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‘Authenticity’ and authentication is at the heart of  museums’ 

concerns in displays, objects, and interaction with visitors. These 

notions have formed a central element in early thought on culture 

and collecting. Nineteenth century-explorers, commissioned 

museum collectors and pioneering ethnographers attempted 

to lay bare the essences of  cultures through collecting and 

studying objects from distant communities. Comparably, 

historical archaeology departed from the idea that cultures 

were discrete bounded entities, subject to divergence but 

precisely therefore also to be traced back and linked to, a more 

complete original form in de (even) deeper past. 

Much of  what we work with today in ethnographic museum 

collections testifies to that conviction. Post-structural thinking 
brought about a far-reaching deconstruction of  the authentic. 

It came to be recognized that both far-away communities and 

the deep past can only be discussed when seen as desires, 

constructions and inventions. 

Notwithstanding this undressing of  the ways in which people 

portray their cultural surroundings and past, claims of  

authenticity and quests for authentication remain omnipresent. 

This book explores the authentic in contemporary ethnographic 

museums, as it persists in dialogues with stakeholders, and 

how museums portray themselves. How do we interact with 

questions of  authenticity and authentication when we curate, 

study artefacts, collect, repatriate, and make (re)presentations? 

The contributing authors illustrate the divergent nature in 

which the authentic is brought into play, deconstructed and 

operationalized. Authenticity, the book argues, is an expression 

of  a desire that is equally troubled as it is resilient.   
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FROM LUKAS TO LIEFKES? 

Age and Authenticity of Gold Jewellery from Sumba, 
Indonesia

Francine Brinkgreve

Abstract

The following case study focuses on questions of authenticity and age in relation to 
examples of gold jewellery from the island of Sumba, which were acquired on the 
international art market by Frits Liefkes and bequeathed to the National Museum 
of Ethnology. The author compares the collection with other museum collections 
and their histories, and presents opinions from a variety of specialists in relation to 
the authenticity of these particular objects, including the opinion of an indigenous 
Sumbanese goldsmith. Besides the questions raised about the dating of the objects 
themselves, the article also explores the complexity of the concept of authenticity in 
relation to age.

Introduction
Laurence A.G. Moss, in his account of developments in international art 

collecting in Indonesia, says that ‘age appears to be the single most significant 
attribute of authenticity for the market’ and ‘fake is a constant threat, as the 
genuine is difficult to ascertain’ (1994:101, 102). The following case study focuses 
on the question of authenticity and age in relation to examples of gold jewellery 
from the island of Sumba, in the eastern part of Indonesia. The jewellery is part 
of a large collection of Indonesian art and material culture, which was recently 
bequeathed to the National Museum of Ethnology by the private collector Frits 
Liefkes. The objects were acquired by him on the international tribal art market 
as valuable objects and he surely expected them to be genuine or authentic. 
When the objects were valued by two official appraisers, they were dated to the 
eighteenth/nineteenth or nineteenth century. Although the taxation report does 
not use the word ‘authentic’, this dating, in combination with a high monetary 
valuation, implies that these objects were believed to be authentic. But since 
their actual collection history is unknown, and because we know that there 
are many recently-made fakes around, the question arises as to how we can be 
certain of an assumed dating in such cases.
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A second question to be explored is that of the relationship between age and 
authenticity. Would recently-made gold jewellery necessarily be non-authentic or 
fake, when these kinds of objects are still part of present-day Sumbanese culture? 
In the present article, I will discuss these questions of age and authenticity with 
regard to six pieces of gold Sumbanese jewellery from the Liefkes collection: four 
mamuli, omega-shaped ear ornaments or pendants; a woridi, a kind of ornament 
related to the mamuli; and a kanatar, a long chain, decorated at both ends, to be 
worn around the neck. I compare the collection with other published museum 
collections and their histories, give some information about the present situation 
in Sumba, and present opinions from a variety of specialists in relation to the 
authenticity of these particular objects, including the view of an indigenous 
Sumbanese goldsmith. But first a few remarks on the role the international art 
market plays in attributed dating and its implication of authenticity, as regards 
gold jewellery from Sumba.

International art market

Although family heirloom jewellery was regarded as a sacred inheritance, passed 
down from generation to generation, and was essentially unmarketable, from 
the 1970s onwards there was an increase in the quantity and variety of gold 
jewellery from Sumba on the international art market (Moss 1986:6). Noble 
families began selling their gold objects, probably because they needed money 
and perhaps because the former large stock of gold jewellery was less necessary 
for ritual gift exchange. It is known, for example, according to Rogers (1985: 
175), that when one of the former rulers in East Sumba died, his younger brother 
began selling off the family treasures to art dealers. 

Laurence Moss (1986: 9,12) reports that by the end of the 1970s, many 
Indonesian (Chinese and Buginese) middlemen collected on Sumba to supply 
dealers in Bali and Jakarta, or on commission from museums and collectors.

Over the years, more and more collectors have set out to acquire Sumbanese 
jewellery and prices have risen accordingly. Dealers in the so-called tribal arts 
often have a mamuli and sometimes a kanatar for sale and these may cost 
thousands of euros. Dozens of these items are also offered for sale on the internet. 
As elsewhere in the world, the growing demand for objects of these kinds has 
resulted in an increase in the number of forgeries and fakes. New pieces were 
copied from exhibition catalogues, commissioned by dealers with the intention 
to sell them to collectors as old, authentic heirlooms (Moss 1986: 26; 1994: 
102).

The preoccupation of the international tribal arts market with authenticity 
has influenced the dating of Sumbanese jewellery. High prices can only be 
demanded for ‘authentic’ pieces, and an authentic piece should preferably date 
from the nineteenth century or earlier. For probably almost all mamuli and other 
kinds of Sumbanese jewellery that have come onto the market since the 1970s, 
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and that have been published, collection histories are lacking. Year of acquisition 
or source are rarely mentioned. Although some publications refrain from 
providing dating, many pieces, despite any supporting evidence, are dated ‘19th 
century’, ‘19th century or earlier’, ‘18th-19th century’ and ‘18th century or earlier’. 
Such dates are accompanied by captions such as: ‘It appears that sometime in 
the 18th century, new wealth and changing tastes resulted in larger mamuli with 
increasingly exuberant finials’ (Richter & Carpenter 2011: 133), an interesting 
hypothesis but without supporting evidence. Elsewhere, however, Carpenter 
writes ‘Since the 1960s mamuli have become larger and more complex’ (2011: 
204); here of course first-hand information may well have been available. 

Questioning such instances of early dating is not to imply that, among 
all these pieces of jewellery, there are not some that do indeed date from the 
nineteenth century or earlier. It is just that in the present state of knowledge 
such dating is speculative. Such problems arise not only in relation to Sumbanese 
jewellery, of even Indonesian jewellery as a whole, but a wide range of Indonesian 
ethnographical objects. Bearing this in mind, let us now turn to the items of 
Sumbanese jewellery in the Liefkes collection.

