeffroy firms began operations in 
Palau. It was as an ethnographer in the employ of the lat
ter that Johann Stanislaus Kubary cameto Palau in 1871.
1 Kubary published several lengthy works on various
aspects of Palauan culture and society, but it is in the 
Ethnograuhische Beitrage, zur Kentniss des Karolinen 
Archipels (1895) that he deals with Palauan architecture 
and its decoration. This is a thorough record for its time 
and reflects the several years Kubary lived almost alone 
among the Palauans. He gives a detailed discussion of 
building types, methods of construction and the organiza
tion of the relationships of participants in the building 
and use of these structures. He also provides excellent 
illustrations of building types and decoration. I careful
ly checked both his text and illustrations with elderly



informants while in the field and no serious distortions 
or errors were discovered^ Some new information was ob
tained in the discussions $ especially when using Kubary's 
illustrations as eliciting devices„

While these illustrations are accurate they are 
few* and do not provide a large body of examples * or cor
pus g that would suffice for a detailed analysis of the 
style. Fortunately such a corpus is provided in the work 
of Augustin and Elizabeth KrS.mer0 In February of 1899 
Germany settled its long-standing dispute with Spain over 
ownership of the Carolines by buying the Carolines and the 
Marianas 9 exclusive of Guam, from a war-weary Spanish gov
ernment that had just lost the major Western Pacific colony 
of the Phillipines to the United States, Germany*s inter
est in her new possessions included scientific interest in 
the cultures of the peoples of these islands 9 and in 1908 
the Hamburg Museum mounted a major ethnographic effort, the 
Stldsee-Expedition under the direction of G, Thilenius, to 
gather information on German Pacific islands, .Kramer was 
assigned to study Palau„ which he had visited previously 
while attached to the German Navy, Fortunately for the 
history of Palauan art he brought his talented wife 
Elizabeth, and it is to her that we owe thanks for the 
greater portion of the many illustrations of Palauan narra
tive art that were later published in the Ergebnisse der 
SUdsee-Expedition series.
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Her meticulous drawings of over 250 different tie- 

beam decorations form the corpus for my analysis of tradi
tional Palauan narrative art style (Figure 3)0 It was pos
sible to check her drawings for accuracy by comparing some 
of them to photographs of the original works taken by 
Augustin Kr&mer, Such comparison shows that the only dis
tortion to be found is a slight tendency to place the fig
ures a little closer together than they appear in the orig
inals and to render the figures a little less "blocky" than 
is typical of the wood carving technique* Otherwise my in
formants found very little to criticize in these drawings 
and agreed that they adequately serve as a representative 
selection of traditional Palauan lochukle as it occurred on 
the tie-beams.

In the works of Kubary9 the Kr&merSg an account 
written by the Capuchin missionary Antonio de Valencia in 
1891 and the later investigations of Barnett (194-9) and 
Force (i960) we have a gratifyingly full account of a num
ber of aspects of the native Palauan socio-cultural milieu 
that bear on the production and maintenance of the tradi
tional Palauan style. My own investigationse, supplemented 
by these accountsg form the bases for the discussion of the 
nature and social context of traditional Palauan art.
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Figure 3. A sample of drawings of Palauan narrative art 
by Elizabeth Kramer.
Adapted from Kramer 1929b.
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Social and Political Organization 

This sketch is intended as background for later 
reference to particular aspects of Palauan social and po
litical organization as they bear on the lochukle tradi
tion, More complete treatment of Palauan society and pol
itics may be found in Kr&mer (1926) 9 Barnett (1949 and 
i960) and Force (i960), Since Force’s work is the most re
cent, most of the material in this synopsis is based on his 
analysis.

The basic Palauan social unit is the household.
It was composed of a nuclear family plus9 in many cases, a 
number of other attached relatives, The household occupied 
a named plot of land and its members lived in a house bear
ing the same name as the land plot, ' Ultimate authority 
within the household rested with the male procreator of the 
nuclear family, but a broad range of activities fell under 
the authority of his wife. Since many of the man's activ
ities and, to a great extent, his residence centered on his 
men's club, the female wa.s often the de facto household 
leader in daily affairs,

Kin relationships between members of different 
households centered on the relationship of common descent 
from a female ancestor. Households were therefore grouped 
for some purposes around the members of matrilineages, 
Descent and inheritance generally followed the matriline,
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hut the patriline was also recognized. When it was not 
possible j, or to the disadvantage, of concerned parties, 
rights and obligations that normally accrued through the 
matriline could pass through the patriline. The senior 
male of a matrilineage was considered to be its leader. A 
parallel position was held in the female sphere by the se
nior female.

Lineages were further organized into clans on the 
basis of matrilineal descent, though specific relationships 
were not always demonstrable in terms of known common an
cestors. The clan ancestor was associated with an animal, 
and Palauan clans were thus "totemic", as well as named and 
exogamous, Clans held several kinds of property as corpo
rate entities, particularly land and titles. The male head 
of the senior matrilineage was the rightful inheritor of 
the clan title.

Within a village local clans were ranked, just as 
lineages were ranked within a clan. While lineage rank 
within a clan depended on supposed seniority of line, clan 
rank within a village depended on legendary priority of 
settlement and more decisively on the wealth and prestige
commanded by a clan and its leaders. The rank hierarchy

/existing between clans of a village was also the rank rela
tionship that held between clan title holders when these 
met in the village council of titled men (klobak), This
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council was the peak of the village authority structure„ 
though there were a number of substantial limitations to 
their power. These men met,, and in great measure lived, 
in a kind of structure built particularly to house the 
council as an institution. This structure, called bai, 
will receive careful attention later.

Relationships between members of different vil
lages were to some extent regulated by kin ties, as for 
instance in the kleblil relationship whereby the members of 
local clans in two different villages recognized a kin-like 
bond between their respective clans. However, these ties 
were tenuous and generally subordinate to the political 
activities of the village councils. Political relations 
between villages were usually controlled by the respective 
village councils, but independent actions on the part of 
men's clubs could have decisive effect on inter-village 
relations. Differences in population and ambition between 
villages led to the establishment of dominance by large

l
wealthy villages over smaller neighbors, and there were 
efforts by ambitious village councils to organize larger 
village alliances with themselves as leaders. The scope 
and composition of these political alliances has apparently 
varied over time, but when Wilson landed in 1783 the whole 
Palauan archipelago was engaged in a struggle between a 
southern confederation under the leadership of Koror and a
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northern political grouping under the dominance of 
Melekeiok (Keate 1788). The intervention of Wilson and 
later foreigners has helped to crystalize this alignment 
and particularly to establish Koror as pre-eminent among 
the villages of Palau=

While political entities at higher levels of orga
nization were ephemeral, the village was a political con
stant and was for the most part autonomous® Social life 
within the village was organized around kinship ties, the 
intra-village authority of the council of titled men and 
also by another and potent sort of social institution, the 
men’s and women’s sodalities or "clubs", Every village had 
a number of these and every individual was expected to be
long to a club. The men’s clubs were not only organiza
tions that carried out a number of cooperative activities, 
but were each the possessor of a clubhouse in which members 
commonly slept and spent large portions of their time. The 
form of these clubhouses was in some cases indistinguish
able from that of the meeting houses of the titled chiefs 
and both were given the same term, bai. Women’s clubs did 
not have a clubhouse as a general rule, but when engaged in 
special activities such as practicing for a dance they 
might take over one of the men’s houses for several months. 
Otherwise women of the local village were strictly forbid
den to enter a local men’s house.
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Both men's and women’s clubs exerted considerable 

control over their members and even the authority of the 
chiefs might be challenged by a strong club. This applies 
to the women's clubs as well as those of the men* and at 
times the system of women's clubs within the village has 
the appearance of a separate and only slightly subordinate 
government within a village. Much of the social control of 
the clubs was effected through their right to impose fines 
on their own members or on transgressors against them.
This right could be backed with force, and since the men’s 
club was the largest Palauan military unit, this was a con
siderable sanction.

The clubs, particularly the men's clubhouses, 
were the focus for an institution which had the effect of 
creating ties between clubs and individuals of different 
villages. The members of a men's club in one village 
could contract with individual females or with an entire 
women's club in another village to be supplied with female 
partners in return for a money payment. These women, 
called mongo1, left their own villages to live in the men's 
house of the other village for lengths of time ranging up 
to a year. Almost all women participated as mongo1 before 
they were married and this often led to marriage arrange
ments between them and their chosen consorts. When an en
tire women's club entered into such an agreement even 
married members were constrained to go.
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A very high value was placed on competition for 

social advantage and a number of important Palauan activi
ties and concepts cluster around a quest for upward status 
mobility. Positions of relative dominance and authority 
were in part ascribed for individuals or constrained by 
conditions of size and resources for kin groups or villages 
but it was both possible and highly desirable to increase 
dominance and authority through achievement® In many bom-? 
mon kinds of context advantage seeking occurred in direct 
competition between more or less equally matched social 
units® A particularly pervasive dualism ran through 
Palauan social organization which divided many of the so
cial entities into halves engaged in some sort of competi
tion.

The village was divided into two territorial 
halves or moieties. Associated with this division was an 
arrangement of the village clans into two groups $ one fol
lowing the leadership of the first-ranked clan and the other 
following the second-ranked clan® This division was clear
ly reflected in the alignments of the members of the vil
lage council in that, usually, the chiefs of the 1st, 3rd, 
5th, ?th and 9th rank stood in opposition to chiefs of the 
2nd, 4th, 6th, 8th and 10th rank® This political grouping 
is reflected in the prescribed seating positions for each 
title in the bai, or council house. "Even-numbered sibs 
(clans) had seats on the back side of the abai and uneven
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numbered ones on the front" (Force i960s40)„ The competi
tion between these two groups was for power@ prestige and 
privilege within the village« "The faction headed by the 
ntimber-two-ranking chief was always interested in wresting 
any power possible from the faction headed by the numbers 
one-ranking chief” (Force 1960s40)e

The men’s clubs were also organized into opposing 
groups with half the clubs situated in one half of the 
village and half in the other. These opposed clubs com
peted in many of their cooperative projects^ especially 
those involving village public works and construction.
Even within the club a division occurred in which the 
leader, often representing the first-ranking clan, led a 
faction opposed by a group led by a member who was of the 
second-ranking clan. Direct competition occurred mainly 
between internal factions of clubs and, "clubs in different 
moities were not set to work at the same time on the same 
job because their spirit of rivalry sometimes developed 
into open conflict" (Barnett 1949:163).

Competition between villages took the form of 
political .maneuvering for pre-eminence within an alliance, 
warfare between alliances, and raiding between enemy vil
lages, More peaceful sorts of intervillage competition 
took the form of feast exchanges between friendly villages 
and in less formal competition for greatest display of



wealth and sumptuousness„ The construction of elaborately 
decorated men's houses was one way in which such competi
tion was nourished.

In general* in any situation in which one individ
ual or group could gain power or wealth at the expense of 
another* the effort was both made and positively sanctioned. 
Such gains were mainly recognized in an increase in the 
prestige of the group or individual* and every effort was

imade to reinforce prestige by sumptuous display. It was 
always impressive to undertake some project which involved 
large money expenditures* and one of the most visible kinds 
of project was the construction of a decorated building, 
be it by an individual* the council of chiefs or a men's 
club.

Religion
No definitive study of Palauan religion exists* 

though it has been described in outline by a number of in
vestigators, The following synopsis is based primarily on 
the works of Kubary (1888) and Barnett (1949)°

Palauan supernaturals seem to fall into three main 
categories* spirits of the dead* gods* and nature spirits. 
Spirits of the dead are divided into those of one's own 
clan and immediate ancestors* and those of other clans and 
families. The former are potentially friendly and helpful 
if properly propitiated* while the latter are considered
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to be basically malevolent toward outsiders. The custom™ 
ary intermediary for clan ancestors was the clan head* and
a section of the principle house of the clan was dedicated
as a _shrine,

Another distinct set of beings were the gods of
each clan* one male and one female, who bore titles that
matched those that held by the clan heads. Associated with 
these clan gods were totemic animals whose consumption was 
forbidden to clan members. These clan gods were ranked . 
like the clans in a village, and the gods of the village. 
These clan: gods were honored with small structures that 
served as shrines and containers for offerings. These 
shrines or ulengang were located near the clan house, ex
cept that the shrine of the gods of the leading clan was 
located near the chief’s meeting house and was considered 
the principle shrine of the village. Clan heads also 
served as the intermediaries with these gods, though on 
occasion the council of chiefs would convene with the pur
pose of communicating with the gods, and in a few villages 
there were specially built structures or outang el bai 
which housed only this kind of meeting.

The category of supernaturals that are associated 
with natural forces and objects in the natural world are 
essentially nature spirits. These, like other kinds of 
gods, were called chelid. and it was assumed that each tree
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and reef was inhabited by an chelid that had to be placa
ted if the tree were cut or the reef disturbed.

Some gods were worshipped in territorial units 
larger than the village and some approached being pan- 
Palauan deities, There also appears to have been a con
cept of a Set of primordial gods who were the predecessors 
of all the lesser ones, Barnett (194-9) makes the plausi
ble suggestion that these supra-village gods were once clan 
gods that expanded in scope as the power of the clan waxed. 

Any individual might be selected by a powerful 
god to act as his spokesman, and representative in the secu
lar world. Such an individual would first manifest this 
selection by his non-conforming and unpredictable.behav
iour and ultimately validate his calling through his (or 
her) personal charisma* the efficacy of his curing and 
prophecies* and the esteem and respect commanded by the 
god he represented, A strong korong* as such a person was 
called* might come to dominate a village and its council of 
chiefs for so long as he was vigorous and more or less ac
curate in his predictions. Such a man* by virtue of his 
power* could also cause to be built a more or less grandi
ose structure to serve as his residence and the seat of his 
religious activities. The form of such a structure was 
usually Specified to the korong in a vision from his god. 
Thus the houses of the korong showed much greater variety 
in form than did the other classes of Palauan structures.
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Three kinds of structure were therefore associated 
with important religious activitiess the principle house of 
a clan; ulengang or shrines; and the blil a korong or 
house of the inspired priest o  Although some decoration 
occurs on all three of these types g none of them are as 
elaborately decorated as the almost strictly secular bai* 
Nor is there any strong religious emphasis in the architec
tural decoration as a whole, religion being represented as 
only one of the several aspects of life, not even neces
sarily a salient onee Only in some of the kinds of 
ulengang and in the unusual two storied outang el bai 
built in two villages do we find structures whose sole 
function was as a locus of religious ritual. Even the in
spired priest conducted his activities in what was basical
ly a residence for himself and his family, /

Material Culture and Technology 
If one had asked a Palauan man around the turn of 

the century what his single most important artifact was he 
would undoubtedly have identified his adze. By that time 
the metal bladed adze had probably replaced the shell blad- 
ed adze, though Kr9.mer (1926), who gives the most complete 
account of the traditional material culture, only implies 
this rather than stating it explicitly. He describes two 
main kinds of shell adze; one with a flat edged blade and 
another with a rotating socketed head with a pointed or
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chisel edge used for hollowing (Kramer 1926slO?)« The for
mer was replaced by a flat-edged metal blade while the lat
ter was replaced with a metal blade in the shape of a large 
flattish gouge„ It was the former kind of adze that served 
as the Palauan man's all-purpose cutting tool or, as 
Kr&mer (1926:10?) says„ his "pocket-knife"«

The adze is basic because it is used to make so 
many other items„ It was used in the construction of all 
the wood members of architectural structures, war and util
ity canoes, rafts, clubs, spears, spear throwers, bows $ 
wooden bowls and dishes of great variety» Tables„ fish- 
traps, molds for pressing heated turtle shell into dishes 
and a number of other wooden objects also required its use® 
It could be used in cutting operations on other materials 
as well, such as lines and fibers, and also in the butcher
ing of animals, though for some of these jobs the simple 
sharp edge of a shell would suffice®

In addition to adzes and shell knives, other man
ufacturing tools included several types of drill including 
a pump drill with flywheel, files of ray skin or bamboo, 
chisels, and wedges. In building construction a snapline 
and various kinds of modules or "yardsticks" were employed, 

Palauan wood-working found expression not only in 
excellent outrigger canoes, well-made bowls, and extraor-; 
dinary architectural joinery, but also in wood sculpture®
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Wood figures or bas-reliefs were used in several contexts 
on buildings and canoes s and on a smaller scalee on the 
wood handles of coconut shell dippers0 A variety of wood 
figures were also made for ritual purposes =

Paint made of yellow and red ochers was used ex
tensively on wood objects6 For those whose use required 
contact with' water$ such as canoes and bowls9 the water- 
based paint was covered with a varnish made of the ex
pressed oil of the parinarium nut. Shell inlayg including 
mother of pearl shell* was applied to wood bowls and jars* 
canoes and even* occasionally* on bai.

Extensive tatooing of hands* arms and legs* and* 
to a lesser degree* torsos was practiced and the resultant 
patterns were often depicted in representations of people 
in the narrative art.

Menss fishing technology was well developed and* 
in addition to the favored spear* included weirs* traps * 
surrounds of coconut fronds* seine nets* lines and hooks* 
and several kinds of hand nets. Few implements were used 
in women's agricultural activities* especially in the taro 
patches, where mud was moved about by hand in the fertiliz
ing and planting of the swampy fields.

Food preparation required such implements as the 
coconut grater* wood taro pounding mortar* stirring paddles* 
spits and tongs in addition to pots and bowls.
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The limited Palauan land fauna did not provide 

much opportunity for the development of hunting and trap
ping devices» but two kinds of rat trap were known and wild 
pigeon hunting involved use of the bow9 bird blindsg and 
live decoy birds perched nearby on poles,

A truly distinctive feature of Palauan material 
culture was and is the native money. It is complex both 
in forms, types, and the social usages that surround it.
It has been considered in detail by Kubary (1895)9 Kr&mer 
(1926), Barnett (1949)» Ritzenthaler (1954), Force (1959) 
and Osborne (1966), The money consisted of glass or por
celain beads and arcuate gorgets with a triangular cross 
section, each piece having its own history, identity and 
value. It was very highly prized and served not only as 
counters in economic transactions but also as a focus for 
social activities aimed at increasing the prestige, wealth 
and power of groups and individuals. Money occurs fre
quently as a motif in Palauan art,

A great many items of Palauan material culture are 
represented in the narrative art scenes. Many of these 
scenes are virtually "genre" scenes depicting everyday ac
tivities, Especially common are depictions of fishing, 
wood-working, and other male activities. Female work is 
less often represented but there are depictions of women 
preparing food and working their taro fields. To depict
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scenes from everyday life was not the principle motive for 
producing the narrative art, but the use of such "genre” 
scenes often helped the artist to fill up the length of a 
decorated beam when depictions of the more important ob
jects and situations he wanted to use were not enough to 
do so.

'



CHAPTER 3

THE TRADITIONAL STYLE

lochukle in the strict sense means pictures that 
tell a storye The term is. also used now to denote •writ
ing" « It was also extended to all architectural decoration 
even though much of this decoration was not narrative and 
some was not even representational„ lochukle could be 
carved in bas-relief (occasionally approaching full-round) 
or composed of pieces of shell inlay* Most often it oc
curred as painted architectural decoration in which ele
ments were outlined by excising, or cutting away wood (Fig
ure 4)» It is only this latter kind of lochukle that will 
be considered here„

An important aspect of Palauan lochukle is its 
distribution in terms of the physical contexts in which it 
occurs« In other words $ to be able to perform correctly as 
a Palauan artist one had to know the kinds of objects to 
which it was appropriate to apply lochukle * Although 
lochukle could properly occur on a number of objects„ such 
as canoes, tables„ wood bowls and jars t it was most prolif
ic and complex on architectural forms. The rules for deco
rating the non-architectural forms differed from those ap
plicable to architecture. This study is restricted to the 
latter.
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Figure 4. Interior of the Palau Museum bai.
This photo conveys something of the experience of 

entering a bai. One leaves the equatorial sun and finds a 
cooler, dimmer world full of strong decorative forms and 
alive with illustrations of Palauan myths and legends. The 
narrative art traverses the spacious attic on three tiers 
of tie beams, or imuul. The interior posts that support 
the lower tier of beams also carry the shelf-like rekoi on 
which rolled sleeping mats are stored.



lochukle were not applied to all architectural
forms and among the decorated types there were some differ
ences in the kind of lochukle applied. To understand these 
usages it is necessary to understand how the Palauans clas
sified buildings.

able to discover a Palauan term that could be glossed as 
English 'building', The closest equivalent is the Palauan 
term ochedecheraol, 6that which is constructed8, This term 
covers other types of constructed objects in addition to 
what English speakers would call a building* e,g,* canoes * 
tables and wood bowls, Thus the domain 1 that which is con
structed8 is segmented into specific kinds of buildings as 
well as other classes of objects * with no intervening level 
of contrast (or taxa) which would distinguish all 'build
ings' from all other constructed objects.

Despite much discussion with informants I was un

canoes

ochedecheraol 
things that are 
constructed

wood jars

ulengang 
(* shrines8)

blai
(6 dwellings8)
bai
('men's houses')

.tables

diangel
('canoe houses')
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The class bai is segmented in two ways. bai may 

be distinguished according to their use9 or according to 
their form and materials. These two dimensions crosscut one 
another as will be shown later.
Use Classes t

bai ra rubak
.(‘chief's meeting house')
bai ra cheldebechel 
('men's club house')
bai ra taoch 
('fishermen's meeting 
house')

bai ra chelid 
('chief's religious 
meeting house')

bai ra rubak are further subdivided into bai ra rubak and
chosobulngau el bai:

bai ra rubak
('chief's meeting house')
chosobulngau el bai 

('chief's meeting ('lower chief's and
house') elder's meeting house')

bai ra rubaks are the bai used as a meeting place for the
titled men of the village. There were two bai ra rubak in
each village® The ten highest title holders used one,
called bai ra rubak, and lower title holders and other re
spected old men used the other? called chosobulngau el bai. 
They were adjacent to one another and were built on a spot 
dedicated to the village god? and were therefore also 
called bai ra beluu, "village bai",

bai ra rubak

M l('men's houses')



'bai ra cheldebechels were the bai used as a meeting place 
by the men's societies o r cheldebechel. In Imeong. an av
erage sized village„ there were six cheldebechel divided 
into two sets of three cheldebechel each, with each such 
moiety division composed of three different age sets, Each 
age set-society had its own bai,
bai ra taoch: were meeting places at the taoch, or boat
landing, where any or all of the men of the village gath
ered before going fishing or simply to converse0 In Imeong 
there was one of these structures»
bai ra chefids were uncommon structures whose existence 
can be ascribed to the presence in a given village of a 
particular priest o  They were used as a gathering place for 
the council of chiefs when this group wished to communicate 
with the village god* Informants recalled only three such 
structures, each in a different village0 There were two 
kinds of bai ra chelid as distinguished by form, the outang 
el bai as found in Irrai and Ngatoang and the omuu el togoi 
in Peliliu. Both of these forms are illustrated in Kubary 
(1895).
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Form Glasses
tetib el bai 
meten el bai

('meet in, 
house *

keldok el bai 
'(8bai with thatch

gable6j
bilikelek el bai 
mechecheluut el bai

tetib el bai < 
('bai with wood
gable9)

teleot el bai 
meduu el bai
urredech el bai

b̂ai ra chelid ('chiefs religious
meeting house')

outang el bai 
omuu el togoi

The term tetib el bai is used at two levels e Ht
contrasts tetib el bai with keldok el bai and bai ra chelid 
at one level and marks the distinction between tetib el bai 
and meteu el bai* bilikelek el bai* etc., at another.

class and a form class since outang el bai and omuu el 
togoi are distinguished from tetib el bai and from one an
other on the basis of form* 
tetib el bai: were "ordinary bai".
meteu el bais were wider® but not longer® than a tetib el 
bai.
mechecheluut el bai; had higher openings to allow more air 
circulation.
teleot el bai or dort el bais were tetib el bai made of 
dort (Intsia bijuga) wood and in which the orsechakle 
(plates on top of walls) are made of logs rather than 
squared planks. Also® there were no rekoi (sheIf-like

The term bai ra chelid serves both to mark a use
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projections on the interior posts (Figure 6)„ 
meduu el bais are made of breadfruit wood* 
urredech el bais had pearl shell inlay in the wood in ad
dition to painted decoration.

For the purposes of describing architectural deco
ration the differences between these buildings is. not great 
and need not be considered beyond the decorative variations 
mentioned in the above.list. The tetib el bai was the most 
commong and for the most part the rules of decoration ap
plied to this type were also applied to the other types= 
Unfortunately little information on the nature of inlay de
sign on urredech el bai could be gathered, 
keldok el bai s were bai in which the walls and the gable 
end facades were made of trimmed thatch rather than wood 
planks. Such thatch gable end facades were called 
nglikliabed, as opposed to the wood plank melech of the 
tetib el bai (Figure 5)• keldok el bai were less expensive 
to build than other bai types,
omuu el togois was a bai which was almost twice as wide as 
an ordinary tetib el bai and had two entrances at the gable 
end,
outang el bai: were two-storied bai in which the upper
story was supported on four massive posts. The chiefs met 
in the upper story which they entered through a hatchway 
from the lower story.
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Use classes and form classes are related as fol

lows 8
bai ra rubak were always tetib el bai,
bai ra cheldebechel may be either tetib el bai or keldok el 
bai depending on which the members of the cheldebechel can 
afford,
bai ra taoch were always keldok el bai,
bai ra chelid were one of the two form classes of bai ra 
chelid.
In diagram forms

USE CLASSES
bai ra rubak X /

bai ra cheldebechel
bai ra taoch
bai ra chelid X
Another major class of buildings that received ex

tensive decoration were the ulengang or shrines. These were 
divided into ulengang and blil a chelid or "house of the 
god", In contrast to blil a chelid, ulengang were general
ly large enough for one or two people to enter and even to 
sleep in, (They resembled Figure 5 in appearance), They



ongiau

olik

116

cheniut c h e r i i u t

chuchutem

'  FOUNDATION V A ia iB b . -

Figure 5. Basic exterior parts of bai-like structures.
Vx(\)
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imuu

rekoi

116

Figure 6. Simplified Section and 
Interior Elevation of bai Showing Decorated Parts,



are dedicated to clan ancestors and are therefore thought
'to be good places to store valuable objectse since these 

ancestors would punish a thief who stole from their 
ulengang. They are only built by wealthy people since they 
are expensives and they are placed near the wealthy man's 
house as a kind of conspicuous consumption. They sometimes 
served as the sleeping quarters of the eldest daughters of 
men who own them when the daughters are newly married or 
expectant for the first time. They were also common tryst- 
ing places, !