Fig. 1: Gold jewellery displayed in a showcase in the house of Frits Liefkes, in the upper left 

corner mamuli and woridi are visible. Photograph by Francine Brinkgreve, 2010.
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The Liefkes collection

In 2010, the National Museum of Ethnology received a large bequest from the 
late Frits Liefkes, a collector and lover of Indonesian art and material culture. 
The collection consists of about 900 objects, half of them being precious textiles 
from all over the archipelago, which generally do not give rise to questions of 
authenticity, since in Indonesia, copies or replicas of textiles are usually not made 
as fakes, or are readily identified as such. However, the other half, more than 
400 statues, pieces of jewellery, furniture, ritual objects, and so on, are more 
problematic, since their provenance is unknown. Liefkes bought all his objects 
from art dealers and at auctions in the Netherlands, between the late 1970s and 
the day of his death in March 2010. He literally lived with his collections and 
kept his precious gold objects in showcases in his bedroom. 

For him as a private collector, the unknown provenance of most of his 
objects was not a problem. He bought objects that he found aesthetically 
pleasing. The aspect of authenticity only became relevant after the collection 
was bequeathed to the museum. In preparation for the exhibition from May to 
July 2013, devoted to the Liefkes collection, that was a condition of the bequest, 
and in the preparation of the accompanying catalogue (Brinkgreve & Stuart-
Fox 2013), objects were examined from a variety of viewpoints such as origin, 
materials, cultural significance, and dating. Only then did the estimated date 
provided by the seller of the object (usually an auction house or art dealer) or 
by the appraisers start to play the role of a stamp of authenticity. Our research 
concentrated on a selection of 150 objects of high quality. It became clear that 
for most of Liefkes’ gold objects, from Java, Bali, Sulawesi and Sumatra, there is 
no question about their authenticity. Among them is a beautiful gold container 
with filigree decorations and although we do not know exactly when and even 
where it was made, nobody would call this wonderful object a fake. The object is 
unique, not a replica of something else and an inscription in Buginese, inscribed 
at the bottom, gives an indication of its cultural function in South Sulawesi. 
However, the gold jewellery from the people of the island of Sumba was a more 
complex case. 

Identification of the gold jewellery in the Liefkes collection

In the East-Sumbanese1 language (Kambera) – Dutch dictionary, compiled 
by Louis Onvlee, who from 1925 worked for decades in Sumba as a language 
specialist, a mamuli is defined as an ear pendant made of precious metal, worn 

1 There are differences in terminology, form and function of this jewellery between East and West 
Sumba, and also between the various regions or principalities of the island. In this article, I present 
only a brief general overview. 
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in ceremonial circumstances. The most precious ones are part of the family 
heirlooms, the tanggu marapu, ‘what belongs to the ancestors’. Mamuli are also 
part of the bride wealth. Traditionally, there are different categories of mamuli. 

Old mamuli, mamuli ndai are patuku Ropa, made by Ropa and new mamuli of 
pure gold are patuku Lombu, made by Lombu.2 Mamuli bara are silver mamuli, 
mamuli rara contain gold and are called mamuli Humba (from Sumba) and 
mamuli Jawa are imported mamuli, of copper or brass. An important distinction 

2 I am not sure about the meaning of Ropa and Lombu, whether they are ancestors or mythical heroes, 
and what they have to do with mamuli making. But in the context of this article it is interesting that 
apparently mamuli can be classified in Sumba as being either old or new.

Figs. 2 and 3: Two gold mamuli pawihi with cockatoo decorations, mamuli kaka. Collection 

of the National Museum of Ethnology, Liefkes-334 and -335. Photograph by Ben Grishaaver.

Fig. 4: Gold mamuli pawihi with buffalo 

decorations, mamuli karambua. Collection 

of the National Museum of Ethnology, 

Liefkes-337. Photograph by Ben Grishaaver.

Fig. 5: Gold mamuli pawihi with monkey 

decorations, mamuli buti. Collection of 

the National Museum of Ethnology, 6181-
1. Photograph by Ben Grishaaver.
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is between mamuli pawihi, mamuli with feet, two horn-shaped decorations of its 
lower half, used as base for little figures, and mamuli kamuluku, bare, undecorated 
mamuli. The mamuli with feet are classified as male, the ones without as female. 
A mamuli pawihi can take the name of the figure represented on the feet (Onvlee 
1984: 260). 

The four mamuli in the Liefkes collection are all mamuli rara, mamuli Humba 
and mamuli pawihi, and the feet are decorated with three different pairs of 
animal figures: two with cockatoos3, one with buffaloes, and one with monkeys. 
In Sumba they would be called respectively mamuli kaka, mamuli karambua and 
mamuli buti. This last one is different from the others in its having movable 
parts; the monkeys seem to be drumming.

The animals depicted on the extensions of the mamuli have symbolic 
meaning in Sumbanese culture. Native to Sumba, the cockatoo is a white bird 
with orange-yellow crest and curved beak (Adams 1969:140). According to 
Adams, ‘as an initial gift given by the prospective groom to the bride’s family the 
mamuli is called “the bird’s crest which stirs within”’ (1969:142). The buffalo is 
an important animal, a sign of wealth and prestige. At major rituals dozens are 
slaughtered and serve as offerings to the ancestors and festival food for the guests 
(Adams 1969:136). The monkey, according to Onvlee (1984:27), is associated 
with thieves and stealing. This attribution appears in a story published by D.K. 
Wielenga, in which a monkey with the name I Dari plays a prominent role; the 

3 These mamuli were both exhibited in Museum Nusantara in 1984 (Wassing-Visser1984:60, 118, pl 
on cover, pl.95, cat.nr 462). 

Fig. 6: Gold chain, kanatar. Collection of the National Museum of Ethnology, Liefkes-363. 

Photograph by Ben Grishaaver.
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monkey, who referred to himself as a ‘hairy man’, helped (indeed by stealing and 
lying) a mythical ancestor to grow up and find a wife (Wielinga 1913: 16-25).

A kanatar, in the dictionary called kanataru, is defined as a chain, plaited 
from gold thread, and like some mamuli, classified as precious heirloom (Onvlee 
1984:164). 

The last gold object from Sumba in the Liefkes collection to be discussed 
here is called woridi in Kambera, the language of East Sumba, according to Susan 
Rogers (1985: 347), who did fieldwork in Sumba in 1983 to collect material for 
her book Power and Gold, but the word has no entry in the Kambera-Dutch 
dictionary of Onvlee. The object has the basic shape of a mamuli and of other ear 
ornaments from East Indonesian cultures. Rogers included a number of woridi 
in her publication, but she admits that the woridi were largely unrecognized in 
Sumba, when she conducted field interviews (1985:183, 292, 330). 