The religious associations with the blil a chelid 
were much stronger than those with the ulengang, blil a 
chelid were thought to be literally the houses of the 
chelid to which they were dedicated and offerings of food 
and betel nut were placed in them when the chelid was being 
supplicated. The chelid to which blil a chelid were dedi
cated were usually clan gods and were associated with par
ticular animals. Some clan chelid were associated with 
particular forms of blil a chelid, and almost always the 
animal of that chelid appeared represented in paint on the 
shrine, kumreu is therefore not only the name of a certain 
chelid, but is also the name for a certain form of blil 
dedicated to that chelid and the form of blil a chelid used 
by a certain clan. All the clans that had sea creatures as 
their chelid used a certain form of blil consisting of a
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squared post with a small and solid miniature bai-like 
structure on top. If one were going fishing and one’s clan 
god was not of the sea* then one could make an offering at 
one of these "sea" shrines to keep these sea chelid ap
peased. Clans having certain other gods used a*form of 
bill called chatekill. also in the form of a miniature bal. 
but portable and without the post, chatekill were also 
sometimes made to use in drawing an offended spirit out of 
a sick person and into the.chatekill. Another clan god was 
chaios a (* sun"X and these varied in form but always had a 
representation of chaios or the associated totemic animal 
m a l k (’chicken*).

One form of bill, the sumoch. was the shrine of 
the god of the village (and highest ranking clan) and was 
built near the bai ra rubak. It was built on four posts 
but was portable and was sometimes carried to the home of a 
sick person by several men who set it in front of the house 
on the stone platform.

The taxonomy of these "shrine" types may be dia
grammed this ways

ulengang
(’small dedicated structure,)

ulengang bill a chelid
(6dedicated storage house6) .(’god house8)

kumreu chatekill chaios sumoch etc,
(’small (8small (6shrine (’shrine of
shrine on portable with sun the village
a post’) shrine’) decoratiorf) god’)
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Although the various kinds of bai and ulengang 
were the most consistently and richly decorated kinds of 
buildings» there was another type of structure that often 
received extensive decoration,, These were the blil a 
korong or oterukle bai, the houses of the inspired priests. 
As mentioned before, the form taken by particular blil a 
korong was dependent on the nature of the vision specifying 
this form received by the priest from his god, Kubary 
(1895s illus, XXXVIII 3d) illustrates one of the more elab
orate blil a korong and mentions another made in the form 
of a European ship. The more or less standard forms were 
buildings that were "a combination of the construction 
techniques used in the bai and those used for the ordinary 
dwelling house (Kubary 1895 $253)» The foundations and 
walls resembled those of the bai„ being painted and deco
rated wood, and there was a decorated gable frame„ But 
there was no melech and there was no interior decoration 
like that found in the bai.

Houses rarely received decoration and that which 
did occur was limited to the top and bottom wall plates at 
the gable ends (Kramer 1926s220, Abb, 189)*

None of the remaining types, such as cook houses, 
field sheds, and dance performance houses were decorated.

Since all decorated buildings had certain parts in 
common, one can, by abstracting from the various kinds of



decorated buildings9 postulate a prototypical concept of 
what the minimal parts of a decorated building should be„ 
This conceptn illustrated in Figure 5? might well have 
served as a set of elevation drawings for constructing one 
of the larger ulengangs Buildings larger than such an 
ulengang can be conceived as elaborations on this basic 
structure while the smaller blil a chelid can be viewed as 
reductions of it. The validity of the concept is supported 
by the observation that even where some of the structural 
members are not present in the smallest blil a chelid they 
are usually painted o n 9 and decorative motifs which common
ly appeared on a part in one class of buildings often 
occurs on the same part in other classes as well. Interior 
decoration and some interior structural parts are peculiar 
to the bai class alone.

Familiarity with these basic parts of decorated 
structures, plus additional parts found in bai interiors, 
is necessary to the production of Palauan lochukle since 
given motifs are almost invariably limited in extent to 
discrete planar surfaces provided by these parts 6 It will 
shortly become apparent that this limitation is basic to a 
very simple and primary rule of Palauan architectural deco
ration.
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The Non-narrative Decoration 

Outside of narrative decoration, which will be 
discussed later, architectural decoration drew on a limited, 
but not entirely closed, repertoire of motifs® When select
ing a motif for a given surface of a given part the general 
rule followed by the artist was choose a motif that fits 
the shape of the surface. Thus, a long thin surface would 
receive a long thin motif. There was a more or less rigid 
association between some particular parts and some particu
lar motifs but, except where this relationship was almost 
invariable, the repertoire of motifs available for a given 
part was limited to the motifs that would tend to fill the 
surface in question. With this rule, a list of motifs and 
parts, and a list of part-motif associations that were con
sidered highly appropriate, anyone should be able to ac
ceptably decorate a Palauan bai except for those parts that 
require narrative decoration.

A partial repertoire of architectural part decoration 
motifs, as recorded by Kubary (1895) and Kramer (1929b), 
supplemented by material I gathered in the field, is given, 
below. Decorated architectural parts are listed by name. 
Following each part name is a list of named motifs common
ly used on that part plus examples of the motifs. Reference 
to Figures 1, 4, 5@ and 6 will help the reader visualize 
the parts and their relations to one another and the use of 
motifs on the parts.



59

saus :

malk. (* chicken*)

bekai. (’money bird')
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blutan/r. ('cross')

chelsakle: Same as saus. 
cheriiut:

chelbucheb. ('money*)

>T\
X '

kldarem. ('row of triangles')

belsebasch. ('zig-zag*)



iis: iis ('nose')

ongiau:

blelloi. ('yam')



kliuch. ('tridacna clam'

chad ra ngebard. 
('European')

delarok. ('snipe- 
money bird')

bombatle. ('chain')
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ongeluib, (identical to pngiau in form; placed behind 
ongiau as frame for melech)

blelloi (see above) 
kliuch (see above) 
kldarem (see above)

butane, ('starfish')

kobesos. ('palm leaves')

orsechokle (exterior face); 
delarok (see above) 
kliuch (see above) 
belsebasch (see above)

4
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orsechokle (interior face): 
kliuch (see above) 
kldarem (see above) 

olik (exterior face): 
kliuch (see above) 
kldarem (see above) 
butang (see above) 

olik (under side)

olik. ('fruit bat')

melech:
(narrative decoration; see "Narrative decoration" 
section)

onrangle:
kliuch (see above)
kldarem (see above)

chad (seldom decorated) 
chad. ('person*)



chellabed (decorated on three faces) 

chedechul. ('god of construction'

omeketel:
kliuch (see above) 
kldarem (see above) 
kobesos (see above) 
belsebasch (see above)

oteletoched. ('many corners')



chelebesoi. ('square')

klolil. (* serrate edge *)

rekoi (sides):
kliuch (see above) 
kobesos (see above) 
belsebasch (see above) 
klolil (see above) 
chelebesoi (see above) 
bombatle (see above)

techerakle. (*storage hook')



delsemiich. (‘diamonds') '’̂  y

rekoi (bottom):
butane (see above) 
belsebasch (see above)

man^idab. ('spider-man')
ijmnron

rrusch. ('crown-of-thorns 
starfish')

A v

tangcatang. ( 'starfish')
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blutang;. ('cross')

dilukai. ('shameless woman')

imuul (vertical faces):
(narrative decoration; occasionally a "long" motif) 

imuul (bottom)
kldarem (see above) 
kliuch (see above)
(a few narrative scenes adaptable to this area)

A substantial amount of time was devoted to an 
attempt to determine whether the decoration of the bai was 
simply an accretion of essentially unrelated motifs or a 
unified scheme based on an overall concept of design orga
nization. The fact that most of the parts may receive a va
riety of motifs, many of them unrelated in terms of their 
meanings, would seem to argue against the possibility of a



unified scheme. Nevertheless6 it seemed worthwhile to in- ' 
vestigate further,

I considered it possible that motifs might be grouped 
in some way that would allow members of a set to operate as 
equivalents„ Such an arrangement might explain some of the 
diversity, I wrote the names of a number of designs on 
slips.of paper and asked informants to sort them into re
lated groups» being as careful as possible not to intro
duce criteria. The sorting was readily and decisively done, 
I then asked informants to explain to me the grouping cri
teria.
Group Grouping: criteria Name Meaning
I All birds plus eggs malk chicken

of delarok bird. qli% fruit bat
chelbucheb eggs (money)
delarok money bird
bekai money bird

II Sea creatures, kliuch tridacna clam
rrusch crown-of-thorns
blutang cross
tanaatang starfish
butane: ■ starfish

III Refer to man. iis nose
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Grout) Grouoing criteria Name Meaning
IV Plants, blelloi yam

kobesos palm leaves
klolil serrate edge

V Shapes, oteletoched many corners
chelebesoi squares
delsemiich diamonds

VI Long, thin shapes. bombatle chain
belsebasch zig-zag
kldarem row of triangles

The following were not grouped with any other motifs„
techerakle storage hook 
dilukai shameless woman
mangidab spider"man

By comparing these groupings with the list of actu- 
al part"design usage it can be seen that the motifs in any 
single group may not act as equivalents. Nor do the members 
of a group reflect any particular equivalence of shape. It 
appears then that meaning classes are not considered when 
decisions about which motif to use on a given part are'be
ing made,

Nevertheless, there are several parts of a bai 
which always take» or according to my informants» should 
always take, the same design, I was told it would be "bad 
luck" to use inappropriate designs on these parts and that
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the building master would not allow it. These parts are 
the saus. the iis, olik and chellabed, and when decorated, 
the chad. The saus is a critical structural part of the 
bai since it must be fitted at the same time to the floor, 
two converging walls, the orsechokle and the onrangle and 
is carved from a single piece of wood. Its production re
quired such skill that only the master builder was consid
ered capable of making one, The production of the saus is 
considered to be representative of the whole difficult pro
cess of directing the making of a bai, a highly specialized 
skill. This skill was introduced by the culture hero 
Orachel who is associated with the chicken, or more proper
ly, the rooster. There is also another legend concerning 
the building of the first bai by the gods, and the rooster 
plays a key role in this legend as well. Whichever of 
these two rationalizations was cited, informants were 
agreed that it was highly appropriate to put malk, "chick
en" , on the bai, and considering the importance of the saus 
to the whole bai, it was best to put it on the saus (Figure 
7)o

The decoration of the part called iis is a motif
known either as iis "nose", or chad, "person", The part in
question, the sill of doorways (Figure 7) Is decorated with
a row of human heads carved in bas-relief. All that could
be determined about this part was that it was bad luck to 
sit on it and that it sometimes frightened children.
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Figure ?. Corner detail of Palau Museum bai.
The complexity of traditional Palauan architectural 

joinery may be seen in this detail. The entire building is 
held together in the manner of a wood puzzle. The malk. 
'chicken', design may be seen on the saus. * corner post', 
and on the chelsakle. 'wall post'. The row of heads carved 
on the door sill is called iis, 'nose', while the olik. 'bat' 
design may be seen on the underside of the header above the 
door and window openings.
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Figure 8. Interior detail of Palau Museum bai.
The chellabed, * interior post', pierces the rekoi. 

'sleeping mat shelf', and continues up to support the imuul, 
'tie beam'. The chellabed shows the chedechul. 'god of con
struction' , design almost invariably used on that part. The 
rekoi shows the mangidab. 'spider-man*, design. The other 
two designs visible are kldarem, 'row of triangles', and 
kliuch. 'tridacna clam'. The sennit cord lashing used in 
roof frame construction and thatching may also be seen.
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olik and chad are parts named respectively for the 

only motifs considered appropriate on these parts (Figure 
7)« It is worth noting that these motifs are admirably 
suited in shape to their respective parts»

The chellabed or interior posts always take the 
motif chedechul (Figure 8)« The latter is a representation 
of the god of the same name who was considered pre-eminent 
in the realm of building and craft skills. This god was 
considered to be present during the course of the building 
of a bai and failure to observe rituals related to him 
could result in sickness for later occupants. This is the 
only motif in bai decoration which may occur as a discrete 
motif on more than one surface of a part, "turn the corner" 
so to speak. Every chellabed in a bai has chedechul on it, 
(Figure 4) while the rekoi which are attached to the 
chellabed (Figure 8) show great variety of motif. No ex
planation of this inconsistency was offered by informants. 
That the variability of the rekoi motifs might reflect the 
title, clan or personal choice of the man who occupied the 
seating position near that rekoi was considered invalid 
conjecture when I suggested this to my informants. They 
said that rekoi has a lot of different motifs because it is 
a shape that can accomodate a lot of different motif shapes,

Birds, money and women are often associated in 
Palauan stories and money and women are certainly two of
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the salient value foci in Palauan society* More of the mo
tifs in Group I (birds) occur as invariable motifs on given 
parts than- do motifs in any other groupe but pointing this 
out suggested nothing to informants in terms of the organi
zation of bai decoration. My suggestion that the bai or 
some of its parts might be male or female was rejected.

It is considered appropriate to speak of the "face" 
and the "posterior” of the bai when.distinguishing between 
gable endsp and the ongiau (Figure 5) can be thought of as 
a model of a man with legs and a face, A human face does 
often occur at the juncture of the two planks that make up 
the whole ongiau, (Figure 2) butp again8 there is no fur
ther indication that the bai is treated in some metaphori- . 
cal way as a model of human anatomy.

The point I wish to establish is that there does 
not seem to be any coherent scheme unifying the use of mo
tifs on the various parts of the bai. There is certainly 
no such scheme operating at the conscious level and it is 
very difficult to make a case for one at an unconscious 
level. The variety of the motifs and the variety of the 
ways in which they are used seems to be the result of rath
er unrelated decisions and more or less accidental accretion 
of habits.. It is impossible to prove that a scheme does not 
existp but I wish to make it clear that a sustained effort 
was made to find one with no success. Informants were



76
amused and interested in. the attempt» but always returned 
ultimately to the statement that the motifs were put there 
"because they are interesting and look good," Any other 
justification of usage took the form of legends associated 
with particular motifs.

The same could be said of the ulengang. especially 
the larger ones, which are decorated much like a miniature 
bai, The main difference is that ulengang do not have a 
decorated melech Figure 5) but. rather the clipped thatch 
nglikliabed like the keldok el baiB and there is no interi
or decoration. The smaller blil a chelid were more various 
in form, but still incorporated a miniature bai-like struc
ture. Most blil a chelid types also required a representa
tion of the chelid or more often its associated animal, but 
these usually went on the foundation structure rather than 
on the miniature bai.

The word lochukle covers both narrative and non
narrative art and no further terminological distinction is 
made. However, the behavioral distinction is fundamental. 
Narrative lochukle occur in specific contexts - the melech 
and imuul (Figures 2, 4, 5 and 6) - almost to the exclusion 
of non-narrative motifs. Non-narrative lochukle occur in 
other contexts, discussed above, and are further distin--, . 
guished from narrative lochukle in that many of the con- 
texts in which the former are appropriate may take either 
representational or non-representational "geometric" motifs.
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Most importantlyy non-narrative art never represents clus
ters of objects and their real spatial relationships but 
only single objects = This difference has great importance 
for the nature of the description of rules for the produc
tion and evaluation of appropriate decorating behavior.

As seen above* writing adequate instructions for 
the production of non-narrative decoration on bai or bai- 
like structures was a relatively simple enterprise. These 
instructions need only deal with specifying the choice cri
teria used in selecting single motifs from a repertoire for 
use on a given architectural part. Relationships between 
motifs are not considered by the artists in making these 
choices. Such is not the case in the narrative decoration. 
In the latter art form spatial and meaning relationships 
must be dealt with since the motifs or elements are ar'4 
ranged on a surface to represent activities that take place 
in a story (Figure 3)«

To be able to produce traditional narrative art and 
use it appropriately one must first understand the rela-■ ; 
tionship between narrative visual art forms and the body 
of Palauan myths and legends or "stories". The artist is 
required not only to be familiar with many of the stories 
current in a locality* but also to know the criteria by 
which appropriate stories or kinds of stories should be 
chosen in a given instance of bai decoration.
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Palauan Stories and their Uses in Palauan Art . 
During his stay in Palau Kramer (1929a) collected 

over two hundred Palauan stories, Some of these stories 
still' have considerable currency in Palau today. My inter
est in the stories was necessarily limited to the informa
tion required to understand their role in producing archi
tectural decoration.

My strategy for reaching such an understanding was 
to try to discover if the stories fell into recognizable 
classes. If this were the case then questions could be for
mulated which might bring out .the criteria used by Palauans 
to classify stories and to select from among these cate
gories those most appropriate for use on the bai.

I began by simply asking whether there were dif
ferent kinds of stories, Receiving an affirmative answer 
I proceeded to ask what kinds of stories there were. Sever
al different kinds were described and listed. With the sto
ries themselves to refresh memories it developed that new 
categories emerged. A repeat of this process with several 
informants showed nearly complete agreement in classifica
tion. This was further substantiated through checking with 
other informants.

An example of each of the classes listed below is 
given in Appendix B.
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Class I: Stories with a Moral

These were described by my informants' as stories 
which were supposed to show people how to behave6 They gen
erally included either an example of misbehavior and con
sequent ridicule and/or misfortune» or an example of proper 
behavior and consequent reward. A variant of the former 
were the "monster" stories told to children. Such stories 
were occasionally invented on the spot by particularly clev
er old men of rank to use in chastising a transgressor.
The moral in these stories is often somewhat obscure and :■ 
subtly stated.
Class II: Hero Stories

These are stories relating the adventures of well . 
known mythical personalities such as Orachel, Bois and 
Mangidab, These heros combine human and supernatural quali
ties but their sphere of action is mainly the human sphere. 
They may be considered "culture...heroes" since they are cred
ited with introducing to Palauans„ sometime in the paste a 
number of important objects and behaviors.
Class III: Origin Stories

These stories also explain the origins of a number 
of things including skills requiring specialized knowledge $ 
names of places and family lines „ social usages $, and natural 
phenomena. Since none of the actors in such stories are any 
of the recognized heroes, and since they do not exhibit the 
long episodic sequence of heroic adventures found in hero
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stories they are distinguishable from the latter. Origin 
stories may have local or pan-Palauan significance®
Class IV: Pecking Order Stories

A number of stories are told which ridicule or dep
recate the nature and inhabitants of a given village® The 
distribution of the telling and especially the illustration 
of such stories reflects the political relationships exist
ing between villages® The use of such a story by members of 
a village not only reflected ill on the village that was 
the butt of the story but also reflected well on the power 
and prestige of the tellers® Thus„ people of the village of 
Imeong used a story on one of their bai ridiculing the peo
ple of Kayangle® Even though it made the people of Kayangle 
mad0 they could not take effective action against the in
sult because they were a small and politically weak village® 
On the other hands Imeong people would never have used a 
story that would offend powerful Koror®
Class V : , Historical Events

These may be divided further into two broad sub- 
categories? war stories and stories of foreigners® War 
stories relate the successful military exploits of a vil
lage® Stories of foreigners relate such memorable events as 
the arrival of a European ship or a strange new introduced 
animal like the horse or cow® This class of stories is not 
extensively represented in the Kramer corpus though
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informants say they were common and commonly illustrated= 
Kramer*s (1929b)illustrations bear these assertions out. 
Class VI; Funny Stories

These stories involve'trickeryt ribald behavior, 
funny names and mishaps to despised types of persons„ and 
are almost always quite short.

There was no formal context for telling stories. 
Stories could be told anywhere $ in the bai. p^t fishing, or

- ' 1
just sitting around someplace. In many cases older men who 
knew many stories would have story-swapping sessions just 
for entertainment. At other times a story might be used 
overtly as a means of social control, told to remind some
one of the unacceptability of their behavior. Palauan men 
commonly spent large portions of most days in their bai, 
sleeping, working, discussing current events or simply re
laxing, and it was in this context that storytelling most 
often occurred. Stories were definitely considered to be 
educational and the bai functioned in many ways as a center 
of learning.

Given the existence of a body of stories current 
and available in a given community, how did the artist who 
was engaged in building a new bai select from among the 
stories those which it would be best to illustrate in visu
al form? The most general criteria that informants offered 
were that the stories chosen should be "good" stories that
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"had important meaning.'" Meanings that were important were 
those that dealt with either morality or village prestige. 
Anyone who felt his suggestion would be taken seriously was 
free to suggest stories for use on the new bai» but usually 
the artist and his crew went to one or more old men of the 
village who were recognized repositories of stories and had 
extensive knowledge of their significance. Such men would 
suggest stories for use and, if there were no objections to 
the stories offered, they would relate the stories to the 
artists so that the latter could listen and select the fea
tures of the story they wished to portray. Sometimes the 
story expert would sketch parts of the story on a small 
board. In many cases the master builder and artist was 
himself well versed in stories. Even stories suggested by 
other individuals were submitted to the old story experts 
both for clarification and to make sure that no insult to a 
powerful village was hidden in the subtleties. The atti
tude considered proper for all who suggested and judged the 
suitability of stories was that they should strive to sup
ply stories that would be of a general benefit to and re
flect well on the whole community.

Local conditions and recent events of note would 
naturally influence the kinds of things people were, cur
rently interested in for a particular instance of bai deco
ration. But underlying selection based on particular
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historical conditions (applying mainly to Class V) and ap
plying directly where stories had no particular relevance 
to current events were selection criteria based on the rec
ognized classes of stories*

Class I stories were said by all informants to be 
the best kind to use on the bai* This is because they are 
the kind of stories that remind people of -proper behavior* 
Class II stories are also good because they remind people 
that many important things and behaviors come, from the an
cient heros who were persons of outstanding abilities„
Their introductions therefore deserve respect. Class III 
stories are good to use 0 especially if they refer to the 
origins of local phenomena that serve as foci for individu
al identification with his locality. Class IV stories are 
used only sparingly since they do not have the moral and 
social force of the preceding classesnor is their use 
free from possible repercussions* Only overweening pride 
would prompt the use of such a story* The use of war sto
ries was subject to some of the same restrictions as Class' 
IV stories since they not only portrayed a triumph by local 
peoplee but a defeat of some other village. The use of 
Class V stories involving foreigners and their goods ap
pears to have increased with the frequency of European con
tact, . Class VI stories were considered to be generally in
appropriate for use on the bai, though there are a few
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cases of the use of this class of story as recorded in 
Kr&mer (1929a)e

Once, the stories to be used were selected their 
position on the bai was up to the discretion of the build
ing master or dach el bai. He decided which ones were to 
go on the imuul beams and which on the melech. The ones 
that went on the melech were generally considered the most 
important. Length could also be a consideration in placing 
a story on the melech since in this context the story need 
not be confined to a single plank, but could be continued 
on other adjacent planks.

The Narrative Tradition 
As they will be used in the following discussion 

a number of words require definitions
1) a representation is one or more visual forms that are 
intended to have distinguishable classes of referents.
2) these classes of referents I shall refer to simply as 
objects.
3) members of a given class are represented with contours 
that take similar configurations so that there are classes 
of configurations here called formemes« . More precisely, a 
formeme is the concept of the proper kind of form to be 
used to represent a given class of objects. For example, 
any number of tangible renderings of a "human male” may 
express that concept without being identical to one another



as may "be seen "by examining, the list of formemes to follow/
4) any one such rendering is an alio form,, i,e,, a particu
lar instance, of a given formeme,
5) figure is used to refer to alloforms when they are being 
discussed apart from the particular meanings or formemes 
they represent, and is also used to refer to discrete non- 
representational forms.
6) a field is a surface which it is appropriate to decorate 
with a single art work. Representations are placed on a 
field.
7) the area of the field not taken up by representations 
or other figures is the ground.
8) color pattern refers to the distribution of discrete
•expanses of color within an alloform or the ground.
9) a situation is a segment of a Palauan story that de
scribes actions and objects in a single given spatial and 
temporal setting.
10) within a situation some objects may stand in a rela
tionship whereby one or more objects is acting upon one or
more other objects, and such a relationship is an interac
tion relationship.
11) where a particular interaction relationship occurs in 
only one of all Palauan stories it is distinctive of that 
story.
12) the formemes required in the representation of a situa
tion, and which make that particular situation and story



recognizablef are obligatory to that situation*.-
13) any other formemes included in a situation are fillers,
14) fillers may or may not provide some indication of the 
particular physical surroundings of a situation or context,
15) because of the limitations of visual representation on . 
a planar surface, interaction relationships must be repre
sented as occurring at a single point in time* Due also to 
these limitations, the only aspect of interactions that may 
be represented are spatial aspects. The representation of 
these spatial aspects is further limited to the placement, 
or arrangement of relative proximity, of alloforms.
2.6) insofar as the placement of alloforms is homologous 
with the spatial distribution of objects in a situation a 
work exhibits placement realism.
17) position is an aspect of placement which refers to the 
representation of the relative placement of the parts of 
an object.
18) orientation is an aspect of position which refers to 
ah arrangement of the parts of an alloform to create a 
homology between the alloform and the object it represents 
such that an attitude of attention or intention toward 
another object is suggested.