Expert opinions

When we started working on the Liefkes collection in preparation for the 
exhibition and the catalogue, first the whole collection was evaluated by two 
official appraisers. In their valuation report they evaluated the six pieces of 
Sumbanese jewellery as dating from the nineteenth century or even earlier. But 
when I sent photographs of the objects to two collectors I knew and who lived in 
Indonesia in the 1970s, they both expressed their doubts. We also organised an 
expert meeting at which various specialists examined closely all the gold objects 
in the Liefkes collection (not only the Sumbanese jewellery) whose authenticity 
we were not certain of. Among those present were a specialist who used to be 
an art dealer, an expert who is also a goldsmith, and an art historian who had 

Figure 7: Gold ear ornament, woridi. 
Collection of the National Museum of 

Ethnology, Liefkes-336. Photograph by 

Ben Grishaaver.
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seen many objects of these kinds while working for an auction house. They all 
questioned the early dating of nineteenth century, and thought the objects were 
of more recent make. 

The mamuli with monkeys was said to have some wear and tear, the figures 
are lively and not too modern. But one of the specialists told us that he had 
seen many of this type being made in Sumba in the 1970s, to be sold on the art 
market. Also, the newly-made copies were apparently often given to Sumbanese 
families, to be used for a while in order to give them traces of age, such as patina 
and small surface scratches, and thus to make them look more authentic and also 
again collectable in a village setting. Cases like these involved the creation of a 
false provenance. 

When photographs of this particular mamuli were sent to a Chinese dealer 
who lives in Sumba, his answer was: ‘probably made in the 80s.’ All specialists 
agreed that the mamuli with the buffaloes was made in a traditional way, 
but dates from the twentieth century.4 Both mamuli with cockatoos have an 
unusual round shape, and, according to our experts, may have been made for 
the European market, perhaps as early as in the 1930s or 1940s, or may be more 
modern creations. In any case, they would seem to have been made by the same 
hand.

The woridi, according to one of our specialists, is a very modern piece of work. 
A collector who had seen a lot of gold jewellery in Sumba did not trust it, since 
he had never seen one in Sumba. The expert who is a goldsmith noticed some 
modern technical aspects in the making of the object, like the flat granulation. 
The ornament shows striking similarity with a woridi in the Musée du quai 
Branly,5 published by Rogers (1985:183, 292). About the kanatar all the experts 
agreed that it was a modern piece, and as such not very valuable.6

Ritual use of gold jewellery in Sumba7 

In the old days mamuli were worn by people in artificially elongated earlobes, 
but also as pendants, suspended around the neck, hanging from a necklace, or 
fastened to a head cloth. To make mamuli and kanatar the Sumbanese used 
silver and gold coins, originally received as payment for the selling of slaves. But 
from the mid-nineteenth century, the income from the export of the famous 

4 The mamuli with the buffaloes was sold at auction at Christie’s, Amsterdam, 24 April 1996, lot no. 
285 (Christie’s 1996:112).

5 Inv. no. 70.2001.27.741.
6 The kanatar was sold at auction at Christie’s, Amsterdam, 14 March 2005, lot no. 91 (Christie’s 

2005:19).
7 Since mamuli are an important aspect of traditional Sumbanese culture and society, over the years, 

but especially in the 1980s, many anthropologists have written about their meaning and ritual use, 
for example Susan Rogers (1985), Janet Hoskins (1988), Gregory Forth (1981), Webb Keane (1988) 
and Danielle Geirnaert (1989). 
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Sumbanese horses became more important than that derived from the slave trade. 
The import of gold and silver coins rose accordingly, increasing the availability 
of material for precious jewellery. 

In Sumba mamuli and kanatar are much more than just beautiful pieces 
of jewellery. They are ‘packed with many layers of kinship, political and 
mythic meaning’ (Rogers 1985:27). They play an essential role in the elaborate 
ceremonial gift exchanges that take place on important occasions like weddings. 
Mamuli, as ‘male’ goods, are given as part of the bride wealth by the family of the 
groom, the wife-takers, in return for the fertility of the bride, who marries into 
the groom’s house. In return, the family of the bride, the wife-givers, present 
‘female’ goods, like textiles. Items of gold jewellery like mamuli are sometimes 
woven as motifs into these textiles, especially in West Sumba. 

The status and wealth of the families or clans (kabihu) involved in the 
marriage ritual determine the total amount and different categories of the 
mamuli presented. For weddings of important maramba, the highest nobility, 
kanatar are also part of the bride wealth. 

This gender classification is also applied to the different gold ornaments. If 
the mamuli are given in pairs, one of each pair should be a mamuli kamuluku, 
bare mamuli which represents the female aspect, and the other one, considered 
masculine, a mamuli pawihi. If they are fastened to a kanatar, the chain 
represents the male principle as opposed to the female principle embodied in 
the mamuli (Onvlee 1977:157). Mamuli and kanatar are also part of symbolic 
kinds of exchange between entities classified as male and female. For example, 

Fig. 8: Detail of man’s cloth from West 

Sumba, with mamuli motifs. Collection 

the National Museum of Ethnology, 

Liefkes-1004. Photograph by Ben 

Grishaaver.



82

CREATING AUTHENTICITY

in his article about the construction of a dam in Mangili (East Sumba), Onvlee 
(1977:159) presents the following analysis: 

What happens now follows the example of the past and obeys the ancestors’ 
exhortation that the sawah (ricefields) must be seen as ancient ear pendants, and 
the channels as their woven chains. And so I Umbu and I Rambu, the Lord and 
his Lady, are united. […] Muni-kawini, male and female, have been brought 
together.

The most precious mamuli and kanatar are part of the ancestral heirlooms, 
the tanggu marapu, ‘what belongs to the ancestors’. The most sacred ones are the 
tanggu marapu, la hindi, the marapu objects which are kept in the attics high in 
the roofs of the houses of important Sumbanese clans. These mamuli served to 
maintain contact with powerful ancestors and divine beings. They are seldom 
allowed to be seen, and then only at certain rituals, when they are handled by 
ratu, priests. They are called banda mbana, hot, dangerous goods. Other items of 
the tanggu marapu which are called banda la kaheli or banda la uma, are marapu 
possessions which are kept in the lower parts of the house (Onvlee 1984:12, 
13; 478). These are heirlooms of the kabihu, the clan, and handed down to the 
next generations. Tanggu marapu were never worn as jewellery (except at royal 
funerals, as we will see later), nor were they exchanged at weddings and other 
ceremonies, and, ideally, never sold. A variety of metaphors stress the importance 
of these inalienable pieces of jewellery. For example, mamuli are called ‘the eyes 
of the deceased’ or the ‘shape’ of the spirits of the dead (Geirnaert 1989: 454; 
460), or a ‘mat’ upon which the ancestors may sit (Keane 1988:5).

At funerals, the dead receive many objects of gold jewellery, especially 
mamuli and kanatar, to serve as wealth in the afterlife. As evidence of the high 
status of the deceased, mamuli and kanatar are often carved as decoration on 
a monumental stone, erected after the funeral of a maramba. Just as was the 
custom a hundred years ago, as reported for example by D.K. Wielenga ([1926]: 
72-74), the giving of gold jewellery is still an important aspect of large-scale 
funerals in present-day Sumba. In October 2012, Wahyu Ernawati, Head of the 
Ethnography Department of Museum Nasional in Jakarta, went to Sumba to 
witness an important funeral of four members of high nobility in the principality 
of Pau in East Sumba.8 

At the present time, mamuli still play an important role in Sumbanese society, 
especially among the aristocracy (maramba) and especially in death rites. When 
someone dies, the body is washed and placed in foetal position. Mamuli and gold 
coins are placed in the mouth, hands, and folds of the shroud. Then the body is 
wrapped in layers of textiles, as many as a hundred. For the burial itself, when the 
bereaved family sends notice to other families, the envoy brings a mamuli for male 
relatives and a textile called lau for female relatives. In return the families of male 

8 I am grateful that Erna shared her research results with me and that I may use the photographs which 
were taken by her and by a friend who went with her, Claude Lavalle.
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relatives bring a horse, buffalo or pig, while the families of female relatives bring an 
unsewn cloth if the deceased is male or a tabular skirt if female. During the burial 
ritual, a slave or servant, known as papanggang, dresses up in ceremonial attire 
with full jewellery accessories such as mamuli, lamba, kanatar and mutisala. The 
papanggang is not allowed to touch the ground, so he must be carried when put on 
a horse which is believed to be the mount of the aristocrat (marimba) on his or her 
journey to the abode of the ancestors (paraingu marapu). … The final ceremony 
is a ‘cooling’ ritual in which all the objects worn by the papanggang are ‘cooled’ 
by means of washing in water. Only then can the heirloom objects such as the 
mamuli and lamba be safely stored again in the sacred part of the house (Ernawati 
2013:275). 

The woridi is apparently not unknown in present-day Sumba. 

According to Umbu Agung from Prailiu, East Sumba, a woridi is actually a 
mamuli with globular motifs around the edge. Woridi are made for the rajas and 
families, and like mamuli are used ritually in betrothal ceremonies, as bride price, 
and for death rites. According to Rambu Margarita, wife of Umbu Agung, woridi 
is derived from wuaridi, rua, meaning fruit, and ridi, referring to a mythical “tree 
of life” (Ernawati 2013:279). 

Figs. 9 and 10: During a royal funeral 

ceremony the papanggang wears two gold 

mamuli attached to a gold head ornament, 

lamba. Among a group of women mourning 

at the grave, a young lady wears a kanatar 

chain.

Photographs by Claude Lavalle, 2012.
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Historical sources and museum collections 

During research on the possible age and authenticity of the gold jewellery in 
the Liefkes collection, I compared his mamuli, woridi and kanatar with similar 
jewellery, in various sources. I first looked at old ethnographic museum collections 
known to date from the nineteenth or very early twentieth century, since their 
collection history is well documented.9 I also looked at field reports, searched for 
older visual materials, and finally I compared the six items with other Sumbanese 
jewellery in collections which have been published since the 1980s. The oldest 
published mamuli that entered museums prior to the Second World War were 
collected in the field in the second half of the nineteenth century and the first 
half of the twentieth century, for the colonial museums at that time, whose 
collectors also reported about their journeys, work and research in Sumba. 

Roos 1871

The first mamuli known so far to have entered a museum collection was a gold 
mamuli given in 1871 to the ‘Ethnological Cabinet’ of the Museum of the Batavian 
Society of Arts and Sciences (Voorwerpen 1871; Van der Chijs 1885:200). The 
collector was S. Roos, who was one of the first two civil servants of the Dutch 
Colonial Government on Sumba, stationed there in 1866. He described the 
mamuli (inv. no. 3439) as a ‘gold ear pendant. Made on Sumba with as general 
purpose to present as gift, but in the mountain areas one sometimes see the rajas 
wear them, that is why they have enormous holes in their ear lobes.’ He does 
not give any further information as where and how he obtained the mamuli (or 
any of the other objects in his collection), or who made the object. We might 
wonder what the mamuli Roos collected looked like, since in a report on Sumba, 

9 There are a few other mamuli in Dutch collections and in Jakarta, but nothing is known about 
their collection histories. Further research in European collections may turn up other early collected 
examples.

Fig. 11: Silver mamuli, collected by 

H.F.C. ten Kate in 1891.

Collection of the National Museum of 

Ethnology, inv. no. 858-89.

Photograph by Ben Grishaaver.
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Fig. 12: Illustration of this mamuli, in ‘Verslag eener reis in de Timorgroep en 

Polynesië: III. Soemba’ (Ten Kate 1894), plate XII, fig.15.
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published in 1872, he expresses a fairly negative view of mamuli, which he calls 
‘ear pendants of a type that to us appears unimaginably coarse’.10 He reports that 
‘some men make plaited copper chains and they have a certain capability in the 
making of gold mamuli’ (Roos 1872:21) and he mentions that 60 to 100 gold 
coins are needed to make one kanatar for the bride wealth of a maramba (Roos 
1872:48).

According to Roos (1872:79), the brother of a man of Arab descent, Sjarif 
Abdoel Rachman, who had considerable influence in a coastal village with 
market and harbour, Waingapu (the present capital of the island), made mamuli 
and kanatar on order for the nobility. Could the mamuli he collected for the 
museum in Batavia have been made, perhaps, by this Arabian man? Another 
interesting point in Roos’ report relates to his figures for the island’s imports and 
exports, in which he includes 41 gold mamuli exported in 1870 (Roos 1872:39). 
Where did this jewellery go to? Who would use them outside Sumba?

Ten Kate 1891

The oldest mamuli in the National Museum of Ethnology, inv. no. 858-89, was 
collected by Herman F.C. ten Kate (Fischer & Rassers 1924:126). 