The following description of the narrative style 
is stated as a set of rules which, when used to illustrate 
a Palauan story, should allow a person to produce accept
able decoration in the proper contexts.
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A......... . Palauan narrative art occurs in a field
consisting of one vertical face of an 
imuul beam.

A.1 .......  The field may include (a) the entire
vertical face of the beam

or (b) the entire vertical face of the 
beam except for a short undecorated length 
at either end.

Border Rule
B.........  The field must contain a continuous border

at its periphery consisting of kldarem in 
black and white (see Figures 9 and 10).
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Figure 9» Beam from the bai at Kayangel.
The bai at Kayangel, the northernmost inhabited 

atoll of the Palau archipelago, is the last extant bai of 
those built for their original function. This beam detail 
shows carving done around 1915* Such examples of tradition
al work are becoming increasingly rare.

Figure 10. Beam from the bai at Irrai.
The Irrai bai may be older than the one at Kayangel. 

It collapsed recently and is being rebuilt. The old beams 
like this one are being replaced with beams decorated in a 
style very much like the 'new' style described in Chapter ?.
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Object Contour Representation Rules
Co „ o o o <, o 0«o o Alloforms are rendered by being separated from 

the ground by a continuous enclosing contour. 
This contour takes the configuration of the 
larger parts of the object represented in 
their characteristic visual relationships of 
shape, proportion and placement. (Larger parts 
are parts that can be conveniently rendered 
with an,adze blade or similar tool in a wood 
surface. Thus, more or less detail may be ren
dered as the size of the alloform varies.)

C.1...0..... If one object is represented as being carried, 
worn, or otherwise in contact with another ob
ject they may or may not be rendered together* 
as a single contour.
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Co 2o o o o o o o o e All objects are shown in their most extensive 

aspecto

C.2,1 0 O O O 0ooo All parts of objects are shown in their most 
extensive aspect. (Thus» humans are shown 
with heads in side profile» torsos in front 
profilep arms „ legs, and feet in. side profile, 
hands in top profile, and penises extending 
from the side of the body.)

C.2.2.0.o.oo A group of adjacent alioforms of the same 
formeme may be treated as a single Object 
represented, in its most extensive aspect.

Co^o.ooo.ooo All larger parts of an object are completely 
represented except that (a) where humans or 
footed animals are represented standing on a 
surface or on the lower limits of the field 
within the border, feet may be omitted, (b) 
hands may be omitted on representations of
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humans„ (such omission occurs most often 
where humans are represented touching objects 
with their hands), (c) sitting humans are 
shown with a single leg, (d) penises may be 
omitted on human males, and (e) birds sitting 
with wings upraised may be shown with a sin
gle wing.

C.4.o........ Internal organs of animals may be represented
where their alloforms are rendered larger 
than normal.

C.5» o o ° o...o. Contours of a formeme may vary in configura
tion to represent position and orientation of 
particular represented animate objects so 
long as class membership remains distinct and 
other rules of object representation are not 
violated.
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List of Formemes Recurring in Palauan Narrative Art

Formemes are represented here by some of their 
alloforms. This partial list also shows color and color 
pattern options where formeme coloration is specified. New 
formemes could be included in the repertoire so long as 
they adhered to the rules of object representation.
Color Key: white black red JUUJU yellow
Human males:

Human females:

Supernaturals: These have some of the characteristics of
humans plus others that distinguish them 
from humans, except where they are repre
sented as animals.

Europeans: These are distinguished by their dress from
normal humans.
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Fish: As with other animals, particular kinds of fish may

be represented by including their distinctive char
acteristics, usually accompanied by an increase in 
size.

Birds: Bats are included in this category.

Rats :

Cats :

Dogs :

Goats:

Snakes :
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Spiders:

Turtles:

Crabs:

Rays :

Octopuses :

Squid:

Hermit crabs:

Lobsters:

x
Crocodiles:

Lizards : >
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Tridacna shells:

Plants and trees: These may vary considerably, and enough
detail may be included to identify par
ticular kinds of trees.

A

Taro:

Flat land; This is distinguished by configuration, place
ment at the bottom of the field and relation
ship to other figures.

'.t5 r ,r
— .— ^ n

Platform stones; Q Q Q  q e d q b ĉ smnr̂ nmini
QQQ DE3E3Q

Backrests; These always occur with platform stones.
r  n

Hills and Islands;

Small limestone islands with wave undercutting:
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Caves:

/x

Bridges:
.JLJ 13VCLT2

Buildings: Either dwellings or hai may be represented by
the same class of forms. If it is desired to 
distinguish the two, bai may be rendered longer.

shutters: ^

Yaran' rn
LA L^. LA

Canoe houses: r
Canoes: These may be shown with sails or paddles or both.

Outriggers may be shown. Yappese canoes have a 
distinctive prow configuration.

Rafts:
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Racks:

Lines:

Pots !

Bowls

I I

Coconut syrup drums:

Coconut shell syrup dippers or containers:

Spears:

&
Adzes

'M y  11

Basketss .

Carrying poles: ^

A in-



98
Bird poles:

Lime containers:

Hair ornaments : p V

Dance swords:

Arm rings:
/

rV
r

chelbucheb: Also serves as a generic symbol for money.

Other kinds of money: &  ̂ £ 3

Hand nets :

Handle nets:



Coconut frond fish surrounds:

Seine nets:

Fish traps:

Fish weirs:

X

Yappese money: { O ■

Stars: ©o
©° %

Waves:

O

Burial bundles:

Drills:
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Speech: The same symbol is used to indicate deliberately

elongated labia majora where sexual excitement in 
women is represented.

t

Situation Selection Rules
D.   Only one story is represented in a single

field.
D,1.   ....  One to five situations from a story must be

selected for representation in the field.
(one is most common, five least common)

D.1.1......  At least one situation selected must include
the main objects and actors of the story in a 
situation that distinguishes that story from 
all others current in a given locality. (This 
rule presupposes a familiarity with Palauan 
stories sufficient to allow the artist to ap
ply it appropriately. Such familiarity may be 
gained by simply learning the stories.)

Situation Placement Rules
E ......... . If more than one situation is represented,

their representations (a) may be arranged from 
left to right within the field to represent 
the chronological sequence of events
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TIME IN THE STORY

EARLIEST
SITUATION

INTERMEDIATE LATEST
SITUATION SITUATION

or (b) may be arranged from right to left. 
(Left to right was stated as correct by infor
mants „ but about 20 percent of multiple situa
tion works show a right to left arrangement.)

Situation Interaction Representation Rules
P . , S p a t i a l  relationships between objects inter

acting in a situation are represented with as 
much realism as the rules of object represen
tation, situation representation and field 
shape allow.

Pol.......o. Interaction relationships between objects may
be represented by (a) placement of alloforms 
alone
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or (b) a combination of placement, position 
and orientation

except that relationships of containment may 
be represented in part by (c) omitting part of 
the containing object (the so-called "x-ray 
view")
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or, (d) omitting the representation of what 
would "be the contained portion of the con
tained object,

or, (e) placing the representation of the con
tained object over that of the containing ob
ject.

Extension Rules
r o o o o o o e o o o e No area of the field larger than the area of 

the largest alloforms placed in that field 
should be ground.
Excessive ground may be eliminated by (a) in
cluding more situations, and/or (b) extending 
situation representations.

G.1.1....... The representation of a situation may be ex
tended laterally and/or vertically. This may 
be accomplished by (a) introducing fillers 
where such introduction will not obscure dis
tinctive interaction relationships and/or (b)
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G.1,1.1

L * ^ 3G«sioi©2o 0 o o o

repeating fillers and/or obligatory formemes 
where such repetition will not obscure dis
tinctive interaction relationships,

,,,0 0 Extension may occur (a) within a situation
<-»-w

and/or (b) on one or both sides of a situation,

.-"'"/Mi
Animate fillers should be oriented toward the 
obligatory formemes for which they are provid
ing context,

ifll u v x  m
Alloform Proximity Rules
Hd=,,,0,,.,, Areas of ground or excised area left between

figures or groups of figures should not exceed, 
though it may be less than, the areas of ad
jacent figures or groups of figures.
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H„l o  o . o o o „ o o (a) some perceptible ground or excised area 

(see Rule K01) is left between all alloforms 
not. meant to represent objects in contact ex
cept that (b) platform stones may have each : 
stone separated from the others by an excised 
lineo

Alloform to Field Relative Size Rules
lodBdodoodoo Alloforms arranged in vertical series must

extend from near the top to near the bottom of 
the field within the border as a series 0

Id2d«d.odddo Alloforms representing humans and objects 
taller than humans„ when not arranged in a 
vertical series* must extend from near the top 
to near the bottom of the field within the 
border as a series*
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Alloform Relative Scale Rules
Je e e o o«6«6 o o Alloforms are rendered to the same scale where 

they (a) are not representations of objects 
taller than humans„

and (b) do not participate in a vertical se
ries in which the presence of other alloforms 
limits vertical space (see I.1) and (c) where 
they would not become too' small to see easily 
and (d) do not represent a particular subset 
of a class of objects whose alloform has been 
enlarged to provide for identifying detail

and (e) are not alloforms representing objects 
distinctive to a situation by being larger 
than normal members of their classa



10?
Excision Rules
K........... Contours that constitute the periphery of

alloforms must be sketched on the field sur
face using charcoal.

K.1......... Wood immediately surrounding the alloform must
be excised to a depth of 1/8 to 1/4 inch.

K.I.I......  Features of an alloform occurring inside a
contour are only rendered as excised lines 
when the alloform is particularly large in 
size.

K.2......... Excised contours may (a) take the form of an
outline 1/8 to 1/4 inch wide,

or (b) may be extended to any degree beyond 
1/4 inch so far as to cover the entire ground.

A

iSLi
A SECTION A

K.2.1.....  Extension of an outline excision may (a) main
tain the depth of the excision at the outline 
or (b) may gradually decrease in depth so that 
no clear border between excised portions



Color Rules 
L.........

L. 1.......

L.2.......

L.3.......

108
surrounding an outline and the adjacent ground
is formed

SECTION A

All surfaces of the field must be painted af
ter excision is completed.
All areas of the field must be painted one of 
four colors: white, black, red ocher or yellow 
ocher.
All and only excised areas must be painted 
white, (Thus, the boundary between an excised 
and an unexcised area is always a color bound
ary. )
Unless otherwise specified in the list of 
formemes, alloforms are painted those colors, 
from the four available, that most closely 
match the real colors of the object repre
sented.
Color boundaries may or may not occur without
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an intervening excision line.

L.5<

L.6

L.7,

Color boundaries may or may not be used to de
fine features internal to an alloform contour.

Unexcised color boundaries must be kept as sim
ple as possible as lines.

The ground may be (a) a single color,



or (t>) more than one color.
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L.7.1......  Where different colors are used in the ground
the area of each patch of ground color should 
be roughly equivalent to the area of adjacent 
figures.

1

L. 8, In a series of alloforms of the same formeme, 
where color and color patterns are not spec
ified they may vary.

WT Sfr" TT"* 'V'
,1'iw tuitiw .-,,

L.9 The sea may or may not be represented in part 
by painting an area of the ground black. (This 
must be accompanied by further definition of 
the representation of the sea by placing
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representations of sea animals, sea craft or 
waves in the same area.

Palauan traditional narrative art occurred in an
other major kind of physical context besides the face of an 
imuul beam. It also occurred on the outer faces of the tri
angular gable ends or melech of the bai (Figures 2 and 5)• 
These gable panels are built up of horizontal planks stacked 
edge to edge. The concepts and rules for producing the nar
rative decorations on melech may be economically described 
as modifications of the rules for producing narrative art 
on the imuul beams of the interior.

As a general rule the artists tended to retain the 
identity of each of the planks that together made up the 
melech. This was in part a result of carving and painting 
each plank separately on the ground before it was raised 
into place. The shape of each of these planks resembles the 
shape of the imuul beams in the interior, and like the lat
ter they vary in length. They are usually about twice as 
tall as the imuul. however, so each plank offers a field 
which doubles the normal amount of vertical space found on 
an imuul face. In applying the rules of the narrative style 
the artist is therefore faced with dealing with this extra
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vertical extent. Three kinds of solution to this problem 
were commonly used, either separately or together on one 
plank, First, the extra space above the situation repre
sentations could be filled using quantities of birds, bats 
or other appropriate fillers without increasing the abso
lute size of the figures. Second, the absolute size of all 
figures could be uniformly increased until the ratio of 
figure-field size was the same as that on the imuul beams, 
Third, the relative scale of the figures could be "detrun
cated" so that realistic scale applied to all figures used. 
This meant that such formemes as buildings and trees could 
have alioforms larger than human alioforms and by their ex
tra height they helped to fill the extra vertical space.
All three of these options have been employed.

Since a plank of the melech was roughly equivalent 
to two imuul beams stacked on their narrow sides, the art
ists often treated them as such in their decoration. Thus 
a single plank will have two horizontal rows of figures one 
over the other in which absolute size of alloforms is about 
the same as that on the imuul beams, Either an entire plank 
or a segment of it may show this device.

There were also a number of formemes that were ap
propriate only or principally to the melech as distinct 
from the imuul beams, These may derive from an earlier dec
orative scheme which has in part survived and in part been 
supplanted by a transfer of the narrative art of the imuul



beams to the melech. Kubary (1895s242) recorded a set of 

names for the individual planks that make up the gable end 

panel. Each of these names refers to a particular formeme 

and some of these formemes do sometimes occur on the planks 

bearing their names. The list of names varies slightly 

from one informant to another, but they are conceived to be 

a set, I have not found, nor do my informants recall see

ing, an example where the entire set of names was carried 

out as a rendered decorative scheme for the melech. How

ever, I was told, as was Kubary almost a hundred years ago, 

that it had been done that way in the past (fig,. 11), Some 

of the formemes referred to in this scheme of named planks 

do consistently occur on many if not all recorded melech. 

Others do not occur at all. Judging by Kubary"s (1895:243) 

description, the decorative scheme suggested by the set of 

plank names was being employed more completely and more 

often when he was on Palau in the 1880's than during the 

period of Kramer's (1929b) work between 1908-10, ■ In other 

words, it appears, as suggested above, that a process of 

gradual replacement of the older decorative scheme by
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narrative scenes like those on the imuul was occurring at 

least during the recorded period of Palauan art history.

In any event, there are a set of formemes that 

differ from those employed in the narrative art in that 

their alioforms are not normally arranged in interaction 

relationships with other alloforms when they occur on the 

melecho though they do refer to certain stories as single 

formemes, Included among these is the high relief or full 

round displayed female figure that is associated with the 

name of the second plank from the bottom, the dilukai. 

Figure 11 shows the melech facade as it would appear if the 

plank decoration was executed according to the plank names. 

Despite the fact that the Palauan artist of the 

traditional period often treated the melech as.a stack of 

imuul beams, he was still faced with another problem. The 

gable planks do, as a whole, form a triangular area with a 

strong geometric visual identity. The arrangement of bands 

of horizontal decoration on this triangular surface tends 

to ignore this identity leaving it, so to speak, unconsid

ered, There is good evidence that some of the artists did
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perceive this as a problem and their attempts at solution

took two main forms„

One rather popular kind of melech design arrange

ment involved the filling of the entire panel with a repre

sentation of a breadfruit tree on a gigantic scale (fig. 13)• 

The shape of the tree is adapted to the triangular area of 

the panel and its horizontal limbs provide the bounds of 

more or less horizontal bands of field within which much 

smaller figures are arranged.. This breadfruit tree has as 

its referent a popular legend that is still frequently used 

in modern storyboards. The other kind of solution to the 

problem of unifying the melech as a single work involves 

the manipulation of the borders of the bands of narrative 

and non-narrative figures„ Figures 12 and 13 show kinds of 

border arrangements that occurred.
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-chelebesoi
—  mesekuk
—  bechei 
—  dilukai

—  to rro i el beluu 
T— chedenq

Figure 11. Pre-European decorative scheme 
for the meiech as recalled by older informants of Kubary.



Horizontal bordersNo border

Vertical division andVertical division
horizontal borders

Figure 12. Simpler gable facade organizationalschemes.
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Sinuous border Arc borders

Breadfruit treeEnclosing border

Figure I], More complex gable facade organizational 
schemes,



CHAPTER 4

SOCIAL FACTORS AND THE TRADITIONAL STYLE

Because art is not intrinsically instrumental0 
though societies can and almost always do assign it a num
ber of functions9 it is peculiarly apt for illustrating 
Kluckhohn's (1949) contention that not everything cultural 
is explainable in terms of the nature of the physical and 
social environment in which it occurs. Considering the 
case at hande there are some aspects of Palauan lochukle 
that do seem to have been responsive to the nature of Pa
lauan society and other cultural patterns $ but there are 
other aspects of the style that seem only referable to "the 
accidents of history, including the genius and temperament 
of individuals" (Kluckhohn 1949$112), In the following 
pages I shall sketch the particular social setting in which 
lochukle was produced and used and the nature of the roles 
of the participants with the aim of suggesting some of the 
forces and constraints that acted upon lochukle and help to 
explain the general form that it took. Since there was no 
opportunity for me to study cases at first hand I should 
observe that other factors may have been present which have 
escaped the notice of previous investigators and the memo
ries of my informants,

119



The Social Context 
The bai„ the physical context in which lochukle 

occurred$ was. the locus for the two most powerful organiza
tions in Palauan society6 the klobak and the cheldebechel. 
Both using and building the bai were things that these.orga
nizations did as units and thus the existence of bai in Pa
lauan culture helped to unify institutions that were con
ventionally split into competing halves 6 To initiate a new 
bai required the closest financial cooperation between the 
members of these organizations* In fact* it required net
works of cooperation involving almost everyone in the vil
lage * The builders of bai were the foremost and wealthiest 
men of the village8 and when they began to press their de
pendents and debtors for funds to finance the bai project 
nobody’s money jars stayed closed* Whole women’s clubs 
sometimes acted as mongo1 in another village with the ex
press purpose of earning money for a new bai (see Kubary 
1895•226)e A new bai ra rubak was„ then, a community af
fair, and even bai ra cheldebechel could involve most of 
the people of a community in some way* The sense of in
volvement was further heightened by the feasts and dances 
that followed the completion of a bai project®

The fact the bai ra rubak was often called the bai 
el beluu, or ’bai of the village‘, points to the way in 
which this bai and the others were an index not only of the
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wealth of the users but of the village as a whole« As in 
societies everywhere wealth was cold comfort and of little 
value in itself. It had to be translated into more visible 
and tangible signs in order to have the desired social ef
fects, Simply building a bai structure was one kind of 
translation and decorating the bai was another. Visual art 
is permanentp it attracts attention, and it requires much 
energy and time investment when done on a substantial 
scale. It is * therefore, an excellent vehicle for display
ing a party's financial eminence.

Of course, art forms need not be referential to 
serve this sort of purpose, as is testified by much of the 
art of Islam, But the addition of referential forms adds 
the capacity to visual channels for illustrating messages 
of social import, particularly if those forms are organized 
in a narrative way. It is precisely this kind of narrative 
use of art forms that makes Palauan art almost unique in 
the Pacific. A major form of Palauan art is thereby close
ly tied to the body of stories which, as we have seen in a 
previous section, are consciously used to promote the sa
lient norms and values of the society. The narrative art 
was present on the bai exteriors, where it was visible to 
all village members, and in the interiors where young men 
gathered to learn the esoterica at the feet of the old men. 
These could refer both themselves and their listeners to the 
reinforcing visual versions of their narratives.
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Turning to the event constituted by the construc
tion of a bai„ we find that the members of a klobak or 
cheldebechel would be likely to initiate the building of a 
new bai in the face of one or more of the following circum
stances;
1) their bai had been destroyed by war or typhoon. Large 
raiding parties that were successful in temporarily driv
ing the inhabitants from a village might burn some of the 
enemy’s bai, or if they had time, dismantle one and carry 
it off. These trophies were set up in the victor’s village 
and usually dedicated to an chelid. being used more like 
ulengang than bai,
2) their bai had reached a state of decay preventing proper 
maintenance. Tropical conditions in Palau are hard on wood 
and the effects soon become apparent, limiting the use-life 
of a bai to a maximum of three or four decades. In addi- . 
tion to the fact that to let a bai deteriorate defeated its 
prestige enhancing function, the gods, mainly the village 
chelid and chedechul« were thought to send sickness to bai 
users who allowed their building to fall into disrepair,
3) an equivalent social unit with whom they stood in a re
lation of competition for prestige had built a new bai.
For the klobak such a unit would be the council of chiefs 
of another village. But since the respective klobak of the 
involved villages were, the representatives and leaders of
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their respective villages this competition was conceived to 
be between villages<, For the cheldebechel the most likely 
competitors would be the cheldebechel of the opposite moi
ety within the village $ though cheldebechel in different 
villages might see one another as close competitors as well.
4) an increase in ambition and or success of a klobak or 
cheldebechel resulted in a felt need to validate or assert 
a new level or status and prestige. Such a group might be 
prompted to build a new bai as a demonstration of their 
ability to do so* whatever the state of their old one.

For one of these groups to be without a bai they 
thought proper to their station was unthinkable$, and for a 
competitor to have a newer or better bai almost unbearable. 
Between the ravages of the climate and raiding activities 8 
and the shifts in social fortunes of bai owning groups, the 
building of new bai was a fairly common event. In fact, a 
high rate of bai turnover was to the advantage of those 
seeking higher status since more money changed hands more 
often. This provided more opportunities for the financial 
manipulation by which advancement could be secured.

There were several ways in which a group could ob
tain a bai. As mentioned above they could be captured in 
raids. For the younger and poorer cheldebechel and the 
older men with lower titles bai could be inherited, from 
wealthier clubs or the klobak if they were discarded in
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usable condition. The prestige of obtaining a bai in 
this way was low. Lowest in prestige was for a group to 
build its own bai - lower even than for a group to beg a 
bai from a wealthier village and thereby assert their de
pendency. It is notable that the method of obtaining a 
bai which entailed the lowest prestige was also the one in 
which there were no exchanges or recognition of ties be
tween groups. The commonest method, and the one involving 
the highest prestige, was for a group to hire an equivalent 
group from another village to build their bai for them.
Such transactions occurred only between friendly villages 
and entailed an expression of goodwill, since considerable 
money would pass into the hands of the builders as a re
sult.

If a klobak was the prospective buyer of a bad, 
they could hire either another klobak or an cheldebechel 
from another village to build their bai. The former would 
charge considerably more for their labors and were often 
unwilling or busy with other matters. But a bai built by a 
klobak had more prestige than one built by an cheldebechel 
so the buyers would seek this alternative if they could af
ford and arrange it. The buyers might send their interme
diary directly to the group they wished to deal with or to 
a building master. If they approached the latter first he 
provided the crew, usually members' of his cheldebechel. If
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they approached the group first, they would provide the 
master builder, or dach el bai» and their choice had to be 
respected by the buyers,

The dach el bai was considered absolutely neces
sary to the building of the bai. He was the leader and 
organizer of the work crew, the expert in ritual designed 
to keep the building crew and users of the building from 
misfortune, the repository of knowledge concerning the in
tricacies of the structure and decoration of bai, the only 
positively sanctioned source of innovation in bai form and 
decoration, and the focus for all money exchanges between 
the buyers and the builders. His knowledge extended be
yond the bai to all kinds of structures including canoes 
and carved tables and containers. Only rude cookhouses and 
shelters would be constructed without his services.

The dach el bai was considered to be somewhat in
spired, rather like the korong. in his capacity as innova
tor, Since his new ideas came from the gods even buyers of 
the highest rank were slow to question his decisions or 
criticize his work. In addition there was very consider
able prestige attached to his technical knowledge. The 
realm of the dach el bai's artistic decisions centered on 
the larger exterior parts like the melech, ongiau, and 
ongeluib since it was on these parts that variation in de
sign was considered most appropriate, and these were the
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parts which would do the most to give the bai its particu
lar character and distinctiveness as a whole.

Despite the prestige of his role„ if the dach el 
bai exceeded certain limits in his innovations social, sanc
tions might be brought to bear. In the most extreme cases 
he might be charged with causing the sickness of the occu
pants of a new building through improper handling of the 
ritual connected with the building process. If convinced 
of his culpability in the matter the offended parties might 
attempt to have him killed. While a relationship between 
client dissatisfaction with design and accusation of ritual 
malfeasance was not overtly expressed, such dissatisfaction 
would be likely to turn hostile attention toward the dach 
el bai if any of the clients suffered sickness. The line 
between the new and fresh and the peculiar is a thin one, 
and if the inventions of the dach el bai passed into the 
latter category then the bai became ridiculous rather than 
impressive with disastrous effects on prestige. In short, 
there was safety in conservatism for all parties concerned, 

A tangible positive sanction on the dach el bai8s 
work was an extra large final payment by the buyers, Such 
a payment might reflect either satisfaction with his de
signs or simply be an ostentatious gesture designed to dem
onstrate the buyers ability to pay more, Direct verbal ap
praisal was uncommon, but gossip about the building might .
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reach the building master’s ears. It would certainly 
reach the ears of competitors, An incident described as 
typical by an informant demonstrates the general Palauan 
approach to criticism, A klobak in one village heard that 
a competing village had built a new bai. On the pretext of 
some other matter they visited the other klobak in their 
new bai. They were careful to avoid seeming interested in 
the bai, nor did they once remark on it. But all, the while 
they were carefully noting its features. When they re
turned home they immediately set about planning a new bai 
and sent a messenger to seek the master builder of their 
competitor’s bai. Imitation and frequent commissions were 
the sincerest form of criticism.

While the dach el bai directed the design work on 
the bai he- did not do all of it himself. If he had men in 
his crew who were known to be good artists he might even 
delegate responsibility for the design of an important part 
like the melech, subject to his review. All members of the 
crew participated in design to some extent and it was usu
ally left to various individuals to translate stories into 
visual form on the imuul beams. It was expected of crew 
members that they would be competent carvers and familiar 
with the style by virtue of long exposure to it, Kramer 
(1926s2^5”262) collected a long narrative poem describing 
the process of bai building and it illustrates well the
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general approach of the crew to their task*, It was normal 
practice for the crew to be divided into two parties which 
were assigned equal portions of work# The two groups then 
entered into a spirited competition to finish first. This 
extended to the decoration as well as the construction.
Such rapidity of execution as this competition fostered 
does not lend itself either to great attention to refine
ment of individual forms or to the prolonged consideration 
of alternate solutions to compositional or other artistic 
problems.

It was handy then^ if not absolutely necessary, 
for the decorators to have at hand a system of form produc
tion in which many of the decisions had already been made, 
a system specifying fairly precisely what sorts of things 
may be rendered and how they may be arranged. That such a 
system be consistent and uniform was also required by the 
demands of mutual intelligibility and appropriateness be
tween buyers and builders and competitors (not by any "col
lective consciousness"). The network of interactions of 
this sort, in which the art forms comprised a component, 
extended over the whole Palauan archipelago. It is not 
surprising then that the style was consistent throughout 
Palau,

While the decision making capacity of the dach el 
bai and his crew was exercised predominantly on form in the
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production of narrative art, the attention of the buyers 
was directed mainly to the topics or referents of those 
forms» This interest in the stories themselves was 
prompted by their view of their proper role as leaders in
cluding a responsibility to act for the good of the commu
nity* The criteria for judging adequate performance ap
plied by the buyers was therefore not so much technical or 
compositional.excellence as clarity of portrayal of the 
chosen stories. One of the prime criticisms by older in
formants of the new storyboards is that one cannot always 
tell to which story they refer® This emphasis on referen
tial clarity has probably been a significant constraint on 
the elaboration of form for form's sake. One might say 
that, on the whole $ the referential function has been pre
dominant over the poetic function (Hymes 1964) in Palauan 
narrative art® It is worth remarking that this is not so 
much the case in the non-narrative decoration where there 
is more tendency (and more reason) to elaborate the exclu
sively formal aspect of motifs.

Considered in conjunction with the physical con
text of lochukle. requiring that the elements be bold and 
fairly simple in order to be distinguishable at a distance, 
these social requirements or functional loadings.on the art 
system help to explain some of the most distinctive quali
ties of the narrative style®
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While the narrative form of the iochukle obviously 
refers to Palauan values and beliefs as found in the sto
r i e s  $, there is a sense in which the non-narrative art forms 
refer less directly to a critical Palauan value complex.e 
Both birds and women are closely associated with money in 
a variety of ways as expressed in the stories and in the 
statements given to researchers (see Barnett i960sl8) and 
representations of all three of these classes or objects 
are frequent if not standard on all bai». These things are 
the symbols of wealth and wealth ranks very near the top of 
the Palauan scale of values» It might be said that there 
are parts of the bai more or less devoted to this pan- 
Palauan value while other parts are devoted to the expres
sion of values that are associated with commitment to a 
locality» It would be hard to account for the apparent 
need for the expression of values that every Palauan in 
every village recognized and took for granted unless we 
consider the importance of competition® Anyone or any 
group of consequence, will be engaged in competition for 
wealth and power and the recurrent symbols associated with 
wealth on the exterior of the bai appear to be a message to 
the world at large of .the commitment of the users to that :- 
competition.

Most of what has been said here in reference to 
the bai also applies to individually commissioned struc
tures like the ulengang. The main difference lies in the
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conception of the ulengang as being dedicated to an chelid 
who was.thereby the receiver of the event* The designs 
were therefore such as would please this chelid rather than 
edify the village population® so narrative art did not oc
cur and representations of the chelid or his associated 
animal did. Non-narrative decoration also occurred on 
these buildings and drew on the same repertoire as the bai 
part decoration.

In closing this section on the sociocultural con
text of traditional Palauan architectural decoration I 
would like to mention that this art form is a clear case 
refuting the generalization quite commonly made that all 
"Primitive" art is inseparably associated with and deriva
tive from religious conceptions and activities. Of all the 
Palauan art forms and styles the lochukle is by far the 
most elaborate and invested.with time and energy. Of the 
contexts in which it occurs the bai is its major focus.
But the bai is not a locus of religious observance and rit
ual i it is e ratherp a secular locus. The ulengang and the 
blil a korong are loci of religious activities but even 
here the art forms themselves are not used or implicated in 
religious ritual. The narrative decoration refers to su
pernaturals or rituals only insofar as they occur in sto
ries p or on the specifically religious ulengang. and even 
on these latter structures the recurrently used motifs
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commonly refer to secular values while seldom if ever re
ferring to religious conceptse

The Fall and Rise of lochukle 
The first Europeans to arrive in Palau were ex

plorers and traders0 For the most part these men were not 
interested in making any significant changes in Palauan 
life and customs5 but their very presence, activities and 
the things they brought with them had a definite impact,,
The possible effects of the introduction of metal cutting 
tools has been discussed in a previous section* Firearms . 
were early demonstrated and their uses quickly grasped by 
the Palauans* In fact* it was the possession of firearms, 
and the help of Europeans who had them, that established 
Koror as politically supreme in the struggle between the 
northern and southern confederacies* European ships and 
their canon, used in at least one instance against Palauans, 
made it indelibly clear that these foreigners were powerful, 
The growing numbers and activities of the traders in Palau 
showed them to be wealthy as well. These two attributes of 
the foreigners were enough to make them fascinating to 
Palauans and the evidence of this interest can be seen in 
the art on the bai recorded by Kr&mer and Kubary,

It was a common strategy for individuals and 
groups in Palau to attach themselves to people or groups 
with a concentration of wealth and power, and to view them



as resources to be manipulated if possible for personal or 
collective gain. In the first sustained contact between 
the Europeans and Palauans this is precisely what happened? 
the chief of Koror persuaded Wilson to lend him some of his 
gunners to help subdue the rival village of Melekeiok. It 
was natural to many Palauans to associate as closely as 
possible with the early foreign visitors and resident trad
ers,, The Palauans were also prompted by their valuation of 
knowledge as a means to power and wealth to learn as much 
as they could of the foreigner's ways = This exposure to 
and interest in a radically different culture were the 
first steps in diverting attention and energy from the de
manding pursuits of the traditional way of life» People 
now had to decide occasionally whether they wanted to gath
er coprat trepang and trochus shells for the trader's goods 
or participate in some traditional activity.

If the chiefs and leaders of the cheldebechel had 
resisted the foreigners it would have been difficult for 
the latter to get people to work for them6 but the chiefs 
were the first to see advantage in the presence of these 
"men of the west" and in making deals with them they often 
involved their whole constituency. This made it fairly 
easy for the foreigners to impose changes once they had es
tablished control or contract with the leaders,

The first foreigners who wanted to make substan
tial changes in Palauan ways were the missionaries. The
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earliest of these were a body of four Capuchins sent to Pa
lau from the Philippines by the Spanish government in an 
attempt to more firmly establish their claim to Palau,
This claim was being threatened by the activities of German 
traders in Palau and they had even raised their flag in 
Koror in 1886 (De Valencia, 1891) but the Spanish sent a 
vessel to take it down.

The account by De Valencia of the efforts of he 
and his fellow missionaries leaves little doubt that they 
were hostile toward and sought to suppress or change a num
ber of Palauan traits in connection with their primarily 
religious aims, Their two principle targets were Palauan 
religion and attitudes towards sex.

The missionaries were not at first in a position 
to really impose their wishes so they, adopted an attitude 
of verbal deprecation and taboo breaking in an effort to 
"disillusion and remove the affection these people have for 
such sad and superstitious beliefs" (De Valencia I89I)«
The Palauans were variously shocked, amused or terrified by 
the missionaries6 assaults on their shrines and supernatu
rals, and most of them wished the foreign priests would 
leave. But they did not wish to risk bombardment by Euro
pean warships by ridding themselves of this annoying and 
determined band of men. The korong managed to thwart many 
of their efforts and they gained few converts, but as the 
European presence grew the need to take heed of what the
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missionaries wished increased« By I898 there were eleven 
mission stations with churches and schools and sixteen 
priests in various parts of Palau. The missionaries had 
discovered by this time that in many villages tension, ex
isted between the korong and the klobak. especially where 
the korong was a strong and ambitious individual. The 
Capuchins allied themselves with the klobak in this strug
gle with the result that many chiefs became at least nomi
nal Catholics and the power of the korong diminished. This 
had an important effect on the production of lochukle. As 
Catholics, the chiefs were subject to new sanctions from 
the missionaries and these were used, among other things, 
to suppress the sexual aspects of Palauan art and the build
ing of bill a chelid. Since the missionaries did not dis
tinguish between bill a chelid and ulengang their prohibi
tions extended to all kinds of ulengang. If the klobak ob
served these strictures they applied them also to all vil
lage members and fined people who continued to build 
ulengang. The building of bai did not decrease immediately 
but the use of explicitly sexual motifs like the displayed 
female figure (dilukai) on the melech did decline. At the 
same time the decrease in the influence of the korong sharp
ly curtailed his ability to commission elaborate decorated 
structures for his residential and religious use.

In 1899 Germany bought rights to the Marianas and 
Carolines from war-depleted Spain and replaced the Spanish



missionaries with German Catholics <. Within a few years a 
German official had set up the beginnings of secular gov- , 
ernment and established a native police force c As the sec
ular government's control become more effective the sanc
tions of force were added to those of the missionaries' 
persuasion and political manipulation. The new alliance 
was between the missionariess the civil government and the 
native leadership of Koror who had decided to continue 
their policy of ascension through cooperation with the for
eigners, Warfare and raids were effectively stopped. On 
learning that raids were planned in the bai ra cheldebechel, 
and that the mongo1 girls lived there ’In sin” the use and 
building of these structures was prohibited by the govern
ment* The campaign against the korong and the native reli
gion was intensified andf though the latter persisted; 
there was a decline in such highly visible manifestations 
as the ulengang and the blil a korong* The attack on reli
gion also compromised the position of the dach el bai since 
a great part of his expertise was considered to lie in the 
realm of proper ritual activities accompanying the building 
process* Not only did he have less work due to the loss of 
ulengang and blil a korong commissions* but the necessity 
for using his services at all became less recognized. He 
was certainly not employed in the construction of the grow
ing number of European style structures,
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The German's interest in Palau was mainly as a 
source of copra and phosphates„ and both of these activi
ties placed considerable demands on the native labor sup
ply, Every Palauan man was responsible for planting*.tend
ing and harvesting a certain number of coconut palms and in 
the southern island of Angaur the men were engaged in phos
phate mining. It takes many weeks and considerable organi
zation to build a bai and* in the face of the drain on 
their attentions and energies many groups did not feel they 
could muster the effort. This drain was to increase mark
edly in the Japanese period of rule which began when the 
Japanese Navy occupied the Carolines at the outbreak of 
World War I,

The attitude of the Japanese toward Palau and the 
Palauans was early exhibited in the "culture tours” begun 
in 1915= Young Palauans were selected to be taken to Japan 
and shown the advantages of the Japanese way of life and 
receive some schooling, .In the same year government 
schools were opened in Koror and Melelkeiok and lower level 
schools were later established in every major village, 
Japanese language and culture were stressed and a conscious 
.program of setting up the Japanese way of life as a goal 
culture for the Palauans was begun.

The Japanese government was interested in making 
Palau, like the rest of their Micronesian possessions, a
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profitable colonye To this end they expended a good deal 
of energy and some capital to set up farming, mining, fish
ing and pearl-oyster beds on a commercial, scalee Palauans 
were often employed in these operations though rarely, in a 
managerial capacity. Much of the labor was supplied by 
growing numbers of Japanese colonists, and at the height of 
the Japanese population influx there were 37$000 Japanese 
living in Palau as opposed to about 6,000 Palauans.

The three most important aspects of the Japanese 
administration in Palau for this study are the diversion of 
Palauan ambitions and energies into non-traditional chan
nels, thereby effectively eliminating bai construction, the 
pervasive presence and conscious inculcation in the schools 
of new cultural models and the large number of Japanese 
tourists, both civilian and military, that visited Palau 
during this period.

The Japanese introduced some changes into the 
cheldebechel system but they did not wholly suppress the 
clubs. Rather, they took an active interest in club activi
ties and often imposed public works projects of various 
sorts. These clubs were crucial to bai construction, and 
between the demands of wage employment and public projects 
it was very difficult to organize and sustain a bai building 
project. The Palauans were also aware that the Japanese 
viewed their native structures as interesting but definitely
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sub-Japanese* Many bai still in use in Palauan villages 
today were built according to Japanese architectural speci
fications rather than the traditional Palauan style®

While many Palauans were striving to Nipponize 
themselves there were still large numbers who rejected 
Japanese culture® The most important manifestation of this 
feeling was the rise of the syncretistic Modekngei reli
gion® This movement was heavily nativistice but it is a 
further argument against a religious basis for Palauan art 
that there was no revival of the native art styles accom
panying this religious movement®

"Palauans had many opportunities to observe Japa
nese tastes and styles of art9 and in the grade schools 
they were actually taught some of the basics of Japanese 
and Western art techniques® The first three years of 
schooling were compulsory for Palauan children and in these 
years there was substantial training in manual arts and 
crafts as well as in the Japanese language and other sub
jects® Drawing was taught and encouraged and drawing from 
life scenes in a realistic manner was emphasized® Pastels 
and watercolors were also taught and realism and observa
tion were the standards in these media also® Crafts8 for 
the boys at leastp focussed on wood-carving and sometime 
during this period the carving of "monkey-men", was taught 
by a Japanese craftsman® These were based on Carolinian 
style figures from Tobi Island south of Palau, They caught
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on as a tourist industry, since the Japanese were fond of 
these squatting figures,

Palau is a very scenic archipelago and during the 
Japanese administration it was the headquarters for the en
tire Micronesian mandate. These two factors made, it a cen
ter for large numbers of Japanese tourists who wanted to 
visit the "South Seas" islands. These tourists were nota
ble for their interest in curios and mementos and the Japa
nese government, advised of this demand, began to look for 
ways to satisfy it in a manner which would help to boost 
the local economy. One of their programs was an annual 
crafts fair begun in 1928 and held each year thereafter un
til the pressures of approaching war. diverted energies else
where, Palauan handicrafts which were considered exemplary 
by the Japanese were put on display and some were sold both 
to local Japanese and to tourists.

In the meantime, a Japanese scholar and artist 
named Hisakatsu Hijikata had come to Palau in 1929 to study 
the monumental stone images that remained from earlier pe
riods in Palauan prehistory. He stayed to study other as
pects of Palauan life as well, including the lochukle that 
was present on the dwindling number of extant traditional 
buildings, ' As a skilled artist he also became involved in 
the crafts encouragement program of the government. In 
this capacity he had the idea of taking the lochukle style 
present on the massive imuul beams and transferring it to
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much smaller portable boards which could be sold to tour
ists, Armed with this idea he ordered some chisels from 
Japan and when they 'arrived he began the first of his 
classes in the new art form, called itabori by Japanese and 
Palauans and later "storyboards" by Americans„

Hijikata was familiar both with the style and many 
of the stories illustrated, and his intention was to pro
duce an item that was as authentically Palauan as possible. 
For his students he drew mainly on young men recommended 
for their craft, skills by teachers or other Japanese nota
bles, These youths were not highly trained in,the stories 
nor had they participated in traditional building decora
tion, So Hijikata arranged to take them to the remaining 
bai in Koror where they sketched the lochukle designs on 
the beams and listened as old Palauan men related the sto
ries they illustrated.

Between visits to the bai the students practiced 
their drawing and carving under Hijikataes supervision. In 
all the program consisted of three months of full time 
training. When the program was completed in Koror, Hijikata 
went to Ngaraard, Melekeiok and Peliliu in turn, giving the 
full three month program of training in each place.

The continuity between the traditional style and 
the storyboard styles depends in large part on the tradi
tional emphasis that was introduced in this training pro
gram, The students were not competent in this style though
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Figure 14. Early storyboard showing feast prepara
tions .

Very early storyboards like these are rare in 
Palau. These may date from the Japanese period. According 
to informants who made such boards they are virtually iden
tical to storyboards made during the Japanese administration. 
The style is much like that of the traditional narrative art, 
but note how the borders overlap the buildings. (Palau 
Museum collection)

Figure 15* Early storyboard showing pigeons and 
other animals.

This board may be by the same artist that made the 
one shown in Figure 10. Note the overlapping of one build
ing by another. (Palau Museum collection)
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they had seen and heard of works to various degrees depend
ing on the extent to which the tradition was still present 
in their local environments„ Their instructor consciously 
set out to make them competent both because the tourists 
and the government wanted highly "authentic” curios and be
cause Hijikata'had a scholarly interest in and personal 
commitment to the integrity of the style0 Because compe
tent people were still available and because Hijikata stud
ied with and utilized these people when judging student 
competence the transference of the traditional style to 
this group of young students was virtually complete„

Hijikata also tried to instill a sense of commit
ment to this style in his students s telling them that tour
ists to whom they would sell these boards would insist on 
authenticity. He also stressed the idea that this style 
was more "natural" to the Palauans and that they would be 
foolish to try to learn the ways of Japanese (or Japanese- 
Western) art styles since they could never really hope to 
compete with skilled craftsmen in Japan,

Students were encouraged* then* not only to fully 
learn but to adhere to the Palauan style. This admonition 
was reinforced when the students began to produce work for 
sale to the tourists and local Japanese, Most of their work 
was done at their homes on an' individual rather than group 
or "workshop" basis and each producer could deal directly
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with customers. Some of these customers were individuals„ 
but many boards were sold to a few Japanese merchants who 
then retailed the item to tourists or shipped them overseas. 
The familiarity of the tourists with the style varied but . 
the merchants soon became appraised of the nature of the 
style and if they perceived any major deviation they en
couraged the producer to adhere more closely to the style. 
This extended even to the use of the traditional earth; 
lime and soot pigments in painting the boards. Commercial 
paints were discouraged by any buyer who knew anything 
about the style.

Hijikata remained in Palau for several years after 
the training of the storyboard makers and maintained con
tact with many of his students. This was a further source 
of sanctions on the maintenance of,"authenticity” since he 
was highly respected by his students. Palau is a relative
ly small place and it soon became accepted by both resident 
Palauans and Japanese that the appropriate attitude for the 
storyboard makers to adopt toward their art was one of 
strict maintenance of the old style. Since few tourists 
bought boards before coming into contact with or consulting 
local people there was little chance that a board maker 
might consistently avoid the "traditional" judgement crite
ria that rapidly became more or less standard.



Despite these sanctions a number of changes in the 
style occurred. These changes derive principally from 
changes in the physical and social context in which.the art 
was produced, and can be considered to be stylistic accom
modations to these contextual changes, Some of these 
changes did not immediately affect the rules for tradition
al narrative art production, but in a number of ways they 
created tensions that only began to move. toward resolution 
once the sanctions applied by Japanese customers were re
moved.

One of the most important shifts was the change in 
the nature of the field, involved in transferring the style 
from the imuul beams to the much smaller storyboards= The 
boards were not just smaller they were also much shorter in 
proportion to their height (about li to 3 feet long by 6 or 
8 inches high)„ This change in the size and shape of the 
field was accompanied by a change in the normal distance 
from which the art was viewed. The traditional lochukle 
was designed to be clearly distinguishable from as far away 
as half the length of a bai or more. The storyboards were 
always viewed and selected by customers from not much more 
than arms length.

The change in the size of the field necessitated a 
reduction in the absolute size of the figures, Being smal
ler, the figures could not be rendered with the same degree 
of detail as the traditional lochukle unless an increase in
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the delicacy of the carving took place„ Since the height 
of the boards was not greatly different than the height of 
the imuul beam it would have been possible to treat the 
board as a segment of an imuul beam and minimize reduction 
in the absolute size of the figuresB but the reduction in 
proportionate length allowed much less horizontal extent in 
which to include the key figures of a situation or develop 
visually interesting variety of form. This had the effect 
of putting pressure on the artist to reduce the size of the 
figures in relation to overall field size e and particularly 
in relation to the height of the field (Figure 15)« This 
problem relates most specifically to rules 1,2 and J'and C of 
the narrative style description. The necessity for using 
all the vertical space for the rendering of human figures 
has been eliminated. Thus, there is no longer any artistic 
reason for adhering to rule I,2, Non^adherence to this 
rule makes it possible to extend rule J by eliminating ex
ception J(a)„ or in other wordsp to extend realistic rela
tive scale to objects larger than humans with a consequent 
gain in consistency within the style. These changes did 
not occur rapidly since they were fairly radical and visi
ble changes in the traditional rules9 and as such were sub
ject to Japanese sanctions, As we shall see belowe howev
er,, once these sanctions are removed the change becomes 
complete,
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Rule J(c)» governing the scale at which smaller 
objects are shown* is not eliminated* but conies to apply 
to fewer classes of objects since the number of objects 
which must have their alloforms enlarged for clarity is 
reducedo This is a response to reduced viewing distance 
and greater carving delicacy possible with more precise 
toolso Greater delicacy and control of carving was fur
ther encouraged by the Japanese whose regard for crafts
manship and technical control in art is a matter of na
tional pride» Informants who were active storyboard mak
ers in this period recall that one of the most frequent 
buyer criticisms concerned the degree of craftsmanship and 
precision exhibited in carving and painting the boards.
This is a significant change from the traditional attitudes 
of criticism which did not stress precision of detail and 
craftsmanship to anywhere near the same degree. This shift 
is difficult to describe or measure precisely* but is of 
considerable aesthetic importance * as a comparison between 
Figures 9 and 10 and works by modern Palauan artists (e,g.„ 
Figure 21) will show,

A key aspect of the relative shortening of the 
horizontal dimension of the field for the later development 
of storyboards was the need to "crowd" the figures in order 
to represent a story situation. This put pressure on the 
alloform proximity rule H.1 which effectively prevents



overlapping of one figure by another» Overlapping was al
ready present in the system in rule F01(d) but the appli
cation of this rule was limited to the representation of a 
particular kind of spatial relationship. Eventually the use 
of of overlapping is extended to contexts not involving this 
relationship (Figure 15). As a result two things happen. 
Firsts, overlapping itself can be used as a perspective de
vice „ and in fact its use to any discernable degree will in
evitably create a sense of spatial depth behind the picture 
plane. This is something which is altogether lacking in tra
ditional Palauan art, and we shall see in the modern styles 
that this result of the change in stylistic rules to permit 
overlapping opens up a whole realm of possibilities for the 
organization of spatial depth in the field.

A less consequential change in the style involves 
Japanese sanctions on style deriving from their sense of 
sexual propriety. Informants recall that they quickly 
learned that the representation of phalli and vulvae was 
unacceptable to some Japanese buyers. Buyers who purchased 
boards for later general display, particularly in their own 
homes, would not accept graphic representations of sex or
gans. So the representations of people soon began to ap
pear clothed, the men in loincloths and the women in skirts, 
though bare above the waist (Figure 16). At the same time
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there were some buyers who sought out the most explicitly 
sexual boards (Figure 17), These were mainly military men 
whos among other things6 could display their boards in a 
context in which “decent women" were not present, i,e,, 
their ship or military quarters, A distinction which was 
not made by the Palauans is thus introduced, and from this 
time forward there were ordinary storyboards and "dirty" or 
pornographic storyboards produced specifically for these 
two sorts of market. The market for "dirty" boards re
mained primarily military after the American forces re
placed those of Japan in Palau, though in recent years this 
market has come to include substantial numbers of American 
and Japanese civilians as well.

While the introduction of the storyboard as a new 
context for the style presented problems and implications 
which were only fully solved and realized in a later period , 
changes in the use of the stories with which the style was 
associated were fairly rapidly established and sqon stabi
lized.

The motives behind the previous criteria for story 
selection, the anticipated moral and social effect, were no 
longer in force. Buyers were either unaware of or unlikely 
to be affected by the moral message of the stories. With 
the old sanctions on story choice removed new criteria 
could be introduced. In training his students Hijikata
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used a limited number of stories p and these were apparent
ly stories that enjoyed a sort of pan-Palauan popularity. 
They were also stories that lent themselves well to repre
sentation in the new format being for the most part short
er stories that could be distinctively rendered by one 
situation rather than a series of situations. The last 
criteriao and increasingly important over time, was cus
tomer choice. Although I was unable to establish exactly 
when it first occurred* it fairly early became the prac
tice to include a written summary of the story with the 
board. By the early part of the American period there be
came established a list of some two dozen stories which,, 
were run off on mimeograph machines in quantity and dis
tributed to the board makers and retail outlets for inclu
sion with the board in purchases. This practice has more 
or less frozen the number of standard stories used by the 
most productive artists.

The establishment of a limited repertoire of sto
ries as most appropriate for use in making storyboards has 
had some subtle but cumulative effects on the style. It 
has resulted in the production of many versions of the 
same story by a given artist* a circumstance that differs 
markedly from the traditional situation. In the tradition
al context little time was given to refinement of form or 
composition and it was unlikely that a given artist would



have many opportunities to render the same storye Under 
the new conditions of storyboard making* however* even 
though individual boards might be produced rapidly* recur
rent attention to the same problem of representation al
lowed opportunities for keener observation and the intro
duction of refinements in successive versions0 At the same 
time artists* by. virtue of this repetition* began to devel
op devices or formulae of organization which reduced the 
need to make fresh decisions in each instance of production 
of a given story. In time some of these devices were ex
tended to other story representations and I believe this to 
be a major factor in the later growth of the individual 
styles of the modern period.