In 1891 he made a field trip to Sumba, sent by the Royal Dutch Geographical 
Society (Koninklijk Nederlands Aardrijkskundig Genootschap), with a grant 
from the Dutch Government, to collect objects for the Rijks Ethnographisch 
Museum, as the National Museum of Ethnology was called at that time. He 
visited the maramba (ruler) of Rendeh (Rindi), one of the most powerful little 
states in East Sumba, who was apparently rather suspicious and distrustful, and 
only opened up a little after Ten Kate presented him with some gifts. However, 
Ten Kate did not succeed in collecting any ethnographic objects. ‘Neither the 
raja nor anybody else was inclined to hand anything over,’ noted Ten Kate 
regretfully (1894:579). However, in Memboro (West Sumba) he was helped 
by the local colonial civil servant, R.G.F. Baumgarte, who had for some time 
lived alongside the local people in the same impoverished conditions, spoke the 
language, and had managed to collect a number of objects before Ten Kate’s 
arrival (Ten Kate 1894:623). Among them was a plain, undecorated silver 
mamuli (mamuli bela)11, which was illustrated in his report (plate XII, figure 
15) and is now in the National Museum of Ethnology. In one sense there is no 
doubt about the provenance of this object, since we know the collector and the 
date of collection, but we do not know anything about the cultural context of 
this particular mamuli. Was the mamuli newly made, or had it been used in the 
gift exchange system as a wedding prestation? Was it given or sold to Baumgarte, 
by whom, and what was the counter prestation? 

10 Unfortunately, this mamuli is not in the museum anymore.
11 Bela means both white and silver in Memboro language (Ten Kate 1894:623).
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During his travels, Ten Kate did not see many mamuli in use, since he did not 
come across or was not invited to any ritual, such as a wedding or funeral. But 
he did notice many robbed graves, and he was told that a lot of gold jewellery, 
especially mamuli and kanatar, which were meant to serve as wealth of the 
deceased in the afterlife, were stolen by members of a neighbouring clan or by 
people from Endeh (Flores), during slave raids (Ten Kate 1894:573). What has 
happened to all those pieces of stolen gold jewellery?

Witkamp 1910

The Tropenmuseum in Amsterdam has a number of mamuli from the colonial 
period. Almost twenty years after Ten Kate, H. Witkamp travelled to Sumba 
and, like Ten Kate, he published a report in the journal of the Royal Dutch 
Geographical Society (1912-1913). In 1910, besides a betel quid (a sign of 
hospitality everywhere in Indonesia), he ‘was given a mamuli, according to an 
old Sumbanese custom’. He immediately added a disparaging comment on 
this gift: ‘of course it was not a real gold one, but one made of yellow copper 
(brass), as there are plenty for sale in the Chinese shops in Waingapu. The real 
ones only appear at important ceremonies’ (Witkamp 1913:504). In 1911 he 
presented this mamuli with minor decorations (a photo was published in his 
report) to the Colonial Museum in Haarlem, whose collections became part of 
the Tropenmuseum, together with another, similar mamuli (present inventory 
numbers: H1998a,b).12 

Might this other one have come from the Chinese shop? Who were the 
craftsmen of these shop-sold mamuli? It is curious that what we might think 
of as being authentic (received as present in Sumba, in an ‘authentic way’), in 
the eyes of the collector himself is ‘not real’. Witkamp’s mamuli are registered 

12 Thanks to Pim Westerkamp, Ingeborg Eggink and Jacqueline Weg for providing information and 
photographs.

Fig. 13: Brass mamuli, collected by H. 

Witkamp in 1910.

Collection of the Tropenmuseum, inv. 

no. H 1998b
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as ‘mamuli Jawa’. This does not mean that the mamuli actually came from the 
island of Java, for ‘Jawa’ was also a general expression to indicate that something 
came from outside, not from Sumba itself (Onvlee 1984:260).

Wielenga 1921

A more in-depth knowledge of Sumbanese culture, laid down in extensive reports 
and many articles (Wielenga n.d.), was obtained by one of the first missionaries 
of the Dutch Protestant Church, D.K. Wielenga, who started his work on Sumba 
in 1904 and lived there for many years. Although he often describes the ritual 
use of gold mamuli and kanatar, he does not mention in detail what they look 
like, nor does he mention who the craftsmen are or how they have been made, 
or the fact that he collected them himself. But he did donate some handsome 
examples of mamuli to several museums and institutions in the Netherlands. In 
1921 he donated to the Tropenmuseum a mamuli pawihi with a little skull tree 
on either foot (inv. no. 386-2) (Brakel 1987:188).

Another one, with two little roosters on the feet, came into the collection of 
the museum in Rotterdam, the present Wereldmuseum (inv. no. 21300) (Leven 
en dood [Adams] 1965: cover; 32).13

13 This mamuli was lost after an exhibition in the 1980s.

Fig. 14: Gilded silver mamuli, collected by 

D.K. Wielenga.

Collection of the Tropenmuseum, inv. no. 

386-2

Fig. 15: Gold mamuli buti wilak, 

collected by G.P. Rouffaer in 1910.

Collection Museum Nasional 

Indonesia, inv. no. E1348 or E 1199
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Rouffaer 1910

Towards the end of 1910, the museum in Batavia, the present Museum Nasional 
Indonesia in Jakarta, was offered the first known gold mamuli of the type with 
little movable figures along the base. This can be dated with certainty as being 
over a hundred years old, since it was collected in Sumba in 1910. 

This lovely mamuli (inv. no. E1348 or E1199) is on show in the museum’s 
treasure room and has a well-documented collection history (Rouffaer 1911:
bijlage II). In the late nineteenth century, Savunese soldiers, on behalf of one of 
the small Sumbanese states, not mentioned by name in the report, went to war 
with the neighbouring small island of Salura (or Halura), off the south coast of 
Sumba.14 They slaughtered all the inhabitants of the island, and they took two 
precious mamuli back home. These very special heirlooms, according to legend 
the very reason for going to war, were called buti wilak (meaning ‘monkeys 
which look back’) and kaka mbelu (cockatoos from Belu, in Timor). 

The last one was handed over to the ruler of Rindi (in East Sumba), while 
the mamuli with the monkeys was first held by a noble family from Savu, who 
lived in Melolo on Sumba. They finally sold the mamuli to the representative 
of the Dutch colonial government, lieutenant A.A. Streiff, for 125 guilders. 
Meanwhile, the raja of Rindi had a replica made of the mamuli with monkeys, 
so that he had the important pair of mamuli complete. In 1910 G.P. Rouffaer, 
a well-known scholar attached to the Batavian Society of Arts and Sciences in 
Batavia, travelled to Sumba, met the lieutenant and bought the original mamuli 
buti wilak from him for 150 guilders, to be placed in the museum of the Batavian 
Society, the present Museum Nasional. But even with this excellent provenance, 

14 As for the historical evidence of this story, I have not found any information about an actual raid on 
the island of Salura towards the end of the nineteenth century.

Fig. 16: Portrait of a Sumbanese women 

wearing two gold mamuli buti, painted 

by Mas Pirngadie in the 1930s.

Collection Museum Nasional Indonesia, 

Jakarta.