Another factor* latent in the Japanese period* but 
nevertheless present was the training most of Hijikata’s 
students had received in the arts and in the use of mechan
ical drawing aids in their earlier public schooling. Real
ism* and the use of perspective both in art and in drafting 
techniques were things with which some of them had become 
at least passingly familiar. And they often saw these 
things in their environment* in the form of magazine illus
trations* posters* and the whole range of graphic media 
used in a modern civilization. The manner in which these 
factors emerge in the modern styles will be discussed below,



CHAPTER 5 

THE DEVELOPMENT OF NEW STYLES 

The New Style and Factors Leading to Diversity
(i For several years preceding, and during the course 

of World War II in the Pacific there was little or no sto
ryboard production. Almost all able bodied Palauan men 
were conscripted by the Japanese for labor in defensive 
works or in support of military forces who took over the 
administration of Palau shortly before the war, A few 
boards were made at the request of Japanese troops, but 
when active fighting and bombing reached Palau even this 
ceased. As one informant said, "It's hard to make story
boards while you are hiding in the jungle",

The occupation of Palau by American forces did not 
immediately change this situation since there had been much 
population displacement and considerable destruction in the 
administrative center of Koror as well as in the southern 
island of Peliliu, Nevertheless the Palauans soon began to 
seek ways to re-establish productive life and to partici
pate in the economic system of the new government. There 
was much confusion at first, since the U, S, Navy, which 
had been given the task of administering Palau as well as 
all other captured islands in Micronesia, was not at all



sure what they should or wanted to do. The prevailing as
sumption was that the Palauans had been leading self suffi
cient and mainly traditional lives and that the old* pre- 
Japanese socio-economic system should be restored with some 
introductions like an American style education program and 
some new elective offices, The Palauans„ many of whom had 
been wage earners and had become accustomed to cheap and 
plentiful imports v now had few opportunities to earn money 
and little to spend it on when they did. Jobs available 
with the American occupation forces dwindled a few years 
after the war ended as military personnel left. By the 
late 19^0's there were only a few hundred servicemen liv
ing in Palau, a handful of civilian American personnel, and 
virtually no tourists.

In the period immediately after the war, while 
fairly large numbers of servicemen were still in Palau, the 
ability of some Palauan men to make storyboards became 
known and a demand of sorts prompted some production.
These service personnel were generally unaware of Palauan 
art traditions and were mainly interested in mementos of 
their stay in the Pacific. They did not bring the Japanese 
merchant's knowledge of the traditional style to bear in 
their purchases and the board producers soon learned that 
they had a new freedom to change and experiment. This free
dom was essentially maintained in the Navy's first efforts 
to effect some revival of the Palauan economy.
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One of the principle means by which the Navy at

tempted to do this was the establishment in 1946 of the 
U, S» Commercial Company» This organization was to serve 
all of Micronesia and reopen trade channels between Micro
nesia and the rest of the worlde or at least the U, S0 
The U.S.C.Co began to buy storyboards in Palau even though 
it was difficult to find a market for them. Lack of suffi
cient transportation and the imposition of customs duties 
by the U, S. on Micronesian goods made export difficult. 
Nevertheless substantial quantities were bought since the 
U.S.C.C, mission was chiefly concerned to revive the Micro
nesian economy rather than make a profit. The buyers for 
U.S.C.C, bought any storyboards and any other craft prod
ucts that were brought in, regardless of quality, and 
paid rather high prices for them. Many of these boards 
were thrown into the sea, and an informant recalls that 
when he asked one man why he was doing so the man replied 
that the Palauans needed money but it could not just be. .- . 
given- to them.

This situation was clearly not likely to increase 
board quality. It was short-lived, however, for in 194? 
the Island Trading Company was formed and in 1948 took over 
trading operations in Micronesia from the USCC. The ITC 
was Navy sponsored but run by civilians, and was instructed 
to stop operating in the red. Pacing a large inventory of 
crafts of almost unmarketable quality inherited from the



UoS.CoC0{1 the I0T0C0 set up strict specifications as to 
craft type and quality and bought only on order. At the 
same time they sought overseas marketss mainly in the U. S. 
They were largely frustrated both by lack of demand and a 
lack of the uniformity of product demanded by large retail
ing outlets. Also„ Micronesian crafts simply could not 
compete in price with JapaneseMexican and Italian craft 
imports. After the UoS.C.C. boom the I.T.G, period, last
ing until 1951» was accompanied by a pronounced depression 
in the market as far as the board makers were concerned, 
though some continued to produce on a greatly reduced 
scale. The I.T.C. period had the effect of turning many of 
the board makers to other pursuits, especially since making 
story boards was not an extremely profitable enterprise 
even during the height of the U.S.C.G. buying spree. Less 
than a dozen men continued to devote their attention to 
storyboards,

In 1950 an American administrator conceived and, 
through substantial effort and his good relations with the 
Palauans, managed to organize a crafts fair. Once they had 
accepted the idea the Palauans, in typical fashion, ener
getically supported the effort and the fair was a social, 
but not a financial, success. There were still few Ameri
cans living in Palau and tourism was still a fledgling en
terprise. This event did help to boost storyboard produc
tion, however, since some sales were made and the artists
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had a chance to exhibit their work and compete for a prize. 
The fair was held each following year until 1972s with in
creasing sales» especially to tourists from Guam.

Another boost to storyboard production was the 
construction of the Palau Community Center$ built in Koror 
with labor contributed by people from villages all over 
Palau. This was a pilot project sponsored by the South 
Pacific Commission in 1952* designed to provide a locus for 
community meetings and a focus of community identity. It 
served Koror for the most part but was conceived to be 
open to and owned by all Palauans of whatever locality. The 
community center was not a traditional structure in terms ■ 
of its actual construction* having four rather than two 
gable ends» This departure allowed each of the four "orig
inal" villages and power centerse Koror, Melekeiok, 
Ngeremlengui and Aimelik, to decorate one of the gable 
ends. Some of these melech were decorated in the tradi
tional style but others were decorated in a new style being 
used by the storyboard makers (Figures 16 .and 1?). In fact 
some of the storyboard artists were employed in the decora
tion. This demonstrates that the Palauans themselves, by 
combining these styles, recognized the continuity between 
the old and new styles and considered the new style an ap
propriate alternative to the old style. The use of the new 
style on this building not only validated the new style as
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Figure 16. Storyboards in the 'new 
from the early 1950's.

style dating

The topmost and lowermost boards are by Sbal. The 
three in the center are by Ngiraibuuch. Only a few details 
separate the styles of these men at this time. Other art
ists were using quite similar styles in this period, so the 
'new' style, like the traditional style, may be considered 
a single style used by all Palauan artists at that time. 
(Collection of Robert and Hera Owen)

1/

Figure 1?. Storyboards in the 'new' style including 
a pornographic board.

(Collection of Robert and Hera Owen)
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"Palauan" but tended to increase its prestige and the pres
tige of those who used it.

One of the reasons Palauans as a whole could ac
cept the new style waszthat it was still essentially a 
"supra-individual" style» i.e.,one in which individual dif
ferences were not marked. It was thus possible to be com
mitted to the style without making a commitment to the in
dividual who produced its an act which might create con
flict with patterns of family and clan alliances and corn- 
petion.

The nature of the new style may be grasped by com
paring It with the traditional forerunner, emphasizing the 
changes the ..new style incorporated, A number of these 
changes are directly or indirectly related to the change in 
shape of the field discussed before. Figure size in rela
tion to the vertical field dimension is decreased and real
istic relative scale is extended to classes of objects 
larger than humans, Even though some of the boards are 
made considerably longer in this period the need to "crowd” 
the figures along the horizontal dimension in the Japanese 
period boards has by this time resulted in some, use of 
overlapping with an implied, though not yet fully realized, 
sense of spatial depth behind the picture plane (Figures 16 
and 1?), This is evident in the way some figures overlap 
larger landscape elements and in the way that the x-ray 
view begins to be more commonly used and less distinguishable
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from simple overlapping. The truncation of some of the 
taller figures such as trees by the frame is essentially a n • 
overlap of these figures and creates a definite sense of 
the frame as a kind of window with the figures occuring in 
a space beyond.

Overlapping also occurs now in the figures them
selves to some extent9. as may be seen in the crossing of 
the legs of the running figures. This is notB howeverB ex
tended to the arms which never cross the body or each oth
er, All these uses of overlap point to an increasing con
ception of the possibility of treating the field as a 3" 
dimensional space rather than a flat area. In later styles 
the devices used to organize forms in this apparent space 
are in some cases borrowed from Western perspective devices 
and in other cases inventions on the part of the artist.

The area of ground in relation to figure area in
creases because there is more area above the figures due to 
increase in the vertical dimension of the field and de=> 
crease in relative figure size. Perhaps as a matter of 
economys the ground surrounding figures is no longer excised. 
Since rule 1,2* stipulating that only excised areas are 
painted white* is retained in the new style* background ar
eas are not painted white or any other color* but left the 
natural wood color. Since many of the boards were made on 
a naturally light wood in this period a fairly light back
ground for the figures is maintained.
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Increased area above most of the figures9 espe
cially above the human figures9 allows instances of the ar
rangement of human figures over one anothe.ro This kind of 
stacking of figures in a vertical arrangement whereby high
er figures are meant to be further away but are not reduced 
in size (Figure 16) is extensively used in Oriental art 
styles* but there is no reason to suspect that its use in 
Later Palauan styles draws on those traditions* since prec
edents in the form of vertical series of figures existed 
in the traditional style (Rule I).

Most of the artists had "V" gouges by this time 
and this new tool allowed a more facile use of excised line, 
This new facility* and a retention of the Japanese taste 
for precision, leads to an extension of the use of excised 
line for contours of figures to include internal detail as 
well* Rules Kol and L*4 of the traditional style are 
changed to stipulate that all homogenous and discrete color 
areas are outlined with an exicised line. Since L,2 is re
tained these lines are always painted white,

American buyers expressed no particular preference 
for the traditional pigments and colors, and in fact one of 
the buyers for the I,T,C, urged the board makers to expand 
their palette to include blues, greens and browns. This 
was not possible with the traditional pigment sources, so 
the artists turned to commercial pigments. This was a
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change toward which they were already positively disposed 
by virtue of substantial labor savings« The addition of 
new colors to the Palauan palette does not change the col
oration system to any great degree. With a broader range 
of colors there are increased possibilities for color real
ism and in fact more consistent use of color realism is 
present in the.new style. There is a concommitant reduc
tion in the manipulation of color independently of the 
meaning of the alloforms to which it is applied.

One rather peculiar and striking change in the 
style involves a marked increase in the apparent agitation 
of the human alloforms. Whereas vigor of action was rather 
“under-represented" in the traditional style (Figures 9 and 
10), the action represented in the new style-is "excited" 
(Figures 16 and 17), Bodies lean in the direction in which 
the person appears to be going and legs * at least of male 
representations$ are almost always running; arms are ex
tended to near their maximum extent and appear to pump or 
flap even when the figure is walking. The orientation of 
the head is often different from the orientation of the 
body; and figures are thinner and more elongatee increasing 
the sense of frenetic action. These are the very devices 
used by some cartoonists in the United States who were ac
tive at this time. If the present fondness of the Palauans 
for comic books may be traced to the early American period.
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(and where there are American troops there will be Ameri
can comic books or comic strips)e then a good case could be 
made for a derivation of this kind of rendering of human 
figures from such a source«

Whatever the source @ I believe the reasons for 
adopting this kind of human representation are related to a 
set of factors that derive„ again* from the reduction in 
the relative horizontal dimensions of the field. The visu
al interest potential of an imuul beam depended in large 
measure on the fact that a story* usually well known to the
viewer* was illustrated in a series of figures that were
strung out in a fairly imposing "frieze" along the face of 
a 10 or 12 foot beam. The storyboard* to be commercially 
successful* had to stimulate a similar amount of interest* 
but without the help of large scale * extensive expanse* and 
a knowledge of the meaning of the forms on the part of the
buyer. As we shall see in later styles a number of ways of
achieving a much more condensed organization were developed 
in order to help create this visual interest* but in the 
style of the 40*s and 50's these had not yet been incorpo
rated, The dynamic active human postures used in this style 
probably reflect a device for intensifying visual interests 
and for intensifying interest in a way particularly suited 
to the well-known dynamic outlook of Americans,
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A comparison of a sample of new style alloforms 

with their traditional counterparts will illustrate the 

differences in object representation between the two styles. 

Humans:

Fish: Fish alloforms of enlarged size are absent. 

Crocodiles: These are now shown in side profile.

Plants and trees: Note the use of the hollow breadfruit

tree in this new kind of context.



Taro:

Dwellings:

Canoes: Note the new complexity of the rendering of the sail 

and rigging. Both overlap and foreshortening are 

employed.

Speech scrolls z These become more frequent and may be

doubled.
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In 1951 the U.S. Department of the Interior as

sumed control of the administration of Micronesia.from the 
Navy. This led to a slow increase in the number of Ameri
cans living in Palau„ and this number began to rise even 
more sharply in response to a major increase in U, S. bud
get funds alloted to the Trust Territory in 1962. Ameri
cans resident in Palau had a significant effect on the de
velopment of the storyboard because they offered a new kind 
of market. Many of them were interested in Palauan culture 
for one reason or another, and they came to know, and know 
of, storyboard makers as individuals. The artists began to 
receive commissions for storyboards that were intended by 
the customer to be notable additions to the interior deco
ration of their homes and offices in Palau, For some Amer
icans it became a point of pride to have the ’best’ story
boards. As a result, the buyers began to stress large size, 
high craftsmanship, high visual interest and attention to 
the nature of the wood as a material (Figure 18), In the 
"new" style natural wood had begun to serve as background 
for the figures, and as more of the handsome Palauan hard
woods became available American buyers became more inter
ested in the texture and finish of exposed natural wood 
surfaces.

The market for storyboards remained small through 
the 1950's and early 606s, though in i960 the first Trust
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Figure 18. Large storyboard by Sbal made about 1956.
Large boards such as this (almost 6 feet long) were 

a response principally to the wishes of local American 
customers who sought such boards as home and office deco
rations. Larger, better finished boards were more prestigious 
among such customers. This board is unusual in that the wood 
of the background has been highly polished. (Collection of 
Robert Owen)

Figure 19• Early unpainted board by Osiik made about
1958.

It was about this time that large numbers of un
painted, deeply carved boards began to be made. Osiik*s 
style has changed considerably since then as comparison with 
Figures ]0 through 3^ will show. (Palau Museum collection)
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Territories Economic Fair was held in Saipan and story
boards were displayed and sold* In 1962 the Micronesian 
Products Center, sponsored by the Trust Territory adminis
tration, was opened in Guam and provided the first major 
outlet for boards outside.Palau since the I.T*0. had suc
ceeded in marketing a few boards in Hawaii*

In 1963 the same American administrator who had 
been instrumental in starting the Palauan Crafts Fair ar
ranged to have a planeload of about 3 0 tourists from Guam 
flown to Palau« These visitors bought a number of story
boards and other crafts items before they returned* This 
further increased the demand for storyboards in Guam, a de
mand that was met largely through the Western Carolines 
Trading Company, a Palauan owned and Trust Territories gov
ernment subsidized successor to the Island Trading Company*

In 1966 the first of the Peace Corps volunteers 
began to arrive in Palau and though there have never been 
large numbers of them, they have been consistent buyers of 
storyboards*

In May of 1968 a great boost to the tourist inflow 
was the establishment of regular commercial airline flights 
from Hawaii through Guam* By 1971 there were about 200 en
tries by Americans, Japanese and others per month* The 
number of flights per week has increased steadily and the 
building of a large modern Hotel in 1970 indicates a con
tinued growth of tourist trade is expected*
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The decade of the 1960's was a period of rather 
rapid change in storyboard style and witnessed the develop
ment and establishment of the individual styles which now 
predominateo In order to understand some of these changes 
it will be necessary to trace out their early sources and 
detail the factors operating on their incorporation.

A key figure in a number of these changes was the 
modern storyboard artist Bernardino Rdulaol. Bernardino's 
personal style will be examined later5 but it is necessary 
to introduce his role in style change now since he was one 
of the primary links between the traditional Palauan ele
ments of the emerging storyboard styles and the features 
borrowed from Western-Japanese art.

About the same time that Hijikata was training 
storyboard makers in the Palauan style Bernardino was re
ceiving some informal but effective training in Western re
alism from three Japanese artists who vacationed in Palau. 
Bernardino's father had been a talented decorator himself 
and had worked on a few bad. He had also invented or 
learned a system of rendering objects by building up the 
representation from a set of fairly simple geometric fig
ures $, and he taught this system to his son. Bernardino had 
a great interest and aptitude for art and he made the ac
quaintance of the Japanese artists by watching them work on 
their painting holiday in Palau. They were intrigued by
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his interest and recognized his ability so they taught him 
as much as they could while they worked and in visits to 
his home. Through this training he mastered the basics of 
linear perspective, Western composition and chiarascuro.
His training was in drawing and oil paints, but when 
Hijikata's students began to produce storyboards for the 
Japanese commercial market he sought to tap this market with 
his own versions of storyboards. As his most common format 
he chose not the rectangular board, but a round wooden tray. 
One of his favorite motifs for decorating this tray form 
was a rendering of a bai in linear perspective. The only 
photograph I have of these trays is extremely unclear, so I 
include below a sketch identified as correct by Bernardino.

7
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Bernardino says that in one of the bai standing in 

Koror when he was young there was an imuul beam on which 
the front facade of a bai was represented. He recalls that 
some of the other storyboard makers occasionally used this 
kind of representation of a bai in the Japanese period* but 
none used linear perspective except himself, Face-on ren
derings of the bai occur later in the work of other men.
One photograph in the Palau museum from 1952 shows this 
sort of bai rendering and it also occurs in the work of 
Ngiraibuuch in the late 50<ls. But the "perspective bai" 
came to be the exclusive kind of bai representation proba
bly because it has greater visual interest. In a perspec
tive bai more visual form occurs in a more organized set of 
relationships while covering only slightly more area of the 
field than the "face-on" bai.

Bernardino * who did not feel as committed to the 
maintenance of the traditional style as did Hi jikata's stu
dents, avoided some of the.sanctions against innovation by 
selling his products door-to-door to local Japanese resi
dents rather than to the Japanese stores. Nevertheless he 
recalls that when he attempted to introduce the innovation 
of carving the figures in bas-relief and leaving them un
painted, most of his efforts were rejected by his customers. 
The unpainted board thus remained only a latent possibility 
until it was revived in the late 19508s and 608 s during the 
period in which the market was shifting in character and
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the storyboard artists were experimenting to find out what 
would sell. When it became evident that boards with relief 
alone, or minimal painting or staining would sell, some of 
the artists began to follow Bernardino’s lead in this direc
tion (Figure 19)« This introduced a new distinction since 
it was necessary to carve boards rather deeply in order to 
create the shadows that defined the forms and maintain a 
high level of visual interest. Artists began to distin
guish between deeply carved storyboards, (melecheb itabori) 
and shallow carved storyboards (omutk itabori) as well as 
painted (chesbereber). and unpainted (ngdiak a chesbereber) 
storyboards. By combining these two. dimensions, each with 
two features» a paradigm is created giving four major kinds 
of storyboards,

PAINTED UNPAINTED

DEEP 
CARVED

SHALLOW 
CARVED

It is interesting to note that only three of these 
four forms regularly occur $ I suspect that unpainted shal
low carved boards never occur because they simply cannot 
command much visual interest. The shallow carving does not

Common . Common

Common None
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show up against the natural wood background« An aesthetic 
equivalence between painting and deep carving is indicated 
in the treatment of painted deep carved boards. The carv
ing is clearly the primary form defining dimension and 
color is subduede less freely applied, the palette is com
posed of fewer colors. The one instance I saw of a board 
which was deeply carved while retaining the intense and 
varied coloration of the shallow carved board seemed over
done and redundant, but that may be because of my previous 
familiarity with the more standard types. On the other 
hand the artist who made it produces very few of these 
painted and deep carved boards and they seem to disturb 
him too.

No one seems to know for sure who introduced the 
use of shoe polish to give unpainted boards a deep, rich 
color. But the use of parinarium oil in a similar context 
the production of wooden containers —  providing a ready pred
ecessor in the traditional culture. At least one modern 
board maker still prefers this oil but few people produce 
it any more. Accentuation of the wood grain and texture 
appears to have been associated with increased use of fine 
hardwoods in the early 19606s, a response both to demand by 
local Americans and increasing availability of wood from 
the sawmill.

The 506s and 60”s also saw a sharp increase in the 
diversity of the shape of the board or field. Three .
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modern artists contributed to this diversity. . The rectan
gular board oriented with the long dimension vertical rath
er, than horizontal seems to have been popularized if not 
invented by Ngiraibuuch, an important artiste, whose style 
will be discussed later (Figure 20). The board in the shape 
of a large parrot fish may be attributed to Bernardino, who 
specialized in this kind of board during the loT.Co days. 
The eccentric and oblique cylinder section shapes were in
troduced by Osiik who brings in his own logs and has them 
cut at the sawmill rather than buying precut board lengths. 
This allows him not only to save money, but to control the 
nature of the cut.

One more change occurred during this period. Dur
ing the period of the "new"- style all borders on the boards 
were kldarem. just as they had been on the imuul beams. In 
the 508s and particularly the 606s artists began to experi
ment with other common motifs that had been used on the bai 
for long, thin architectural parts. One of the most popu
lar was the kliuch design and during the period in which 
most of the buyers were local American residents the sanc
tions on increased visual interest lead some artists to 
develop double borders using both kldarem and kliuch (fig.
21), Later, borders began to vary even more, though 
kldarem is still used often by some artists. One of the 
most popular borders today is not a traditional bai decora
tion, but reflects the.possibilities of "U" gouges that
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Figure 20. Tall board by Ngiraibuuch made about 1964.
In the early i9601s Ngiraibuuch began to produce a 

number of these large, tall boards using a vertically elon
gated pair of bai as the dominant element. Later in the dec
ade he essentially gave up making such tall boards and the 
deeper carving seen in this example. (Collection of Robert 
Owen)
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Figure 21. Large board by Ngiraibuuch made about i960.
This board shows the use of multiple motif borders 

that occurred on some large boards made in the early 1960's. 
(Collection of Robert Owen)
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Figure 22. Board by Bernardino Rdulaol showing a 
border rendered by alternating bites with a large gouge.

This kind of border is commonly used by at least 
three contemporary storyboard makers. Only in the work of 
Bernardino is the border interrupted by elements of the 
composition. (Continental-Travelodge Hotel Gift Shop, Palau)
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became available when a number of the artists were provided, 
with carving sets by interested.Americans. This border 
consists of staggered; opposite bites along both edges of 
a band of border creating a rounded zig-zag in relief (Figure
22). A common variation, used almost exclusively by sever
al artists, includes an excised zig-zag line running down 
the center of the wider zig-zag created by alternating 
gouge bites.

Factors Leading to Individual Styles ■
Until very recently, making storyboards has not 

been a lucrative occupation. The market has always been 
rather small except during the short flourish of buying 
stimulated by the U.S.C.C. Considering the labor in
volved the returns are minimal, and rarely in the past has 
it been possible to make a living and support a family 
solely by making storyboards. This circumstance has 
worked to "weed out" a number of storyboard makers includ
ing many of those trained by Hijikata. A number of these 
trainees have long ago accepted more profitable employment 

. or inherited positions of responsibility and means that 
left neither time nor interest for storyboard production.
The men who continued to make storyboards up to the present 
share several attributes, They are untitled or of lesser 
titles and are not expected to assume responsibility and 
authority in larger family or clan affairs. And they are



178
talented artists who are aware of and take a certain de
light in their abilityj enjoying not only their own art 
but that of others as well. There is every indication 
that they are to some degree "born" artists,

Until the last decade they shared by far the larg
er part of the current style even when this style underwent 
change. It was frequently difficult to tell which particu
lar artist had produced a given work,. This is no longer the 
case. Differences in their work are striking and reflect 
corresponding differences in the guiding ideas or.rules 
that underlie their styles. Before we proceed to examine 
some of these differences I would, like to outline some of 
the factors in the artist's environment that have been in
strumental in encouraging or allowing diversity.

During the Japanese period adherence to a detailed 
model and stylistic uniformity between artists were posi
tively sanctioned, deviation was negatively sanctioned. At 
the end of the fighting in the Pacific the Japanese sanc
tions were removed, and there was no revival of effective 
traditional sanctions on the style. Only a few Americans 
expressed to Palauans their interest in maintaining the 
full traditional aspects of the style. Most of the others 
tended to sanction innovation by buying innovative works 
and even suggesting changes to the artists,
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Another major boost to diversity stems from the 

entry into storyboard production of men who were not 
trained by Hijikata and did not share the commitment to the 
traditional style that he tried to instill. Their effect 
as sources of diversity has been touched upon in reference 
to Bernardino Rdulaol,

At one time, before and shortly after the war, a 
number of today’s most prolific board producers saw one an
other frequently, discussed and compared their work and 
even lived quite close to one another. Today there is less 
contact between these men who were "classmates" in Hijika
ta6 s training program and they do not often discuss or com
pare their work. This drifting apart occurred at about the 
same time that individual diversity in styles begins to ap
pear in their work. Today, in fact, they are rather guarded 
about letting one another see their work because they feel 
that a new idea may have commercial value that they want to 
exploit in full before it is borrowed by others.

These factors help to account for diversity, but 
they do not make clear why the diversity became focussed on 
inter-individual differences rather than simply expanding 
the stylistic system commanded by all the board producers.

One of the most potent factors in the development 
of distinctive individual styles was the value attached to 
individual stylistic differences by resident American buyers
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in the 1950''s and 60's* This seems to be a characteristic 
of American, buyers of arts of native peoples reflecting the 
value on individuality in art styles that is part of Euro- 
American culture. There was even some effort to' persuade 
Palauan artists to sign their works in this period. As 
"old-timers" in Palau, settled American residents often 
guided new-comers and visitors in finding the "best" story
boards and makers. This kind of differentiation was bound 
to have its effects on the attitudes and ideas of the pro
ducers.

There was also the substantial diversity in train
ing received by various storyboard makers9 particularly no
ticeable between the Hijikata-trained men and others like 
Bernardino, This difference meant that some important 
kinds of concepts about organizing visual form were not
shared by all the artists. While some of these did not be
come established during the Japanese period, it was inevi
table that as sanctions changed and became less restraining 
that inherent or learned differences would surface. As 
they did the diversity of stylistic alternatives increased 
and some men began to focus on one of another alternative.

One of their major reasons for doing so lay in an 
increasing diversity in the market in the late 19609s® To
an extent some kinds of markets for boards are equally
available to all producers. The Western Carolines Trading
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Company still buys boards fairly indiscriminately from any
one who brings them in. But they ship many of the boards 
they buy to outlets in Guam, Kwajalein and Hawaii, and 
these and other incoming orders for large numbers of boards 
stress uniformity of size and quality. Some artists cur
rently aim most of their production at this kind of *mass' 
market. Other producers make boards in anticipation of 
visits by individual tourists who may want to select from a 
range of sizes and particular designs, or they make boards 
to fairly specific requirements laid down in individual 
commissions. These may include a photo with a request that 
the board shown be duplicated. There has even grown up a 
6 luxury* market interested mainly in very large and polished 
works> and at least one artist very nearly specializes in 
producing for this market alone.

The operation and impact of these factors will be
come clearer when aspects of the lives and styles of five 
of the most prolific and influential of the contemporary 
artists® At present there are about half a dozen men who 
produce storyboards regularly and about as many who make 
them occasionally. The five men whose styles. I shall dis
cuss below produce perhaps 75$ or more of all boards sold 
today. They are not only the most prolific artists but also 
those whose work has had the greatest influence on story
board styles in general. A number of other artists in Palau
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produce work of interest and merit, but practical consider
ations have forced me to limit my discussion to this repre
sentative sample.

(



CHAPTER 6

THE MODERN INDIVIDUAL STYLES 

Ngiraibuuch
Ngiraibuuch (Figure 23) is 55 years old® He was

16 when he began his training under Hijikata, He comes
from Irrais but like other students in Irrai he was sent to 
a boarding school in Koror during the Japanese administra
tion, He was working as a houseboy for a Japanese judge 
when the judge recommended him for further training. He 
was given a choice between some kind of vocational school 
and crafts training under Hijikata; he chose the latter. 

After graduating^ he began to produce boards for 
sale. He made his boards at home and then took them to a 
large building housing a marketplace where Japanese mer
chants bought the boards and then sold them to tourists or 
shipped them overseas. Sometimes individual customers 
would come to him directly*

Just before the war9 Ngiraibuuch was sent to New
Guinea with 60 other Palauans to work there for the Japa
nese , When he returned he made few boards until after the 
war was over. He lived in Melekeiok on the east coast of 
Babeldaob for a while after the war9 and began to make sto
ryboards again. His work caught the attention of some

183
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Figure 23. Ngiraibuuch at work on a board.
Almost all of the carving on Ngiraibuuch's modern 

boards is done with this "V" gouge.

Figure 24. Characteristic carving grip of 
Ngiraibuuch showing points of contact with working surface.
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Americans and one of these who lived in Palau persuaded him 
to move to Koror to improve his business and make himself 
more accessible to his customers®

Ngiraibuuch sold many boards to the U0 S, Commer
cial Company and also quite a few to the/ Island Trading 
Company® When the Western Carolines Trading Company suc
ceeded the I.T.Co he continued to do business with them and 
still does today® He says that in the time of I.T.C. the 
buyers used to bargain with the makers over the price„ but 
later an American suggested that he and the others charge 
by the square inch? this is the way it is still done®

For a number of years after Ngiraibuuch moved to 
Koror he lived directly across the street from Sbal, anoth
er board maker® They worked closely and traded ideas until 
the late 60es, when they moved apart. Their styles showed 
many similarities (See Figures 16 and 17)®

It was in the late 19508s and early ‘60’s that 
Ngiraibuuch began to produce large numbers of tall boards 
(Figure 20)® Eventually, however, he became dissatisfied 
with this shape even though many tourists thought it strik
ing and many were sold. He gives as his reasons for aban
doning this shape (unless it was specifically requested) 
that the tall shape distorted the shape of the, bai too much 
and particularly that the narrow horizontal dimension was 
incapable of supporting narrative representation® "It was



186
just a design? there was no story to it® What story could 
you make on it?"

Ngiraibuuch was one of the directors of the Palau 
Wood Worker8s Guild, organized by some Americans in i960.
He says it helped the members a lot because they got quite 
a bit of money to get it started. There was a center for 
their organization and it helped them to advertise and find 
markets, but it was demolished by Typhoon Sally in 1967. 
Partly for that reason, and partly because one of the mem
bers tried to take over the organization, it was abandoned, 
Ngiraibuuch would like to see some similar kind of organi
zation started again with a center to sell and advertise 
boards and look for markets,

A few years back Ngiraibuuch had an apprentice 
whom he taught to make storyboards, He taught him by hav
ing him do simple work on the boards first and then gradu
ally giving him more complicated jobs e He stayed for a 
year and Ngiraibuuch says when he left his work was quite 
like his own. He has tried to teach several other young 
men to make storyboards but after a few months they gave 
up, Ngiraibuuch8s star pupil now lives in Guam,

Ngiraibuuch is a very steady worker and works al
most every day at making storyboards, At present he only 
works in the afternoon because in the mornings he drives a 
taxi. His wife helps him paint the storyboards in the
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evenings when her housework is done* He can make about two 
boards a day when he is working full times

His customers are mainly the Western Carolines 
Trading Company and the Continental-Travelodge which has a 
tourist craft shop. He also gets a lot of orders of vari
ous sizes from local Americans$ previous residents, and 
through the Palau tourist commission. He makes about J O  

boards a month on the average, but could make twice that 
many. He deals most often in fairly large orders, as many 
as a hundred boards at one time.

One of the things that Ngiraibuuch says he likes 
best about making storyboards is the fact that his boards 
are shipped to places all over the world and that this will 
perpetuate his name. He says that one of his dreams is to 
have some of his children go to the United States and see 
one of his boards in a Museum. (One of his boards is in the 
Musee de 1* Homme in Paris). ■ He also likes being his own 
boss and being able to work when he likes. Although he did 
not say so, it is evident that he takes pride in his skill 
and enjoys his reputation as one of Palau's top artists.

He visits some of the other board makers occasion
ally, especially Osiik and Sbal, his old classmates. He 
says that they do not talk much about storyboards and in 
fact try to hide new ideas from one another. .This seems 
fairly pointless since the boards of most the major produ
cers are on display at the W.C.T.C. shop and the hotel
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shop and can hardly be missed by other board makers as they 
make deliveries. Nevertheless Ngiraibuuch clearly.does not 
have too much contact with the other men since he was un
able to recognize Sbal's latest works.

Ngiraibuuch feels that Bernardino, Osiik and him
self have been responsible for most of the recent innova
tions in storyboard art. He respects Bernardino's ability 
to draw and likes Osiik's deep-carved stylee but adheres to 
his own shallow carved and brightly painted style because 
it has been successful and he is best at it.

Ngiraibuuch is a craftsman's craftsman. He works 
in a small but neat shed, sitting in a chair before a small 
table. His work area is as orderly as Osiik's is chaotic. 
Stacks of precut 23 by 9 by 3/4 inch and 36 by 9 by 3/4 
inch boards of ukall (Serianthes grandiflora) wood stand 
beside stacks of partly finished boards sorted into pencil 
drawn, carved, and partly painted categories, This wood 
has been acquired from the Koror sawmill at 45 cents a 
board foot. He prefers ukall because it is easy to carve 
and is light in color.

He makes his boards in lots of twelve when he is 
producing for the big buyers. First he sketches, and carves 
the borders on all 12 boards. Then he pencils in the de
sign on the lot, and then carves them. He uses a standard 
border design on all his boards. To produce this he uses
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two gouges„ one with a broad "U" cutting edge and the other 
with a "V” cutting edge*

The pencilling of the design is done directly on 
the board surface„ which has been smoothed with an electric 
planer6 He pencil technique is very methodical and he uses 
a carpenter's square and a steel arc about 9 inches in di
ameter for portions of the work. The square is used to 
measure off,placement points for key lines in the largest 
figuresp and the steel arc is used to render the sweeping 
curves of the roof of the bai and/or dwellings represented. 
The square is also used as a straight-edge in rendering long 
straight lines. The use of these tools is deceptive sincee 
in rendering the figures that do not lend themselves to 
mechanical treatmentp he is very nearly as sure as the 
tools., The use of the tools is merely a conveniences an 
extension of his extremely skilled and controlled approach 
to his art. Even without the tools he draws a sure, strong 
line„ makes no mistakes 8 does not erasee and changes noth
ing in the carving process.

Ngiraibuuch has developed a formula for producing 
board designs $ especially on the standard 2 and 3 foot 
sizes. We will examine the structure of this formula in 
more detail in the following discussion of his style, and 
touch only on the process of developing the recurrent ele
ments of the designs here, He begins on the right with a 
tall hill (See Figure 20), the width of which is measured
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off from the right margin. He then measures off the posi
tion of a few key lines of the bai and proceeds to finish 
the sketching of this figure. The bai abuts the hill, and 
is finished mainly with the' use of the straight-edge and 
the steel arc. He estimates the positions of lines in the 
details from the key lines measured off before. He then 
places a narrower hill, but just as tall as the one on the 
right, at the extreme left of the field, and runs the hori
zontal lines of the platform and sea level a measured dis
tance up from the border at the bottom.

The remaining figures differ according to the 
story being told, but there is almost always a palm tree 
near the center and a house that is partly overlapped by 
the hill on the left. These must be rendered after the 
placement of the human figures, however, since they are 
usually overlapped by the latter. Depending on the length 
of the board and the requirements of the story, this for
mula can vary somewhat. But the basic compositional rela
tionships between these larger recurrent figures remain es
sentially the same.

All of the carving of the design furface is done 
with a single "V" gouge that an American friend ordered 
from Sweden, He uses this tool gripped firmly in his right 
hand with the working edge less than a half inch from the 
lower heel of his palm. He carves toward his body and 
sometimes braces the point with the forefinger of his left
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hand for greater control» Both the lower edge of his right 
fist and the fleshy part of his forearm rest on the board 
or table surface (Figure 24)» This technique$, involving 
firm bracing of the tool edge and a very controlled strokes 
does not allow too much freedom of stroke0 Neverthelesss 
long straight lines can be handled well and an almost cal
ligraphic quality is achieved in the carving. Flexibility 
of direction of stroke is maintained by frequent shifting 
of the position of the board on the table top. This may 
have had a considerable effect on the size of board that 
Ngiraibuuch prefers to makeg since a large board would be 
difficult to manipulate rapidly and efficiently.

Once the carved outlining of the figures has been 
accomplished the entire surface of the board is painted 
white, All background areas are then textured with the "U" 
gouge removing the paint and leaving natural wood color.
All figures then receive their appropriate colors^ the white 
being painted over.

As Ngiraibuuch became more and more involved with 
producing for a market requiring fairly large numbers of 
smaller boards (Figure 26)8 and placing a premium on stan
dard sizes and comparable quality between boardsB he began 
to develop a formula by which he could efficiently meet 
these requirements. The formula as it ultimately developed 
depth behind the picture plane are created. The apparent
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depth is shallow, but tangible, and this depth is manipula
ted in a very subtle way to enhance both the visual organi
zation of the board and the hierarchy of importance between 
the figures involved in the story situation® This will be
come clear as we examine Ngiraibuuch's style in more detail® 

The six panels into which Ngiraibuuch divides his 
works can be seen in Figure 25° The figures shown in this 
diagram almost invariably appear with the exceptions that 
the single bai in panel 2 may be replaced with two bai or a 
completely shown house and the hill in panel 4 may be smal
ler or not occur at all. The figures and objects necessary 
to represent the story situation, as well as other figures,. 
are placed in the various panels in a systematic way. Hu
man figures never occur in panel 6, but they may occur in 
any other panel except 2 when this panel contains bai.
There are always at least some human and other alloforms 
that are necessary to story identification in panel 4, and 
often all such alloforms are in panel 4. All other panels 
except 6 usually do contain one or more human alloforms, 
but these are generally used as fillers to satisfy the 
rules of alloform proximity that this style inherits from 
the traditional style (H. is in force but H.1 is no longer 
observed, hence overlapping). Key story-defining alloforms 
may occur in panel 3 if situation representation requires 
extra room, but usually the human alloforms in this panel 
are a row of "bystanders" which are not at all critical to
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Figure 25. Diagram of panel layout and exaggerated 
projection of spatial arrangement in the standard compo
sitional formula used by Ngiraibuuch on his smaller boards and some larger boards.
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Figure 26. Modern storyboard by Ngiraibuuch showing 
the smaller of his standard sizes, the 23 inch by 9 inch pre-cut board.

(Western Carolines Trading Company)

Figure 2?. Modern storyboard by Ngiraibuuch on the 
larger of his standard sizes, a 36 inch by 9 inch board.

Ngiraibuuch has deviated from his standard composi
tional formula in this board in that he has used both a 
pair of bai and a complete dwelling structure on the right 
hand platform. This deviance is an accomodation to this 
particular story in which the principle action occurs in a 
dwelling. (Western Caroline Trading Company)
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story recognition. When a house9 rather than a bai, is 
placed in panel 2 some story-defining figures may occur 
there, but there will still be other key figures in panel 4. 
Rather recently Ngiraibuuch has adopted the device of moving 
any complete house shown containing key figures into panel 
3$ displacing the palm tree base across panel 4 which brings 
the palm frond cluster into panel 4, rather than panel 3 
(Figure 27). This illustrates his desire to keep story- 
defining figures in or near panel 4, The reason for this 
brings us to the spatial arrangement of the formula.

As mentioned before, Ngiraibuuch does not use any 
of the standard Western devices for organizing pictorial 
space, such as linear perspective with horizon lines and 
vanishing points (with the notable exception of the bai), 
diminution of size of more distant figures, or chiarascuro, 
to indicate depth in individual figures. He does use over
lapping as it has derived from the traditional style. It 
is as an elaboration of this overlapping that he develops 
his spatial organization. Although the apparent depth 
thereby created is shallow, it nevertheless plays an impor
tant role in the total organization of the board.

In Figure 25 I have projected and exaggerated the 
apparent spatial arrangement of the dominant figures in 
each panel to show that the dominant depth of the panels 
increases from the outermost panels inward to panel
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which contains the figures at the greatest apparent spatial 
depth. This arrangement has the property of focussing at
tention on panel 4 where, as earlier pointed out, important 
action and story-identifying figures always occur. This 
progressive spatial recession does not become visually 
static, however, because the panel of greatest depth is off 
center to the left, and the area of greatest depth is con
trasted with and balanced by the mass of the bai on the 
right which appears to project in part slightly in front of 
the picture plane, Ngiraibuuch has, through the organiza
tion of flat, overlapping figure planes, created a stage 
setting composed of alloforms which might reasonably occur 
in any story situation for the principle story action and 
figures. This relationship between the orderly arrangement 
of large visual elements as such and the use of this ar- 
rangement to focus attention on the key story-identifying 
figures provides much of the unity to be found in his works 
when viewed as a whole.

One more of his visually unifying devices must be 
mentioned, Ngiraibuuch makes effective use of horizontal 
lines and alignments in creating visual relationships be
tween figures, The line of the stone platforms and the in
tervening water are one such horizontal, and the uniform 
height of the hills is another. Also, there are very often 
in his work rows of squatting and standing figures in panel 
3, Each figure is almost precisely like the next, creating
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Figure 28. Modern storyboard by Ngiraibuuch on a 
particularly long board (4 feet).

In this board it can be seen that his basic compo
sitional formula is used, but a number of extra elements 
have been inserted between panels 4 and 5» (Western 
Carolines Trading Company)

Figure 29. A very large modern board by Ngiraibuuch.
This board was made several years ago and has not 

yet been sold. It is one of Ngiraibuuch*s few signed works 
from the modern period and unquestionably one of his master 
pieces. (Western Carolines Trading Company)
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a whole series of parallel horizontals as each detail of 
one figure is at precisely the same height as the corres
ponding detail of the next figure in the series. One mem
ber of the row of squatting figures is often carried across 
the water gap between the stone platforms, thereby spanning 
the action in panel 4, and by virtue of being reversed, 
bracketing this action.

Other than these innovations in composition,
(which he does not always use precisely according to the 
formula in larger works. See Figures 28 and 29) Ngiraibuuch’s 
style derives immediately from the "new" style of the 1950's 
and early 60's. A comparison of a sample of his reper
toire of formemes with those of the new style will show 
both the many similarities and the rather few departures 
from that style in his rendering of classes of objects.

Humans:
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Dwellings

coconut palms:
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Large coconut palms:

Trees:
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Canoes: As in the previous styles, these may be shown with 
or without sails.

T=r



Taro:

Water;

Containers: Note perspective treatment,

Axe :

Canoe or dance paddle:

Grass skirt:

Sun and moon:

Disembodied head with streaming blood:

Speech scroll:
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Bernardino Rdulaol 

Bernardino (Figure 30) is about 60 and recalls that 
he was about 13 when his father began to teach him how to 
draw in 1925. Bernardino's father was not a master builder 
but he was recognized as a talented decorator. His father 
taught him to draw objects using a set of simple geometric 
figures which were combined to build up more complex fig
ures .

drabachol kleouil
delsemiich

kliwar aibibiob olumud

klivars derbengais bloik

Bernardino's present work does not show much reliance on 
this system, but it is noteworthy that it is a rather ana
lytical approach to drawing and is foreign to Palau. I be
lieve that his exposure to this method of drawing pre
disposed Bernardino to be more receptive to other foreign 
art techniques and to rapidly assimilate them. Bernardino 
does not know where this drawing system was learned by his
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Figure 30. Bernardino Rdulaol working on a border.
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father„ and I know only that all older informants denied its 
use in traditional Palauan art.

As mentioned before, Bernardino was not trained by 
Hijikata. After he had learned the essentials of drawing and 
oil painting from visiting Japanese artists he worked dili
gently to sharpen his skills and sold some of his efforts to 
Japanese, He even had several private showings of his works 
in the Japanese period9 but his sales were not sufficient to 
make a living. When Hijikata*s students began to produce 
storyboards.Bernardino perceived their commercial potential 
and began to make some himself.

He began by making round trays with lochukle deco
ration on them and later he also made some storyboards sim
ilar to those Hijikata*s students were producing. Occasion
ally he would try some new idea such as an unpainted bas- 
relief storyboard,, but usually his Japanese customers indi
cated they preferred the traditional style, This was an un
comfortable period for Bernardino because he did not con
sider himself to be a “native craftsman" but an artist in 
the Western or Oriental sense, He maintains this conception 
of himself today. In addition to painting and making story
boards he also writes music. His family, who are rather 
protective of their most talented member, are fond of tell
ing how he makes trips into the remote limestone islands. 
to the south to listen for hours to the birds and waves as 
inspiration for his compositions, He is viewed as eccentric



by many other Palauans but his work draws genuine respect, 
not the least from other storyboard makers»

After the war he began to explore the possibilities 
of the American market and found that the Americans accept
ed and often liked innovations. He explored a number of dif
ferent techniques and responded to the changing demands of 
the market much like the other board makers. In the period 
during which local Americans were prompting the artists to 
make bigger and more intricate boards he produced a style 
involving large fully painted boards in which there was not 
a great deal of bas-relief carving and the background was 
entirely covered in white. In the middle i9606s he devel-

ioped his present approach using ink tints and areas of sub
dued color applied to carving in low relief, then stained 
and polished with shoe polish (Figure 31)»

Bernardino occasionally visits some of the other 
storyboard makers but rarely discusses his work or theirs.
He was originally a member of the Palau Woodworkers Guild 
but says he withdrew because the American advisor to this 
group objected to his non-traditional approach to his work 
and failed to help him find markets. He has nevertheless 
been quite successful in recent years and his boards have 
come to the attention of some fairly wealthy collectors.
He currently aims predominantly at this wealthier marke t 
and his boards have become both larger and more expensive 
(Figure 32), He charges a minimum of 10 cents a square inch



Figure J l . A large (6 feet) modern board by- 
Bernardino .

Bernardino’s boards are in general uncommonly 
large, though he does make smaller boards. A large, care
fully finished and richly carved board like this brings a 
high price from American and Japanese buyers.

Figure 32. A very large unfinished board held by 
the artist, Bernardino Rdulaol.

This board is almost 8 feet long. It shows most of 
the coloring pigment already applied, but it has not yet been 
polished with brown shoe polish. More frequently produced 
smaller boards can be seen in the background.
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and a maximum of 25 cents a square inch, though occasion
ally he will be offered a good deal more than this for a 
particular board. Since some of his boards now run as long 
as 6 or ? feet by 12 to 16 inches this can amount to a sub
stantial sum.

Depending on the size of the board it may take him 
3 to 6 days to complete a work® though he may invest more 
time in new designs that interest him. He pays considerable 
attention to the modeling of his figures. His special in
terest in the modeling of the female form has led him to do 
extensive research in picture magazines specializing in the 
photography of female anatomy. The prolific use of nearly 
nude female forms in his work reflects this special inter-, 
est and no doubt adds special attraction for buyers whose 
prurience does not extend to the more explicitly sexual 
boards.(see Figure 31)•

Bernardino keeps a large stack of cut lumber in his 
studio® most of it in longitudinal sections of logs about 
10 feet long. The bark is left on. both edges of the boards. 
Bernardino sometimes uses these untrimmed edges in his fin
ished boards to give them a "rustic" appearance that Ameri
cans favor. If the natural shape of the board is unsatis
factory he will modify its contours and even carve artifi
cial knots along the edges. Most of the rough trimming of 
the board is done with the adze® but for the bottom edge 
and sometimes portions of the sides a circular saw is used



208
to obtain a straight edge. Bernardino uses a circular disc 
sander to smooth the surface of the rough sawn boarde He 
then sketches in pencil on the board surface„ though he does 
this in a way that is quite different from the technique of 
Ngiraibuucho Bernardino spends considerable time thinking 
about his designs and usually draws the large central and 
flanking figuresB such as bain platforms, or clusters of 
trees and foliage first* He then fills in the remaining 
areas with other figures* He may begin carving portions of 
the board while much of the design remains unsketched* A 
board may remain partially finished like this for a long 
time while he thinks about the rest of the design*

Bernardino uses both chisel and hammer„ and a set 
of American made gouges of various shapes and sizes in carv
ing the figures and the border* Figures are modeled and 
smoothed both with hand cutting tools and with sand paper 
applied by hand or disc sander* The latter is used exten
sively on larger figures *

When all the carving is completed he applies black 
ink and red and blue paint of varying values and intensi- ■ 
ties to selected figures (Figure 32), This variation in val
ue and intensity of pigment is used to model or render shad
ed areas on figures in the manner known as chiarascuro* This 
heightens the effect of bas-relief in his carving as well as 
adding visual interest to his figures« None of the other 
storyboard makers manipulate value and intensity in their
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colors or use such variation to suggest.mass in their fig
ures, It is interesting to note that while Bernardino uses 
shading in his boards he does not use shadow,

Bernardino has several apprentices and he sometimes 
makes pencil sketches of designs which are then transferred 
to boards to be roughed out by his helpers. He then details 
and finishes the board himself. Recently some of the small*- 
er boards he has sold have been almost entirely the work of 
his number-one apprentice.

There is a rack in his studio for the display of 
finished boards to be sold to the tourist walk-in trade, 
Even unfinished boards are set up on shelves around the 
t*oom for display. He also has a folder of photographs of 
some of his previous boards that may be shown to customers 
so that they can select a design and story that appeals to 
them,

. Bernardino has done several large paintings of note 
in Koror, including two large works exhibited in the dining 
room of the Royal Palauan Hotel and a mural on the facade 
of the new concrete Community Center, These show his mas
tery of Western painting techniques and composition.

The most significant difference between the style 
of Bernardino and the traditional style lies in his treat
ment of the apparent space behind the picture plane. Where
as Ngiraibuuch has used only overlapping in the organiza
tion of this spacej, Bernardino uses almost all the devices
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available to the Western painter# In his paintings s but 
not in his storyboards it is even evident that he uses ae
rial perspective.. As a consequence* figures are no longer 
flat areas of color bounded by an excised line * but take on 
apparent mass„ In the style of Ngiraibuuch the sea is seen 
as a flat vertical plane * whereas in the style of Bernar-. 
dino the sea is seen as a horizontal plane that recedes to
ward the horizon line- (Figure 33)® This difference is il» . 
lustrative of the nature of the space perceived by the 
viewer# The space of Ngiraibuuch is very shallow* while the 
space of Bernardino is quite deep# The arrangement of over
lapping planes that is the basis of Ngiraibuuch6s composi
tional structure becomes an arrangement of masses and 
groups of masses In an expanse of spatial volume in the 
style of Bernardino# That Bernardino deliberately manipu
lates the placement of figures having mass in space and the 
empty volumes between them can be seen in his most common 
compositional arrangement# He consistently places an "is
land" of grouped figures in the center foreground with 
"lanes" of empty space converging from the foreground on 
either side to some point behind the central cluster of 
figures. The clusters of figures that form visual stops or 
bounds at the sides of the pictorial space occur in the mid
dle distance rather than the immediate foreground occupied 
by the central cluster# This arrangement has the effect of 
both bracketing the central cluster of figures and pushing
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Figure 33* A smaller modern board by Bernardino.
Note the impression of a horizontal receding plane 

created by the surface of the sea in the background.