Photograph by Claude Lavalle, 2013
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how can we be certain that this is the original mamuli and not the replica, or 
another copy of this apparently extremely valuable object?15

Mas Pirngadie 1930s

In old collections of photographs there are no illustrations of gold jewellery 
in Sumba, and especially not of the elaborate heirlooms. But the mamuli with 
monkeys in the Museum Nasional is depicted on a portrait of a Sumbanese 
woman, who wears two of them in her elongated earlobes. 

This portrait is one of a series painted by Mas Pirngadie in the 1930s, used 
as a frame around a large map of the various ethnic groups in Indonesia in 
the Museum of the Batavian Society (Brinkgreve 2005:112). A detail of this 
portrait16 shows that Mas Pirngadie, who worked at the Batavia Museum at that 
time, must have used the mamuli which Rouffaer had collected in 1910 as his 
example. This is obviously not an ‘authentic’ representation of the use of this 
particular mamuli, which would never have been worn by a common Sumbanese 
woman, let alone two of them.

De Roo van Alderwerelt 1890

Although J. de Roo van Alderwereldt did not contribute to museum collections, 
his extensive study of the island of Sumba from 1890, based on his travels in 
Sumba in 1885, contains interesting information on Sumbanese gold jewellery 
in the nineteenth century. He mentions that the island of Salura (where the 
mamuli collected by Rouffaer came from) was deserted, and that many graves 
had been robbed. Sumbanese informants confirmed that a great deal of gold 
jewellery could be found on the island. According to myth, two men from the 
island of Solor (an island between Flores and Timor) made the first mamuli. 
They had been shipwrecked on Salura. Eventually these men were buried there, 
together with many of their mamuli. The mamuli made by the two Solorese men 
were called pateku Lumbu (made by Lumbu), or mamuli ndai, old mamuli.17 
They were very expensive and cost up to 250 guilders, which was ten times as 
much as their actual gold value. Often such old mamuli were the cause of war. 
De Roo van Alderwerelt reports further that mamuli with birds, human beings 

15 Although this mamuli has been published many times in catalogues (for example Girard-Geslan 
1999:70; Sulitianingsih 2006:270-271; Maxwell 2010:80), this original collection history is seldom 
referred to. Hoskins (ca.2010:239), obviously unaware of the name of the legendary mamuli, calls 
the two monkeys ‘Two human figures in front of a bowl. The figures with apparently covered faces 
are squatting with upraised hands and seem to be supplicating the spirits. Because of the importance 
of mamuli as exchange valuables at funerals, they probably represent slave attendants mourning 
beside the body of a nobleman’. Although the only evidence for the age of this mamuli is that it was 
collected in 1910, in one catalogue this mamuli was even dated ‘17th-18th century’ (Sulistianingsih 
2006:270).

16 This portrait is shown on a postcard in the collection of the KITLV (no.1405603).
17 This contradicts the view expressed by Onvlee (1984:260), who calls the patuku Lombu new mamuli, 

and not mamuli ndai, old mamuli.
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and monkeys, respectively called mamuli mahawurung, mamuli tau and mamuli 
buti, and the pateku Lumbu could only be in the possession of the maramba, the 
nobility (1890:592).

He also writes about the two other types of jewellery in the Liefkes collection. 
He notes that for the wedding ceremony of one of the maramba, two kanatar 
(with a value of 1,200 guilders) were given by the groom’s family, in exchange 
for 40 women’s skirts, lau, from the bride’s side. He had even heard of a kanatar 
being worth 7,500 guilders (De Roo van Alderwerelt 1890:574)!

According to him, ‘one also finds mamuli on Savu, where they are called 
woridi’ (De Roo van Alderwerelt 1890:592). This would explain why the word 
woridi is not found in Onvlee’s dictionary of the Kambera (East Sumbanese) 
language, and why they were not recognised by Rogers’s informants.

Published collections after 1970

Since World War II, and especially in the 1970s and 1980s, many pieces of 
jewellery, especially gold mamuli with figures along the base, entered collections 
of art museums and galleries in Europe, the United States and Australia. But 
these museums began collecting Indonesian art only quite recently, and usually 
via the international art market, such as Frits Liefkes himself used to do. Some 
of these pieces have a provenance in relation to place of collection, but none of 
them can be dated conclusively to the nineteenth century. 

Robert Holmgren and Anita Spertus collected mamuli in Sumba in the 1970s 
and 1980s; Baing and Kanatang are mentioned specifically. Some of their gold 
jewellery is now part of the collections of the Metropolitan Museum of Art 
(Holmgren & Spertus 1989:32,33; Taylor & Aragon 1991:216,217) and the 
Australian National Gallery (Maxwell 2010:81). 

The Musée du quai Branly in Paris has a large and famous collection of 
ethnic jewellery from Indonesia and the Philippines. This whole collection, 
published by Susan Rogers in her book Power and Gold (1885), formerly 
belonged to the Barbier-Mueller Museum in Geneva, but was donated to the 
museum in Paris by Jean Paul and Monique Barbier-Mueller in 2001, without 
any further documentation.18 Out of twenty or more mamuli, three gold mamuli 
are said to have been acquired directly from the younger brother of the raja 
of Pau (Melolo), after his elder brother had died (Rogers 1985:330-331). In 
1976, when J. Gabriel Barbier-Mueller travelled in Sumba he acquired two brass 
mamuli ‘from lower-class people’, published by Webb Keane (1988:3).

Recently, other large ethnic jewellery collections containing gold objects from 
Sumba have been published (Vanderstraete 2012; Richter & Carpenter 2011; 
Carpenter 2011), but they do not provide any provenance for the objects.

18 Personal communication from Constance de Monbrison, April 2013.
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Comparison with the Liefkes jewellery

Returning to the six pieces in the Liefkes collection, the mamuli with buffaloes 
displays certain similarities to one of the mamuli from the treasure of Pau19 
(Rogers 1985:293). Recently published collections also include mamuli with 
buffaloes (Richter & Carpenter 2011:144; Vanderstraete 2012:350). Both 
mamuli with cockatoos have a rather unusual round shape, which is not found 
in any published museum collection. But cockatoos on the feet of a mamuli 
are not uncommon (see for example Rogers 1985:294). Although they are not 
found in the old museum collections, a very fine mamuli with cockatoos, from 
the collection of Robert J. Holmgren and Anita E. Spertus, collected in Baing 
(South Sumba), is said to date from the nineteenth century (Holmgren & 
Spertus 1989:32). 

The mamuli with movable monkeys is the only mamuli of the four in the 
Liefkes collection20 which looks similar to a mamuli in an old museum collection, 
proven to date from the nineteenth century, the one in the Museum Nasional. 
Originally I had hoped that this could have been the mamuli the raja of Rindi had 
ordered in 1910 as a duplicate of the one that was sold to the Dutch. However, 
during the research I came across a mamuli with monkeys in the Musée du quai 
Branly21 and in at least three other collections.22 These were assembled much 
more recently and do not have published provenances. Holmgren and Spertus 
(1989:32,33) collected in Kanatang a mamuli with warriors, accompanied by 
little figures who look like the monkeys of the mamuli in the Museum Nasional. 
This mamuli is now in the Metropolitan Museum of Art (Taylor and Aragon 
1991:216, 217). 

Of the two other gold objects from Sumba in the Liefkes collection, the 
woridi (ear ornament) and the kanatar (chain), no examples exist in the old 
museum collections, but they are present in the more recent collections, for 
example the collection of Musée du quai Branly. The kanatar is said to have 
come from the treasure of Pau but the woridi is of unknown provenance (Rogers 
1985:183, 296, 332).

So we may conclude that most of the Liefkes jewellery has parallels in pieces in 
recently published collections. Pieces may have been copied from the catalogues, 
like Power and Gold. It is also possible that they were copied directly from old 
treasures, or that they really came from old treasures that have been sold after the 
1970s, as happened with the royal treasury of Pau. 

19 Musée du quai Branly, inv. no. 70.2001.27.747. 
20 Actually, Liefkes did not buy this mamuli himself, but after his death I bought it for the National 

Museum of Ethnology with money from the so-called Weegenaar-Liefkes Fund, inv. no. RMV 
6181-1.

21 Inv. no. 70.2001.27.751.
22 Dallas Museum of Art, the Mandala Foundation (Richter & Carpenter 2011) and the Manfred 

Giehman collection (Carpenter 2011).
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And indeed, the historical sources and museum collections show that the 
kind of jewellery Frits Liefkes had in his collection did indeed exist in Sumba in 
the nineteenth century; but they were not collected at that time. Gold mamuli 
with animals on their feet and kanatar were exclusively in the possession of 
the maramba, the nobility, who had no interest in negotiating with outside 
collectors a hundred years ago. The one exception is the mamuli buti, the gold 
mamuli with movable monkeys in the Museum Nasional (collected by Rouffaer 
in 1910), probably because it was in the possession of a Savunese family and 
not of a Sumbanese ruler. The Sumbanese ruler involved is said to have had a 
copy made of this important mamuli, so copying was already taking place in the 
nineteenth century!

The collection histories also show that already around 1900 mamuli were for 
sale in the Chinese shops in Waingapu and a man of Arab descent had taken up 
the craft of gold smithing. 

The craftsmen

Compared to discussions of their use and function and role in culture and society, 
remarkably little has been written about the technical aspects of the process 
of mamuli making or about the makers themselves. In the Encyclopaedie van 
Nederlandsch Indië (1921:2) it is stated that a few men practise smithing, and 
that the manufacture is largely confined to metal ornaments. Still, considering 
the enormous quantities of jewellery needed for bride wealth of the nobility (50 
to 100 gold mamuli in 1920 in Kambera, as reported by A.C. Kruyt (1922:501)), 
one would expect more attention from researchers for this aspect. Gregory Forth, 
who did fieldwork in Rindi in 1975-1976, merely reports that a few men made 
gold, silver and tin [?] mamuli (pendants) and plaited chains made mostly of 
copper wire (Forth 1981:16). 

Robert Holmgren and Anita Spertus write: 

It is not known whether fancy gold mamuli were actually made on Sumba. 
Although Sumba men smith, the technical and stylistic uniformity of 
many older mamuli suggests routine workshop production, while the finest 
examples were probably the work of specialized artisans. Such mamuli 
may have been imported from nearby islands, or made by resident Chinese. 
(Holmgren and Spertus 1989:32)

According to Sumbanese oral tradition, the arts of metalworking came from 
the neighbouring island of Savu, and many Savunese living on Sumba continued 
to practise the traditional art of goldsmithing (Hoskins 1988:129; Keane 
1988:5). Craftsmen from the tiny island of Ndao (like Sumba and Savu part 
of the archipelago of Nusa Tenggara Timur), were also known to visit Sumba 
to ply their craft, as observed by anthropologist James J. Fox (1978:24). But 
according to Susan Rogers, ‘a Waingapu smith interviewed in 1983 said that 
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many Sumbanese have now gone into the same business’. Besides Sumbanese 
craftsmen, ‘some wealthy East Sumbanese families patronize Balinese or Chinese-
Indonesian goldsmiths in Bali when they want a new piece made or an old one 
repaired’ (Rogers 1985:167). Janet Hoskins also noticed during her fieldwork on 
Sumba that expertise from outside the island was required: ‘Noble families have 
also brought in goldsmiths from places like Java and Makassar, but have always 
asked that they produce objects which conform to local aesthetic traditions’ 
(1988:129).

More recently, Richter and Carpenter (2011:144) talk about the continuing 
creative powers of the East Sumbanese craftsmen, especially in Melolo and the 
‘royal seat of Pau’, but they do not give further information about the artisans 
themselves. However, thanks to Wahyu Ernawati, we can refer to very recent 
field data about an indigenous Sumbanese goldsmith: Lukas Kaborang.

Lukas Kaborang 

During a field trip to Sumba in October 2012, Wahyu Ernawati visited Bapak 
Lukas Kaborang, who is a goldsmith from the village of Lairuru in Melolo, East 
Sumba.

She interviewed him at length:

According to him, Sumbanese living in Bali and in Java also make mamuli, 
though quality varies. They are still being made because demand remains high, 
particularly for marriage rituals (as bride price) and death rites. But besides 
fulfilling the demand for their role in ritual, many mamuli are now made just as 
decorations, and as collector’s items, not only among Indonesian collectors but also 
throughout the world. Many go to Sumba to search for heirloom pieces, and this 
has pushed dealers to have them made in quantity to satisfy demand since genuine 
heirloom pieces are rare …

Originally made of gold or silver, with the rising price of gold and difficulty in 
procuring the raw material, mamuli are now often made of other materials such as 

Figs. 17 and 18: Bapak Lukas Kaborang, goldsmith from Lairuru, East Sumba.

Photographs by Claude Lavalle (17) and Wahyu Ernawati (18), 2012
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bronze or brass. Apparently bronze and brass are also difficult to obtain in Sumba, 
a concern expressed by the mamuli master of Lairuru, Lukas Kaborang. According 
to him, the demand for mamuli has risen in recent years, especially to satisfy the 
demand from Jakarta, to participate in exhibition activities, and fulfil requests 
from private collectors. 

To satisfy this demand, the raw material for mamuli such as metal sheeting or brass 
plaques is brought in from Jakarta or other areas of Java or even Bali; they are 
ordered and transported directly by Sumbanese who travel back and forth between 
Sumba and Jakarta exhibiting their products. This has strict limits, for each person 
can only afford to carry about five kilograms of brass plaques, because of the price. 
According to Lukas Kaborang, gold mamuli have not been made since 2008; they 
are only made of gold or silver plating.