Figure 3̂ » Modern board by Bernardino.
This board is unusual in that the principle fig

ures are quite large in scale and a portrait-like realism 
is achieved in their faces. The flow of space is much more 
subtly contrived than in the work of any other storyboard 
artist.
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it out toward the viewere Quite appropriatelye the most im
portant story-defining action occurs in the central cluster 
of figures«

The basic compositional arrangement is bilaterally 
symmetrical, but the possibility of monotony and visual 
stasis is forestalled by the arrangement of figures within 
the composed clusterse There is always variety of form, ac
tion and placement between the two lateral halves of the 
composition,though thee is also balance between them. Bal
ance is a principle of composition that Bernardino very 
consciously applies, as I learned from his criticisms of my 
attempts to master his style. While other board artists do 
often achieve balance in their compositions, they are not 
conscious of it, or at least are unable to discuss it as a 
guiding principle of pictorial composition,

Bernardino’s use of Western methods of representing 
and organizing pictorial space is "consistent with his over
all commitment to visual realism or illusionism (Figure 34), 
This is strongly marked, for instance, in his rendering of 
palm trees. The actual configuration of the fronds is not 
strikingly realistic as any comparison with an actual coco
nut palm would show. But the spatial arrangement of the 
fronds, including the foreshortening of the foremost frond, 
is certainly far more realistic than the same subject as 
rendered by Ngiraibuuch, Further, the wind blowing in the
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fronds, as indicated in their asymmetrical arrangement, is 
consistently shown in all palms in a given work. The wind 
only blows one way.

In addition to spatial arrangements and indication 
of massP Bernardino manipulates another dimension that was 
not part of the traditional system —  texture, Marked con
trasts between the textures of areas of foliage, human bod
ies , buildings and thatch, the sea, and areas of land great
ly increase the visual interest of his works. In this he is 
not alone since all modern storyboard makers utilize con
trasts in texture, most notable among them being Ngiraibuueh 
and Osiik, Only Bernardino, however, enhances his use of 
texture by coordinating his use of variable value pigments 
with the physical texture of the carved surface, First, he 
generally uses his darkest or most Intense hues in the areas 
having the most active texture. Second, where he wishes to 
represent a smooth texture, as in the female figures, the 
transition between lighter and darker areas of a region of 
shading are gradual rather than sharp.

Considering the fact that Bernardino has borrowed 
extensively from, if not entirely incorporated, the entire 
schema of Western realistic representational art, what then 
remains in his work that might distinguish him from any oth
er Western artist and mark his style as peculiarly Palauan?

First, and not least important, is his use of the 
Palauan stories. Whatever his interest in and commitment to
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Western art techniques, Bernardino8s sense of identity cen
ters on his membership in the Palauan community. That he 
does use Palauan stories is in large part a derivative of 
that sense of identity and recognition of his continued 
"Palauanness" by his fellow Palauans, Even though the sto
ries have lost much of their traditional function in Palauan 
society they still have some currency, perhaps because they 
have gained the function of maintaining a sense of Palauan 
identity in the face of waves of intrusion by other cul
tures, Thus, it appears that Bernardino, along with his co
artists, has been favored with a particularly positive in
stance of one of the conditions of creativity listed by 
Bruner (1963) and summarized by Goodale and Koss (196?) as

.,,the externalization of a rich internal 
cast .of characters, idealized figures that are 
representations of the identifications of the 
artist and mythological and fantasied figures 
with whom there.is special identification® The 
expression of these figures,,,provides grist 

i for the artist's mill and a main source of in-
: spiration. But it also true that the expression 
of the 8internal cast8 would seem to have as 
its condition a climate of approval of the art
ist's endeavors - prior to the beginning of a 
particular work® Before the internal cast is 
exposed to criticism there must be some tacit 
acceptance of the artist as artist. This cli
mate of approval should include the attitude 
that the artist is at least partially free to 
receive and juggle those ideas he finds most 
congenial to his work at any given time®
(Goodale and Koss 1967:177)

In this way Bernardino's fellow Palauans, though they do
not usually buy storyboards, contribute to his continuing
ability to utilize the story traditions®
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In the organization of visual form Bernardino still 

employs some of the traditional style rules or modifications 
of them. Despite the fact that he uses more realism in all 
aspects of his work than any of the other artists there is 
still a considerable degree of stylization similar to that 
of the old narrative style. Although he is quite capable of 
portraiture and direct observation of his subject in his 
painting^ in his storyboards he continues to employ a rep
ertoire of standard representations or formemes for each 
class of object portrayed. All bai represented* for in-r 
stance* are represented by alloforms that show the bai as 
though it were observed from the same angle and having es
sentially the same details even though direct observation 
tells us that these could differ a great deal. In fact* 
there is some tendency in his work for larger important fig
ures in the foreground to be treated with more freedom of 
position and detail than smaller figures in the background* 
where the more traditional forms prevail.

Despite Bernardino’s sweeping re-organization of the 
distribution of the figures in the field* as compared with 
the traditional style* he still feels the force of Rule H 
of the latter style in that he tends to "fill" areas of the 
composition that seem too empty. Birds* humans and plants 
are often inserted in such areas solely for the purpose of 
filling an area perceived as too bare.
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One of the most visually appreciable ways in which 

Bernardino’s work is related to that of his fellow story
board makers is his recurrent use of the same repertoire of 
more or less stock formemes that serve as the setting of 
the story action. A number of these are the same formemes 
that Ngiraibuuch has organized into a compositional form
ula. The sample of Bernardino's recurrent formemes given 
below will show how these formemes are rendered in his per
sonal style.
Humans: Note the sophisticated use of foreshortening in 

some of these alloforms.
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Birds:

Turtles:

Crabs:

Rays s

Treess
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Flat land

Platforms: Note perspective treatment

Hills i

Small limestone islands:
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bai:

Boathouse:

Dwelling: Note the difference in perspective treatment be 
tween bai and boathouse and the dwellings.
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Crocodiles :
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Canoei Note the difference in perspective treatment. Canoes 

occuring in the background receive the old tradi
tional treatment while those in the foreground are 
rendered in perspective.
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Osiik

Osiik (Figure 35) is 5 ^ years old and says he was
17 when he was trained by Hijikata. He was born in Ulimang
in the district of Ngaraard on Babeldaob, and when he was 
15 went to Japanese public school" for two years „ There he 
received training in carving and drawing. When he was 
through with school he went to work making copra, but a 
short time later Hijikata came to Ulimang to give his 
crafts training program. Hijikata asked local teachers to 
recommend young men for his program and Osiik was one of 
those suggested.

Osiik says he had not learned many Palauan stories
before he received training in making storyboards; nor had
he ever worked on or decorated a traditional baju He ob
serves that he was not strongly oriented toward learning 
any of the traditional knowledge about such things at the 
time.

Osiik*s experience in making storyboards during the 
Japanese period and during and after the war were similar 
to those of Ngiraibuueh. About the same time that the other 
board makers began to develop personal styles Osiik began 
to experiment and work out his own approach. This centered 
on an exploration of the possibilities of unpainted, deep
ly carved boards and a. variety of board shapes.

Osiik presently produces storyboards at his home 
and shop in a small hamlet lying outside the major
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Figure 35* Osiik in a characteristic carving posture, bracing the board with his foot.
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Figure 36. Small modern board by Os ilk. About 18 
inches long.

Small boards in this shape are created by cutting 
a small log at an oblique angle. (Continental-Travelodge 
Hotel Gift Shop, Palau)

Figure 37. Osiik's carving tools.
This set of tools represents about the full range 

of carving tools commonly used by storyboard artists.
Osiik does not commonly use the adzes except for rough trim
ming of the edges of the board. Chisels and gouges do the 
majority of the work. Planing of surfaces to be carved is 
done with a variety of electric powered planers and sanders.
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commercial center of Koror. He lives quite near the large 
new Continental-Travelodge hotel that has become a major 
gales outlet for storyboardse Osiik now sells most of his 
boards to this hotel shop, but he still sells quite a few 
to tourists who come to his home* A number of the latter 
are made to order* Osiik makes more boards now than ever 
before, and he does nothing else to make money except to 
fashion carved wood name plaques involving similar tech
niques 0

Osiik says he would continue to make storyboards 
even if prices went down sharply because he enjoys doing 
it6 This would be possible for him because his wife has a 
job at the hotel® He is interested in other art forms be
sides storyboards, especially music from other native cul
tures in the-Pacific® A friend who knows him well says he . 
collects tapes of a variety of kinds of music® He also 
Choreographs Palauan dances that are performed at the hotel 
for the benefit of tourist audiences® Osiik feels fellow 
Palauans are proud of his storyboards and he enjoys the 
fact that he is a well known figure in Palau because of his 
art®

Osiik has trained several young men in making stor 
ryboards and in 1966 was granted 3,000 dollars to set up a 
training workshop for students. Most of these later gave up 
board making for monetarily more attractive jobs with the 
American administration® One of his trainees still makes a
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few boardso This man is married to Osiik's. daughter and 
lives across the street.■Osiik trained his students by hav
ing them do less skilled work such as preparing the board 
edges and surface and some of the rough carving $ then he 
allowed them to do finer work and details. However, the de
signs were almost always his own.

Osiik obtains his wood by going out to the uninhab
ited rock islands with friends or relatives. There they 
select and fell trees and float them in to be taken to the 
sawmill. At the swamill Osiik specifies the kinds of cuts 
he wants. By so doing he exercises control over the shapes 
of his boards in a way that is not available to artists 
who simply buy board feet of pre-cut lumber. Consequently, 
Osiik6s boards exhibit a variety of shape unequalled in the 
work of any of the other artists. He prefers meduu lo „ . 
kebong (Xylocarpus granatum) and dort (Intsia bijuga) as 
woods for his boards,

Osiik sketches his designs on the surface of the 
board with a pencil. The surface has been prepared using an 
electric belt sander. Minor correction of placement of fig
ures are sometimes made with the chisel after the pencil 
sketching is finished and actual carving has begun. Osiik 
uses three flat-bladed chisels, 1/2 inch, 1/4 inch and 1/8 
inch across, to produce the outlines of the figures (Figure 
37)« The chisel is held vertically with the blade aligned 
on the pencil outline and is then struck fairly vigorously
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with a wood mallet about a foot longe The mallet is round
ed at the handle end about 2 inches square at the working 
end.

The widest chisel is used for fairly straight and 
long lines * while the smaller ones are used for shorter . 
lines, tight curves and small details„

After the entire set of figures in the board have 
been outlined in this fashion Osiik begins to remove the 
superfluous wood between the figures to a depth of about 
1/4- inch. For this uses the set of chisels mentioned above 
and also a l/2 inch gouge„ The latter is used primarily for 
larger areas of excised background$, while the others are 
used for removing smaller areas of wood and for trimming 
otlines of figures. The gouge leaves a texture in the back
ground areas which is not further smoothed.

Osiik's heavy reliance on chisels and his technique 
in using them has a pronounced effect on his style. The 
deep vertical outlining produced gives a relatively high 
relief and the straight sides of the figures (in section) 
are not further rounded. Thus there is a sharp, crisp, 
blocky appearance to his figures even though the outlines 
themselves are quite curvilinear (Figure 38). Surfaces of 
parts of a few figures, such as the fronds of coconut palms 
and flippers of turtles may be slightly beveled, but this 
device is not carried so far as .to allow one to speak of 
modeling in the sense that one could of Bernardino's work.
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Figure 38. A larger modern board in the horizontal format by Osiik.
(Continental-Travelodge Hotel Gift Shop, Palau)

Figure 39* A modern board in the vertical formatby Osiik.
(Continental-Travelodge Hotel Gift Shop, Palau)
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Osiik’s style derives rather directly from the "new" 

style of the 1950's and early 1960ss* The strong shadows 
created by the deep carving have replaced paint and excised 
lines as form defining features, and a great deal of care
fully patterned texture has been introduced. These textures 
are distributed relative to formemes in the same way that 
colors are in the "new" style. There is a great deal of va - 
riety in board shape, the wood is stained and polished, and 
the details of many formemes show more differences with the 
"new" style than do those of Ngiraibuuch or Sbal,

Osiik uses figure overlapping in much the same way 
as does Ngiraibuuch, He does not, hoever, use a systematic 
composition of overlapping relationships between larger fig
ures to create an overall organization of space and depth. 
One of the constraints against his using such a composition
al formula is the marked variation in the shape of the 
boards he uses, The more rounded shapes would not accommo
date a compositional formula like that of Ngiraibuuch,

Instead of one formula for composition Osiik uses 
three different formulas depending on the shape of the 
board. None of these formulas show the degree of organiza
tion found in Ngiraibuuch's formula boards. However, like 
Ngiraibuuch, he does not always confine his compositions to 
the formulas,

Osiik's major compositional formulas include one 
formula for vertical boards (i.e., boards with a greater
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vertical than horizontal dimension) and two formulas for 
horizontal boards* Like the compositions of Ngiraibuuch and 
Bernardino8 Osiik's compositional schemes are based on the 
placement of a few larger figures„ all being alloforms of 
formemes that can be used in virtually any commonly used 
story* Specifically these are the bai, stone platform, and 
one or another kind of tree, usually a coconut palm or 
breadfruit tree *

In the vertical formula (Figure 39) there is always 
a platform and a tree near the top and bottom of the field
respectively* If the. board is wide enough (at least 7 . ...
inches), then a bai will be placed along one lateral edge* 
In this arrangement there is usually only one, or at most 
two human figures placed on the stone platform* It can be 
seen from the illustrations that the particular configura
tion and placement of the figures in this formula is a good 
deal more various than the comparable figures in Ngirai-. , 
bunch*s work. This variety occurs principally in accommo
dation to the irregularities of the board shape.

The second kind of formula is used on horizontal 
boards greater than 7 inches high. In this formula, a bai. 
platform, and tree occupy one lateral end of the board 
while the story-defining figures and fillers occupy the 
other two-thirds of the board (Figure 40). The arrangement 
of the latter figures is contingent only on the
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Figure 40. A modern board in the horizontal format by Osiik.
The typical arrangement of the bai. stone platform 

and coconut tree can be seen in this board. (Western 
Carolines Trading Company)
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requirements of situation representation rather than on any 
pre-conceived compositional scheme®

The third kind of composition is simply the repre
sentation of story-defining objects and placement of fil-.... 
lers without the bai-platform-tree group of the previous 
formula® This kind of arrangement is used on low horizontal 
boards less than 7 inches high (Figure >6)• Apparently this 
last dimension is the minimum below which there is insuf
ficient room to accommodate a bai representation® Where 
either the vertical or horizontal board is an oblique sec
tion through a log, the space normally occupied by the bai 
is further restricted by the round corners. As a results 
bai do not occur in such boards unless these boards are 
considerably larger than normal.

As borders Osiik uses either a simple band about 
1/4 inch wide (Figure 3 6 ) or, more commonly, a 1/2 inch 
band of kldarem rendered in relief rather than paint (Fig
ure 38). Usually, but not always, the simple band border 
occurs on the oblique section boards. These are generally 
small and, as a .consequence, too much of the area of the 
field would be taken up by border if a wider border were 
used. In addition, Osiik prefers a border that is not vis
ually overpowering in comparison to the rest of the board.

In rendering his alio forms Osiik carries overlap- 
ping into his individual figures to a greater extent than 
Ngiraibuuch. Where the latter restricts overlapping within
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human figures, for instance, to the crossing of legs, Osiik 
often has arms and breasts crossing the body as well. He has 
also developed a distinctive way of rendering the face pro
file which by itself is sufficient to distinguish his work 
from that of any of the other artists. The particular qual
ity of his figures may be appreciated in the sample below. 
Humans:
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Fish

Birds;

Turtles:

Flat land:
t i l  x \  t \ V  \\( v \ l  v \ l  x l i  >

xX l v\ | \\l \ V  \l » v\ I x \ ( ■v\, \\ ,

Platforms:

1_L_

Hills:

ill xll xll



Trees and plants:

Speech scrolls:
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Sbal

/ Sbal (Figure 41) is 56 and started going to
Hijikata's classes when he was 15« He was born in Irrai, 
but went to Koror to live with relatives while he went to 
school. Before he went to school with Hijikata he was 
trained in carving, but not drawing, in the public schools. 
He did not know more than a few Palauan stories before he 
was trained to make storyboards, and these were mostly 
children's stories.

After Sbal left the training program he concentra
ted on making wooden dishes of various shapes with lochukle 
carved on them and sold them mainly from door to door and 
to the Japanese merchants„ During the war he continued to 
make a few storyboards for Japanese soldiers,

Sbal feels his style has changed about every two 
years, but that the biggest change occurred about 196? 
when he began to make large numbers of unpainted boards 
(Figure 42), He used to live near Ngiraibuuch during the 
period of the 'new' style, and at that time.their styles 
were difficult to distinguish. About the time the local 
Americans began to order larger boards he began to develop 
his own style, but he has always been very eclectic in 
borrowing ideas from his fellow artists, He now. lives near 
Bernardino Rdulaol and it is evident that Bernardino's work 
has had an influence on Sbal's own style,
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Figure 41. Sbal at work on a small board.

Figure 42. Small (about 14 inches long) modern 
board by Sbal.

The great majority of the boards made by Sbal to
day are of this size or slightly larger. His style has 
changed a great deal, as may be seen by comparing this 
board with Figure 13. (Western Carolines Trading Company)
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SbaVs current work seems to fill a demand. for a 

type of board that does not compete directly with the 
painted boards of Ngiraibuuch or the large unpainted boards 
of Bernardinoe He produces a good number of smaller un
painted boards that sell for less than ten dollars. In 
addition to selling quite a few to the Western Carolines 
Trading Company and some to the Continental-Trave10dge 
Hotel9 he receives a number of orders from Americans and 
Palauans in Guam and the U.S. The Palauans usually buy 
boards to give as gifts to American friends rather than for 
themselves«

Sbal has trained a number of boys to make story
boards but most of them entered other lines of work such as 
carpentry. He has one boy working for him now. His train
ing procedure consists of drawing his designs on boards and 
then letting his apprentices carve them.

It takes about two days for Sbal to make one of 
his smaller unpainted boards. He uses ukall (Serianthes 
grandiflora) wood for the most part since it is easy to 
carve. Although he occasionally uses dort (Intsia bijuga), 
he says it is so hard that it dulls the tools too quickly. 
Sbal gets his woods at the sawmill. He says he could make 
about 20 small boards a month, but likes to make an assort
ment of sizes because there is a demand for different sizes.
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In making the boards Sbal first sketches the de

sign on the board in pencil. For designs that he uses re
peatedly on the smaller boards he has paper sketches that 
can be used to apply the design to the board surface, When 
the design is sketched he begins to carve using a hammer 
and gouge to outline the figures. For smaller details and 
for textures he uses an assortment of gouges held in the 
hand and worked generally toward the body. Chisels are 
used to model the figures and further rounding of the forms 
is achieved with sandpaper. On some "unpainted" boards he 
may add some red or black tints to the key figures or even 
to plants in the setting, but these colors are used spar
ingly and are sometimes omitted altogether. The board is 
then stained and polished with shoe polish.

For his painted boards® the modeling of the fig
ures is omitted and they are simply outlined in the same 
manner as Ngiraibuuch (Figure 43), The board surface is 
then painted white and all surfaces except the excised 
lines are painted over in colors,

Sbal8s style has changed considerably since the 
early i9606s and it is only with difficulty that the re
lationships between his present style and this earlier 
style may be seen. His 60‘s style is essentially an elabo
ration of the 'new8 style (Figure 18), while his present 
work incorporates so many innovations and borrowings that 
in many cases even details of figures have changed, .
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Figure 43. Modern painted board by Sbal.
Sbal still produces some unpainted boards, but even 

these differ a great deal from his style of the late 1950's. 
(Continental-Travelodge Hotel Gift Shop, Palau)

Figure 44. A modern tall board by Sbal. 
(Western Carolines Trading Company)
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More than any other contemporary artist, Sbal reg

ularly produces both painted and unpainted boards. His un
painted boards are generally rectangular and 12 and 14 
inches long and 7 or 8 inches high. Only rarely does he 
use a vertical format like those of Osiik and Ngiraibuuch 
(Figure 44), His painted boards are usually somewhat larg
er and much more often include a bai,

Sbal does not arrange the space or compose the 
larger figures in as systematic a way as Ngiraibuuch or 
Bernardino, The apparent space in his works derives almost 
solely from overlapping; such devices as reducing the size 
of figures to indicate greater distance from the viewer are 
not used. The main arrangement may be described as a kind 
of overlap hierarchy in which the most important figures 
for story identification and situation depiction are over
lapped the least. These figures thus appear to be closer 
to the viewer than other figures in the work, and are also 
less obscured. This kind of organization might be called 
"display® organization in that it is a distortion of real
ism in which the most important figures are placed so that 
they are visually salient and most easily recognizeable.

Beyond this arrangement there is little in the way 
of consistent composition of larger figures in the setting, 
Sbal does not create either a stage of larger elements like 
Ngiraibuuch or a spatially defined center of action like 
Bernardino, He composes his human figures first, beginning
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with the most important and then fills in the background 
behind them with other human figures and hills, trees„ 
water, etc. As a result, his compositions are directly 
dependent on the nature of the story and situation being 
depicted. This is especially true of his smaller unpainted 
boards and is only modified in the larger painted boards 
to the extent that a bai may be added at one lateral end of 
the board. He rarely uses platforms, and often truncates 
the upper portion of the bai with the border,

Sbal’s painted boards are generally fairly easy to 
’read" since the color adds definition and distinction to 
the different alioforms. But in his unpainted boards there 
is not enough compensation in the way of texture and strong 
relief definition of forms to make up for the lack of color, 
consequently, these unpainted boards are sometimes diffi
cult to interpret (Figure 45)«

In his painted boards Sbal uses a more varied pal
ette than anyone else. His general coloration scheme 
closely resembles that of Ngiraibuuch, but he extends the 
use of color into the sky, hills in the background and ex
panses of land area. This extension of color is an indica
tion that Sbal conceives of the entire field as being 
filled with representations of something, even if it is on
ly an area of sky. This contrasts with Ngiraibuuch who re
tains the traditional approach to the ground as simply the 
residue of field left after all figures have been defined.
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Figure 45. Modern board of very dark wood by Sbal.
Sbal's unpainted boards do not show the depth of 

carving of Osiik, and when they are done on this dark wood 
they sometimes fail to achieve visual clarity. (Western Carolines Trading Company)
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There are no areas of natural wood left as ground in Sbal's 
painted work. Sbal often uses rather non-realistic colors 
in his sky, such as violet, purple, or pink, and this gives 
his painted work a somewhat 1 garish' quality in the eyes of 
many American buyers who tend conservative about color.

A comparison of the following sample of formemes 
used by Sbal with Figures 16 and 1? will show the extent to 
which his style of rendering alloforms has changed since 
the 1960's and early 60's.
Humans:

Fish:

Crocodiles:



Taro:

Plants and trees:

Eels i

Containers:

Lllljjjll

uL L L L U I
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Platforms:

X3 . CTZC3
Hills:

T  i l i ' . - r=n

Dwellings:

bai;
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Canoes:

Baris Sylvester 
Baris is 4? and was born in Aimelik. Although he 

had previously done some carving of small wooden figures he 
did not begin making storyboards on a regular basis until 
1967. The impetus for his concentration on storyboard mak
ing derived from the extensive leisure time available to 
him as an inmate of the Palau jail. He was not trained by 
Hijikata, though he says his brother was, and it was from 
this brother that he learned most of the stories he pres
ently uses in his work. During his incarceration he 
formed a partnership with another inmate who spoke fluent 
English and was an adept salesman. He produced the boards 
and his partner drummed up business and negotiated sales to 
tourists. Baris was very recently released and is now in 
business for himself.
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Baris produces only unpainted boards (Figure 46)«

In the past he made some boards with shell inly (Figure 47, 
and says he invented this technique, though it is present 
in the traditional bowls and containers. He is very much 
interested in the old art traditions of Palau and keeps a 
sketchbook of designs and old objects that he has seen or 
read about«

Unlike most of the other artists, Baris does not 
charge by the square inch for his boards, but rather nego
tiates with his customers on the basis of the time and work 
that went into the board.

He has no close association with any of the other 
board makers, especially those that were trained by 
Hijikata. His work is not closely associated with the line 
of stylistic development that begins with Hijikata's stu
dents and moves through the new style, though he has drawn 
on the work of the men who were. He represents a new gen
eration of storyboard makers that will eventually replace 
the current masters.

Baris' work is popular with many Americans, per
haps because it has a rustic appearance and conveys a strong 
sense of carved wood. It looks "primitive" in the same 
sense that the work of the American painter Grandma Moses 
looks primitive, and the almost "baroque" crowding of his 
compositions gives the entire surface of the board an active



249

Figure 46. Board by Baris Sylvester done in the 
late 1960*3.

Baris makes only unpainted boards. His composi
tions are often complex but not as highly organized as some 
of the other top artists. (Palau Museum collection)

Figure 4?. Board in the shape of a fish by Baris 
Sylvester.

This board, done in the middle i960 * s, shows both 
the use of shell inlay and the earlier style of Baris, who 
did not begin to produce storyboards until about the time 
this board was made. Fish shaped boards are still made 
occasionally by some artists such as Sbal. (Collection of 
Judge and Mrs. Morey)
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and rich texture (Figure 48}. Many tourists who are un
familiar with the arts of Palau perceive Baris8 work as more 
authentic or traditional, though in fact the reverse is true 0 

In general, the human alloforms are composed first 
and other figures that comprise the setting are then ar
ranged around these to fill up areas of ground® In this re
gard Baris resembles Sbal. His human figures tend to be 
crowded and each different human alloform in a work is in a 
different position® Height of placement is also different 
for each human figure, and figures are often placed quite 
near, or are overlapped by the border® The activity and 
orientation of his human figures is somewhat "aimless" in 
that it is not always clear how these figures relate to the 
situation being depicted® In addition they assume a number 
of postures not present in the 'new* style or in the work of 
most other men® There are humans walking in an odd, bent- 
knee, off-balance way, people sitting cross-legged, and 
some use of three-quarter views (Figure 49)® In Baris' 
more crowded works, small, almost indistinguishable portions 
of other formemes may be seen behind the human figures®

Baris utilizes only three or four different tex
tures on a number of different formemes in the same work 
and this also tends to create visual confusion® Much of 
the crowded and busy quality of Baris' work derives from 
his stated attempt to "give the customer his money's worth®"
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Figure 48. Modern board by Baris Sylvester.
This board shows Baris* use of deeper background 

carving near the top than near the bottom of the board. 
This helps to create a sense of receding space.
(Continental-Travelodge Hotel Gift Shop, Palau)

Figure 49. Modern board with irregular top edge by Baris Sylvester.
Note the diversity in kinds of border used by 

Baris, and the characteristic postures of his human figures. 
(Continental-Travelodge Hotel Gift Shop, Palau)
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Baris uses a different compositional scheme for 

each different story, though he does not change this scheme 
much from one instance of a story to another. He handles 
space mainly as a system of overlaps, and his overlaps are 
fairly extensive. There is some indication of receding 
planes in his water and land surfaces but he does not use 
diminishing size in his figures to indicate distance from 
the viewer.

He has, however incorporated a carving technique 
that enhances the sense of depth in his boards. . Figures 
and especially areas of background that are intended to be 
more distant are carved a good deal more deeply than fig
ures and areas that are meant to be in the foreground 
(Figure 48 ). In general, areas of background at the top of 
the board, representing hills or sky, are more deeply 
carved than areas of land or water in the lower foreground. 
Pictorial depth thus appears to recede from bottom to top.
A considerable quantity of wood is removed from those areas 
representing more distant background, creating deep shadows. 
This extensive wood removal increases the sense of invested 
energy to be found in Baris8 boards. He is a large and 
strong man and carves vigorously, and his boards convey this 
to the viewer. It is this quality and the simple density 
and richness of texture of the board as a whole, rather than 
any sophistication of composition, that makes his boards at
tractive to many buyers.
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Humans:

Plants and trees:
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Fishi

Canoes: Palauan canoe above, Yappese canoe below.

Hills and water:

Platforms





CHAPTER 7

EMIC DESCRIPTIONS AND ETIC FEATURES

The descriptions analysis and discussion of Pa.- 
lauan styles presented in this study have all involved the 
postulation and testing of organizing concepts and rules 
for the manipulation of stylistic elements, I shall now 
attempt to abstract some general features from the style 
descriptions and suggest their utility for describing ar
tistic • styles of other cultural traditions. In this way I 
hope to show the value of these concepts for cross-cultural 
comparisons.

The general features I will discuss are properties 
or aspects of visual form that Palauan artists view as be
ing appropriate to manipulate in producing works, even 
though that manipulation may be restricted to holding a 
feature constant throughout all works. The form of the 
border is therefore a feature even though it does not vary. 
The use of chiarascuro is not a feature in traditional Pa
lauan art because traditional artists did not deliberately 
manipulate light and dark in their art forms to represent 
light and shadow on the objects represented. On the other 
hand8 chiarascuro is a feature in the work of Bernardino 
Rdulaol.

256
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In the Palauan traditional narrative style the 

feature of field shape is constant, but the total field may 
be partitioned into sub-fields. In the non-narrative art 
on the traditional architecture the field shape varies with 
the shape of the architectural part to which decoration is 
applied. In the later storyboard tradition we find that 
field shape varies increasingly over time and tends to have 
a decreasing importance for the composition of the visual 
elements contained in the field.

Any number of examples from the visual arts of the 
world could be produced in which the shape of the field has 
been one of the considerations of the artist in the produc
tion of form. Upper Palaeolithic cave painting, Classic 
Greek pediments, and Chinese decorated ceramics are well 
known in this regard. On the other hand, field shape is 
sometimes modified to accommodate the intended composition, 
as in some of Bernardino Rdulaol's boards and on some Ameri
can billboards.

Absolute field size may be controlled by the art-
\

ist of may simply be one of the conditions he is faced with, 
One of the most important considerations in examining field 
size is the scale of the work relative to human beings. . The 
feature of absolute field size is that which separates the 
mural from the miniature. The effects of a change in abso
lute field size on Palauan art is discussed in the section 
on the transition from the imuul beam to the storyboard.



258
The use of a border to enclose art works and limit

their extent reccurs in many art styles also. By this sim
ple device the artist cues the viewer that within the bor
der is a universe governed by the rules of style rather 
than some other set of cultural rules. The forms that bor
ders take may have a variety of relationships to the forms 
they enclose. In traditional Palauan narrative art the 
constant use of the simple9 geometrical kldarem design for 
the border effectively contrasts with the biomorphic forms 
within. On the other hand the colors used to render this 
kldarem design are drawn from the same limited palette as 
the contained forms. The later storyboard tradition shows 
a proliferation of border forms, but these are almost al
ways designs drawn from the repertoire of non-narrative tra= 
ditional designs used on long thin architectural parts.

The feature of figure contour shows enormous di
versity world-wide and even within single styles, as in Pa
lau. It is likely that this feature is in fact a product
of the interaction of a number of other dimensions, some of
which are discussed below with respect to Palauan styles.
In Palauan art contour definition, both of discrete figures 
and details internal tO/those figures * is achieved through 
the use of excision and through color differences, though 
only the latter may be used alone. In traditional Palauan* 
art contours are always sharply definede and while this is
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a little less true of the work of storyboard artists like 
Bernardino and Baris Sylvester, even these are sharp and 
clear compared to, say, the later work of the impressionist 
phihter Monet. ' .

In traditional Palauan art figures never overlap 
Cxeept under special circumstances (See rule P.Id) and a 
Single contour may be limited to"a single figure or include 
more than one (See 0.1), Thus it is necessary to postulate 
it feature of discreteness of figures in describing Palauan 
a^tb Some of the world's art styles are careful to pre
serve the visual descreteness of almost all figures used, 
a§ in the painted skins of the North American Plains Indi
ans $, while others, as in the work of Bernardino, allow a 
great deal of impingement of one figure on another.

Rules G.l through 0.2.2-of the traditional narra
tive style description refer to a dimension I will call 
ftibSt-extensive aspect representation. By this is meant a 
ccncept of representation whereby the broadest or most ex
tensive visual aspect of each part of the object is repre
sented more or less regardless of concommitant distortions 
in the spatial relationships of the parts. That the most 
extensive aspect is usually the most characteristic and rec* 
ognizable is. in keeping with the effect of many of the rules 
Of Palauan art whereby visual clarity and lack of ambiguity 
is achieved. The same concept might be used to describe
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object representation as found in the styles of ancient 
Egypt, Pre-columbian Paracas and Tiahuanco, and the shell 
engravings of the Mississippian cultures. The use of this 
concept provides a relatively simple and consistent system 
for rendering things which does not do serious violence to 
the real appearance of objects. It also assures that the 
maximum space-filling mileage will be obtained from each 
figure used. While the concept of most extensive aspect 
representation applies across a number of cultures, the par
ticular applications are culturally specific. In Palauan 
art, for instance, feet are rendered in side view, and this 
is inconsistent with the rendering of hands, In Paracas 
textiles the entire soles of the feet are shown, so the con
cept is more consistently applied in that respect in the 
Paracas textile styles.

Consistency of application may be considered a 
feature in itself and most other features can be examined 
in terms of how consistently they are used, as well as in 
terms of the particular contexts in which exceptions occur. 

In traditional Palauan art there were limitations 
on delicacy of detail, due in part to technical restric
tions and in part to requirements of visibility. While 
much greater delicacy was possible in their painting than 
in their carving, the close association and similar func
tions of these two techniques seems to have bound the
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painted detail to the same level of delicacy as the detail 
defined by excision.

Traditional Palauan artists never worked from 
present and observable models in producing their forms.
They represented reality by matching objects and events 
they experienced or imagined with the most closely corres
ponding forms present in the repertoire of formemes. If a 
new object appeared it was represented with a form that was 
similar to the most homologous form already in the reper
toire, or at least with one that followed the rules of ob
ject representation in the style. On a feature of styliza
tion then, Palauan art is highly stylized as opposed to the 
highly observational art of a tromoe l9oeil portrait. The 
fact that Bernardino commonly draws on magazine pictures as 
models in the rendering of female human figures in his pres
ent style is one indication that his work is less stylized 
than the traditional style,

Palauan, art is highly literary in that many aes
thetic considerations are subordinated to the arrangement 
of forms for the purpose of telling or illustrating a story. 
The salient importance in Palauan art of making the illus
tration relate clearly to a particular story has been dis
cussed above, World art forms vary in the degree to which 
they attach importance to visual form organizing devices 
that are aimed at establishing clear relationships between.
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visual and verbal or literary forms, . The number of rules 
for the traditional Palauan narrative style that deal with 
the organization of figures into situations and the organi
zation of situations relative to one another indicate that 
this relationship is crucial in Palauan narrative art.

Such detailed relationship to literary forms does 
not occur in the. traditional non-narrative architectural 
decoration, Single figures may refer to characters from 
stories, but these are not organized in visual relationship 
with one another to represent action relationships in a 
given story. It is these action relationship representa
tions (see Rules P,,eF.l e) that bind a set of figures to
gether into a distinguishable larger entity —  a situation. 
When more than one situation from a given story is repre- 
sented in a single work these are usually organized spatial
ly in a sequence —  that sequence,representing the chrono
logical order of the story events (see Rule E). Such chro
nological representation also occurs in art works like 
Trajan's Column in Rome and the Tizoc Stone of the Aztecs 
among others, It appears that chronological representation 
in a single field is not possible unless action relation
ship representation is also a component of a style. Other
wise it would not be possible to distinguish sets, of fig- ■ 
ures that represent successive epochs.
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To represent the spatial relationships between 

objects they wished to depict Palauans used similar spatial 
relationships between their representing forms» They ma
nipulated gross -placement or propinquity, and the position 
and orientation of their figures in doing so® They also 
felt a need to use special devices to represent the rela
tionship of containment which poses difficulties for repre
sentation when working on a planar surface® Thus we have 
the features of x-ray view, overlap, and placement transla
tion (see Rule Pel e) as three kinds of solution to the 
problem of representing containment. In the latter rela
tionships of “behind” or “in” in the real world become re
lationships of "beside" or "above” between figures, It is 
interesting and instructive to compare differences in the 
use of these dimensions in the styles found in traditional 
Palauan art9 the Mixtec Codex Nutall and the very ancient 
wall paintings at Hierakonpo1is in Egypt,

Another concept or feature that it was necessary 
to postulate to describe the traditional Palauan narrative 
style is.that of figure-ground area ratio (see Rule G)„ 
Palauan artists preferred a more or less balanced ratio be
tween the apparent area of the figures and the area of sur
rounding ground. This is also true in large measure of the 
non-narrative motifs as well. By comparison many examples 
of Northwest Coast Indian art place a heavy emphasis on the



264
figures in comparison to areas of ground® The imuul beams 
in the Palau Museum bai show a tendency in the opposite di
rection, with an apparent imbalance in favor of the ground 
area® Visual "richness" in many of the world's styles is 
in part due to the ratio subsumed under this dimension®

The alloform proximity rules (H) of the tradition
al narrative style deal with figure distribution® Rule H 
effectively proscribes compositions which incorporate rela
tively large areas of unfilled field. This rule, in con
junction with rules which prevent overlapping and partial 
representation, place limits on figure density® or the num
ber of representations that can occupy a given area of the 
field. The figure density of modern Palauan storyboards, 
has increased considerably over that found in the tradi
tional ar% mainly due to the extension of overlapping be
yond the limited uses allowed in the traditional style,

A number of the aspects of traditional Palauan art 
are most economically described by postulating the use of a 
concept of realistic relative scale whereby alloforms are 
made to have the same relationship of size relative to one 
another as do objects in the real world. The application 
of this feature is modified, however, in the following man
ner, Alloforms should be of a certain minimum absolute 
size to be easily visible under normal conditions. On the 
other hand the field size and shape are limited. If



realistic relative scale were consistently applied to the 
production of alloforms, only the largest —  buildings and 
trees for example -- could utilize the full vertical extent 
of the field. Human alloforms could then use only some 
fraction of the vertical space and alloforms representing 
objects smaller than humans would be very small indeed. 
Palauan artists solved this problem by using a truncated 
relative scale. They have effectively picked a point in 
the size continuum of objects --the height of a standing 
human in this case —  and determined,that objects of this 
size will be represented with alloforms that are the same 
height as human alloforms $ and objects smaller than humans 
will be represented with alloforms that are to the same 
scale as humans down to a certain point — .the point at 
which objects represented to scale become too small to 
carve and see easily. Such objects have their representing 
alloforms enlarged in size, The scale used by Palauan art
ists is thus truncated at either end of the size continuum. 
Realism of relative scale only applies to the representa
tion of objects within a certain range of size,

A similar use of truncated realistic scales occurs 
in works from Mycenaean, Archaic Greek, Medieval, Bactrian, 
and Roman contexts. It is interesting to note that the 
"module" or truncation point for maximum size all these 
works is the height of a standing human figure»
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One of the most important differences between the 

traditional narrative style and the modern storyboard styles 
is the representation of spatial depth in the latter. The 
devices used by the modern artists to achieve this repre
sentation differ from one to another, Osiik uses only sim
ple overlap arrangements and, like all the contemporary . 
board makers, the perspective bai, Ngiraibuuch has appar
ently invented a more complex overlap arrangement that is 
in some ways reminiscent of Chinese and Japanese landscape 
painting styles, but which lacks the greater sense of depth 
and aerial perspective in the latter. The.use of deoth- 
size ratios in which the distance of an object from the 
viewer is represented by a corresponding diminution in.the 
figure size, and linear or projective perspective is very 
nearly confined to the work of Bernardino, These are evi
dent introductions from the Western representational art 
tradition via Japanese artists.

In the traditional Palauan style the palette or 
range of colors available to the style was limited to four. 
In modern work this palette has expanded considerably for 
some artists and has been eliminated by others who work in 
the unpainted style. Compensation for color loss in these 
cases has taken the form of greater carving depth and bas- 
relief modeling.
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Traditional art organized color use through a con

cept of general color realism (Rule L.3) within the limits 
of the palette and as modified in specific cases by arbi
trary color-meaning assignments (see list of formemes), 
There were also arbitrary color-relief assignments (L02). 
The simple excised area-white color relationship of tradi
tional Palauan art is expanded upon in Northwest Coast In
dian styles where several different kinds of relief each 
take their own colors (Holm 1965)°

Color rhythms (L.7 and 1,8) as used in Palauan 
art were simple and certainly not as striking a part of 
the style as the complex rhythms used in other styles 8 as 
in Andean textiles for example. Alternating color rhythms 
have almost disappeared in the modern storyboards.

The features I have suggested here should not be 
confused with the sorts of features, that, intersect to form 
the phonemic or semantic systems of natural languages, No 
tidy paradigms result from the combination of these visual 
stylistic features. The relationships between the dimen
sions are very complex and the application of each one de
pends on the operation of other variables present in each 
specific situation. Every visual style is the product of a 
particular logic of such relationships, The ability to 
isolate consistencies between such relationships across a 
number of diverse styles will depend on our familiarity 
with how particular styles are articulated.
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Fortunately for our enjoyment of art we are appar
ently capable of seeing many of the important relationships 
between forms with a great deal more facility than we have 
for talking about them. In a very real sense the "rules" 
of a style are written in visual form, and when they are 
set before us in a finished and competent work we grasp 
their essentials quickly In a way that is little understood. 
Even so, many of the subtleties and consistencies in art 
forms escape casual examination, and the fact that inten
sive study reveals some of them, thereby enhancing enjoy
ment, is the cornerstone of the whole profession of art 
criticism.

The literature of the long Western and Oriental 
traditions of analytical stylistic studies and criticism 
contains many references to features and organizing con
cepts of the kind I have been discussing. This large array 
of concepts could form the nucleus for an organized body of 
etic concepts of great usefulness in precise stylistic com
parison. However, they remain to be, in Goodenough's words 
(1970$124) "systematized and ordered." Such a system of 
etic concepts could be constantly refined and expanded by 
emic studies such as the one presented here.



APPENDIX A

EXAMPLES OF TEST DRAWINGS MADE BY THE AUTHOR

These drawings have been selected from among those 
judged to be stylistically correct by informants who were 
themselves competent in the style in question. In making 
these drawings I deliberately chose stories which I had not 
seen illustrated in the particular style to control against 
the possibility of my unconsciously copying some work I had 
seen.
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Figure 50, Test drawing in the traditional style. 
The originals were in color.

270



A V X W V W

MmflSfflfl fflHWHTM]:[nuvUium

Figure 51* Test drawings in the style of Ngiraibuuch.



Figure 52. Test drawing in the style of Bernardino Rdulaol.
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Figure 53» Test drawing in the style of Osiik.
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Figure 54. Test drawing in the style of Osiik in the vertical format.



Figure 55. Test drawing in the style of Sbal.
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APPENDIX B 

EXAMPLES OF PALAUAN STORY CLASSES
f

With the exception of the story used to illustrate 
Class V stories„ all the stories used here are the author9 s 
translations of material collected by Kramer (1929a)«
Class Is A band of birds called Ngaracharm who lived in 
Ngarameskang went to the village of Ngatpang to get wives# 
The two ugliest birds„ the Heron and the Bat, stayed be
hind „ but even so the band was not successful and returned 
without wives#

When they returned they jokingly suggested that the 
two ugly birds who had stayed behind go out and try to get 
wives# They thought that if they were not able to succeed 
then these two ugly ones would not either# The latter de
cided to try it and left in a canoe to make their journey# 
The Bat paddled the canoe and the Heron speared fish as 
they went# When they came to Ngatpang they had a big catch 
of fish and they gave these to the women, who were very im
pressed# The parents of the women were also impressed and 
they decided to urge their daughters to marry these indus
trious providers #

When they returned to Ngarameskang the others were 
ashamed that they had failed while these ugly ones had not#



Class IIi Mangidab (who was a spider in human form) was 
raised in the house of Chodebisech in Peliliu. One day he 
saw a woman in the house of Ngaruketol in Ngariap, so he 
threw his strand of spiderweb over a tree that grew in 
front of her house and drew himself over to it. It happened 
that this old woman was his mother, so he stayed there and 
lived with her. Often the handsome youth would cast his 
thread of web to a tree in Ngerikel near w&ch some fisher
men had built a fish-spotting platform. From there he could 
see the fishermen of Ngiwal as they caught sharks in the 
open sea, using ropes with nooses in them. He became so in
terested that he wanted a closer look. So when one of the 
boats came near him he threw his thread over the mast and 
pulled himself onto it. The leader of the boat crew saw him 
and called out to his crew "Don61 go into the open sea or 
we will kill the man on top of the mast". But he was not 
killed, and they all returned toward land at Ngkeklau. As 
they passed Ngiwal, Mangidab threw his thread over a big 
breadfruit tree and crossed over to it. Near the breadfruit 
tree was a house. He then lived there with the owner of the 
house.

The women of Ngiwal often urged him to marry one of 
them but he refused. They noticed that he was interested in 
Turang ra Ngesechei, the daughter of the high chief Reseche 
in the village of Ngaramechau. One day he threw his thread 
over a tree near Turang's house as she was going to bathe,



As she passed under the tree he bit a piece from a fruit 
and threw it down in. front of her. She picked it up and 
spoke toward the tree; "Was that a bird that did this?",
She could not see Mangidab because he was at the very top 
of the tree. She went on to her bathing place and returned 
the same way. As she passed beneath the tree he threw the 
seed of the fruit which he had eaten down in front of her® 
Then she realized that there must be a person in the tree. 
She looked up and saw him and called to him to come down®
He came down to the lower branches of the tree and Turang 
asked him his name® He told her "Mangidab”. After she told 
him her name, he told her she should return to her house. 
After sunset he would come to her and meet her. in the 
ulengang near her house.

She did as he saide and so they met each night. One 
morning, as the child who brought Turang her food approached 
the ulengang® he saw Mangidab and told her parents what they 
already suspected. That evening the parents called the pair 
together and asked them if they wanted to live together.
When they replied that they did the parents granted them 
permission. Soon they were bringing two dishes of food each 
day to the ulengang hut since Turang was pregnant.

When she was in her eighth month she told Mangidab 
of her condition. This caused him concern because at that 
time it was not known in Ngiwal that natural childbirth was 
possible. They always cut the body of the woman and took
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out the child® Mangidab decided to get the advice of his 
mother in Ngariap, so he told his wife "Wait here, I am go
ing to visit my mother. In one month I will be back", He 
threw his thread to Ngariap and ran across = His mother told 
him the way it should be, "The woman should put her feet 
against a post while someone presses her abdomen from be
hind, After the birth she should drink some medicine. Then 
after one or two weeks she should take a steambath. Finally 
there should be a nice ngasach celebration in which she 
comes from the steambath nicely dressed in coconut leaves 
and mounts the stone platform for a public announcement of 
her delivery.

When Mangidab had learned all this he returned to 
Ngiwal, The people there had taken special care to make sure 
that the poor pregnant woman's last visits with her friends 
were pleasantand they gave he many good things to eat. Now 
she was in her last month, Mangidab told her "When your 
pains come, don't tell anyone but me, I will save you"«
In a little while she felt the first pain, and he told her 
to wait and tell no-one. When the pains became so great she 
could hardly keep from crying out she told him he had better 
tell her family. But he took her to the wall of the ulengang 
and had her press her feet against it while he pressed her 
from behind.

About noon, she had a child. He picked it up and 
told the mother to continue to press until the afterbirth



came« When the child cried the people in the neighborhood 
were surprised and thought that someone had cut her open 
without telling them® But they found that the mother was 
still alive as well as the child. Then they were happy and 
danced and sang.
Class IIIi Soon after the creation of the world a giant 
grew up in the house of Ngatelkou in Angaur. She was named 
a Guap and she ate so much that the people were threatened 
with hunger. She grew so fast after her birth that her head 
reached the roof and a new house had to be built. Finally 
she was so huge that her head could no longer be seen. This 
great size and her appetite caused the chief of Angaur to 
decide to kill her. He had his people bring firewood to 
the feet of the monster where it was kindled. Soon the 
giant fell to the north. By her collapse were formed the 
maze-like rock islands to the south. Her body formed the 
main island of Babeldaob; her head is the peninsula of 
.Ngarachelongi her back is the east coast; her buttocks 
form Irrai and her legs drawn up in pain form the landscape 
around Imelik.
Glass IV$ One time the people of the village of Ngartmuiel 
were fishing in the Charasch passage south of Kayangle,
They saw a bai moving over the water. It was nicely made 
with chad posts in the form of men like those that used to 
be in Koror and Ngabiul. The fishermen stepped into the bai 
and lived there for three days as though they were chiefs.
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Each day the door and corner posts would begin to shake 
suddenly and in an instant the floor would be'full of food. 
On the fourth day the greedy fishermen decided to tow the 
bai to their homes, but it broke up on the coral.
Class Vs One night; about the year 1885$ the 3^ members of 
the Ngateleber men’s club of Imelik raided the village of 
Ngaruluobel in Irrai, The leader of this club was a brave 
man named Olikes» Realizing that wars would soon be ended 
in Palau he determined to lead his men in one last raid,

Olikes had learned that the Ngaramekebad men’s club 
of Irrai was gathered at the Ngerbuud bai in Ngaruluobel$ 
so that night the raiders attacked with guns $ spears and 
axes. The members of the Ngaramekebad club and their fe
male mongol companions were thrown into confusion, and they 
seized their guns and fired at random with little effect. 
Finally, a mongol from Peliliu named Dind had the presence - 
of mind to extinguish the clay lamp burning inside the bai 
and this put an end to the panic of the occupants, The 
Ngarateleber club then withdrew without inflicting more than 
an arm injury to one man.

Two months later the Ngaramekebad club sent four 
men on a reprisal raid under the leadership of Kiukl. All 
the men in Imelik had gone into the forest to fell timber 
that day, leaving only two men behind, including Olikes, 
Kiukl then killed and beheaded Olikes and brought the head 
back to Irrai as proof that this enemy was actually dead.



Class VIi A mongo1 named Krade sial was laying with the ugly 
Krasus (krasus is the term for a misshapen fungus) in a hut 
built in the woods. Two pigeon hunters from Ngarameskang 
passed by and one of them shouted into the house and star- 
tied the two inside. He said "Krasus8 come out here, I want 
to talk to you", Krasus came out, and while the one hunter 
talked to him the other entered the hut and made love to the 
mongo1,



APPENDIX C

A NOTE ON THE ORTHOGRAPHY OF PALAUAN 
WORDS USED IN THIS DISSERTATION

The orthography used here to write Palauan words is 
based on the symbols used in the unpublished Palauan- 
English dictionary compiled by Father McManus in Palau before . 
his death. This orthography is not as precise or consistent 
as could be devised by a professional linguist, but it in
corporates the symbols that literate Palauans use to spell 
their own language. Palauans, though their spellings differ 
somewhat, will recognize the words as written herein. They 
might not recognize them if they were written using the more 
precise but unfamiliar symbols of linguists.

For a linguistic treatment of Palauan phonemes see 
P&tzold (1968). 
a as in English father
ae as in English sire
ai as in English eye
ao _as in English Ma overcame 
au as in English Ma oops
b as in English bet or apple (voicing is not phonemic 1

b is sometimes written p)
ch 1. for some old people like ch in German ach, but voiced, 

2, for others, a glottal stop,
d as in English width
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e 1. as in English television in emphasized syllables«

2« as in English television in un-emphasized syllables,
ee as in English weighed
ei as in English pay easy
i as in English i_t
ii as in English eat
k as in English get or kettle
I as in English love
II as in English pill lover ,
m as in English many
ng as in English singer
o as in English note
00 as in English bowl
oe as in English noel
01 as in English no eating -
r. as in Spanish pero
rr as in Spanish perro
s : as. in English singer
t as in English table
u as in English root
uu as in English rule
w as in English womb
y as in English yellow
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