Lukas Kaborang is one of four brothers, all of whom are capable of making mamuli, 
skills which have been handed down the generations from his grandfather. But of 
the four brothers, only Lukas’ mamuli are finely and carefully crafted. For a time 
he lived in Bali making mamuli, but he could stand Bali for only one year before 
moving back to Lairuru. Lukas was born in 1966 and started making mamuli 
in 1981 when he was only 15 years old. At that time he was taught by his father 
first just to draw the design. He has done the same with his own son Yudias Umbu 
Yiwa who is still at primary school in sixth grade. Yudias also makes hanging 
ornaments for kanatar necklaces, fashioning out of stainless steel animals in the 
shape of monkeys, birds, ducks, horses and so on. Lukas’s wife, Ndunga Ata Djuwa, 
also helps her husband in the cleaning processes in which completed kanatar 
necklaces and mamuli have to be submerged in distilled battery water to remove 
blackened remnants from the smithing before being gold or silver plated, according 
to order. Since 1998 Lukas, as a craftsman of experience and regarded the best 
in Lairuru, has often been approached to make mamuli for people who then sell 

Fig. 19: Wahyu Ernawati wears a new 

creation made by Bapak Lukas Kaborang, 

a combination of traditional mamuli and 

kanatar.

Photograph by Francine Brinkgreve, 2012
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them on to those interested. Mostly such orders come from antique dealers who 
do business in Sumbanese art objects, including ikat textiles and jewellery. They 
travel back and forth between Sumba and Jakarta, where they exhibit their wares. 
(Ernawati 2013: 276-277). 

When I met Wahyu Ernawati in Jakarta in October 2012, she had just come 
home from her trip to Sumba with pieces of jewellery, given to her by Pak Lukas: 
examples of modern creations he makes as well, based on the traditional mamuli 
and kanatar. 

As a pendant, the mamuli has become very popular and well-known as a 
Sumba icon to such an extent that it is now worn in Indonesia by anybody 
irrespective of origin, not only by the Sumbanese. So the mamuli has entered the 
flourishing world of modern Indonesian fashion. Can they be called authentic 
pieces? In their own way, of course they are. It is known exactly who made them, 
when, where and for what purpose. For the National Museum of Ethnology I 
ordered a modern woridi of this kind, made by Pak Lukas from silver-plated 
metal.

Erna also took photographs of the six pieces of gold jewellery from the Liefkes 
collection with her to Sumba, and she asked the opinion of Pak Lukas. 

When recently we came to meet Pak Lukas, bringing photographs of mamuli in 
the Liefkes collection, spontaneously he indicated that he thought that two of the 
three items [as published in the catalogue], a mamuli and a woridi were his own 
work. He said that he made these items at the request of an acquaintance who 
planned to sell them again in Jakarta. He did not know who had ordered them or 
who bought them in Jakarta, but he remembers clearly and memorizes mamuli 
of his own making. Of every mamuli that he makes, he takes a photograph as 
documentation. He showed us these photographs, as he does also to people who order 
from him. According to him, his work possesses certain characteristics that only he 
can recognize. However, since Lukas Kaborang only saw the photographs of the 
Liefkes collection, and not the actual objects, we cannot be absolutely certain that 
the mamuli and the woridi in the Liefkes collection were indeed made by him. But 
in any case, he has made similar pieces, and in the view of those who often order 
jewellery from him, the work of Lukas Kaborang is among the best in East Sumba. 
(Ernawati 2013:278-279). 

With regard to the kanatar, Pak Lukas said that he himself did not make 
this one, although in principle he could do this kind of work. The mamuli he 
recognised as his own work were the mamuli with the buffaloes and also the 
one with the monkeys, which, like the kanatar, was not included in the Liefkes 
collection catalogue.23 Lukas could have copied both mamuli from collection 
catalogues, like Power and Gold (Rogers 1985). Interestingly, in relation to the 
two mamuli with the cockatoos, Pak Lukas commented that they were really 
old, antique pieces, probably precious heirlooms from an important family 

23 Personal communication from Wahyu Ernawati, October 2012. 
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(Ernawati 2013:279). Obviously he had never seen the unusual, round shape of 
these mamuli. Pak Lukas also claimed to have made the woridi himself, like the 
two mamuli. Since it shows such similarity with the woridi published in Power 
and Gold, the photograph of this woridi may have been used as an example. 
However, when I received the new woridi I ordered for the museum from Pak 
Lukas, I started to wonder whether he had really made the gold woridi in the 
Liefkes collection. The quality of the smithing and granulation is less refined. 

Conclusion

So did three of the six objects indeed travel from Lukas via Liefkes to Leiden? 
We will never know for certain. Of course we have to bear in mind that Pak 
Lukas only looked at photographs; he has not seen the actual objects. But if he 
made the Liefkes objects, he probably did not regard them as fakes. It is only 
on the journey to the collector, in the long chain of dealers and middlemen, 
Indonesians and foreigners, who order them and sell them as authentic pieces, 
in the sense of being old and having been used as precious heirlooms, that they 
become misrepresentations or fakes. 

Pak Lukas as a Sumbanese craftsman is well known in East Sumba and he is 
proud of his work. The objects made by him are all authentic pieces in a certain 
sense, whether they are made in a modern fashion, traditional pieces ordered for 
paying a bride price, or in response to an order to copy an old heirloom from a 
photograph.So even if we still do not know the answer whether the jewellery in 
the Liefkes collection date from the nineteenth century or were recently made by 
Pak Lukas or another goldsmith, Pak Lukas has certainly added his indigenous 
voice to the complexity of authenticity.

In the course of this article, three categories have become clear with regard 
to the possible relationship between age and authenticity of the six pieces of 
gold Sumbanese jewellery in the Liefkes collection. It is possible that some of 
them are authentic and recently made. As the fieldwork of Wahyu Ernawati has 
shown, the jewellery is still part of present-day Sumbanese culture, so they could 
have been made recently for ritual purposes and presented to the art market 
after having been used as such. In theory, it is also possible that one or two of 
the pieces are older (nineteenth-century) objects, belonging to the old, sacred 
treasures of Sumbanese noble families, who sold them on the international art 
market in the 1970s or 1980s, as Rogers has described sometimes took place. 
So these would be authentic and of old age. The third possibility is that some of 
the objects are recent copies made from catalogues or from examples provided, 
to deceive buyers, since that is also part of reality in present-day Sumba. In that 
case they are recently made but not authentic. Because provenance is lacking, 
there is no firm evidence to determine which of these possibilities might apply. 
The actual age of the jewellery cannot be proven one way or another. But one 
conclusion is clear: the concept of authenticity in relation to age is flexible and 
complex.
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