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PREFACE AND ACKNOWLEDGMENTS

Jean Charlot’s fresco murals in the Pacific Islands of Hawai’i and Fiji represent

the work of a mature artist, one who brought to the creation of art a multicultural

heritage, an international background, and a lifetime of work spanning the first seven

decades of the twentieth century.  The investigation into any of Charlot’s Pacific

artworks requires consideration of his earlier artistic “periods” in France, Mexico, and

the United States.  Charlot devoted his life to the creation of liturgical arts and public

artworks.  His investigations of art, culture, and history resulted in a wide variety of

achievements in the verbal and visual arts.  Charlot’s frescoes are surprising in the

sheer number of monumental artworks that he completed during his lifetime.  Many of

his fresco murals show an amazing sensitivity to local cultures, and the majority of them

are still available for public viewing today.  There is no doubt in my mind that Charlot

was the premier muralist working in the Pacific Islands in the twentieth century.

My discussion will focus on the Fijian frescoes because of my background as a

Pacific art historian and my opinion that Charlot’s Fijian frescoes represent some of his

best and most interesting artworks.  As a student, scholar, and lecturer, I lived and

worked in Hawai’i for over ten years.  It was in Hawai’i that I began to appreciate

Charlot’s contributions to Pacific Island art, history, and culture.  My first encounter with

Charlot was through my research on Hawaiian body adornment in hula, as part of my

Master of Arts program in art history at the University of Hawai'i at Manoa, when I

discovered his rare audio-taped interview with "Auntie" Jennie Wilson, a court dancer

for King David Kalakaua, the last reigning sovereign of Hawai’i.  It was at that time I

began to be cognizant of Charlot’s artistic achievements in the Pacific, that the

numerous examples of public art I had observed on the University of Hawai'i at Manoa

campus and throughout the Hawaiian Islands were created by a single artist, Jean

Charlot.  Upon further investigation, I was surprised by the absence of scholarship on

Charlot’s Pacific Period, especially considering his work in Hawai’i for thirty years,

where he created numerous visual and verbal artworks addressing Hawaiian cultural
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themes.  I was intrigued initially by Charlot’s Fijian frescoes because they seemed to be

relatively unknown, even to many of the scholars who were aware of his work in

Hawai’i.  The more I learned about Charlot’s Fijian frescoes, the more I realized how

important they were, and continue to be, in the history of Pacific Island art.

My research on, as well as the subsequent restoration of, Jean Charlot’s Fijian

frescoes was accomplished, in part, thanks to generous grants from the Jean Charlot

Foundation, Florida State University and private donors, particularly Diana and Jim

Barickman, Trude and Charles Espinoza, and Richard and Janet Kluxdal.  These

monies helped to pay for my on-site research in Hawai’i and Fiji.  I offer my gratitude to

all the Charlot Family, especially to John P. Charlot, for allowing me access and

permission to publish materials from the Jean Charlot Collection and Estate, for his

“mural tour,” and for sharing his insights into his father’s artworks, and to Martin Charlot,

for sharing his technical knowledge of fresco, for permission to photograph and

reproduce his father’s artworks residing in his private collection, and for his time and

energy as our leader in “team fresco."

In Hawai’i, I wish to extend my thanks to Nancy Morris for her assistance in my

research, for sharing her knowledge and ideas about Hawaiian muralists, and for her

editorial comments.  I would also like to thank Bronwen Solymon of the Jean Charlot

Collection and the staff at the Pacific Collection at Hamilton Library at the University of

Hawai’i at Manoa for all their help with my archival research.  I offer my appreciation to

the many friends of Jean Charlot who shared their time and thoughts with me: in

Hawai’i, Monsignor Daniel Devor, Cobey Black and Barbara Pirie; and, in Fiji, Weetie

Watson, Judy and David Zundel, Pat Watson, and Beverly McElrath.  In Hawai’i, I would

also like to thank the Richardson family and Kahua Ranch for allowing me to

photograph Charlot’s fresco,The Holy Family.   In Hawai’i, a special mahalo (thanks) to

Evelyn Giddings for giving me my first lesson in fresco technique and to Matauma Alisa

for allowing me to listen to his interview with Nancy Morris, where he shared his insights

in regards to Pacific Island muralists.

In Fiji, vinaka vaka levu (a big thank you) to the Catholic Church, especially

Archbishop Petero Mataca, the staff of Nicolas House, Suva, and Father Eremodo
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Muavesi for his support of my research and the restoration project.  I extend another

"big thank you" to all the local Fijians of the Ra District who supported my work,

especially from the villages of Naiserelagi and Rakiraki, as well as the local merchants

of Vaileka town.  I am grateful for the opportunity to meet individuals who served as

models for Charlot’s portraits in his local frescoes and who granted me formal

interviews, including Selestino Koloaia, Maria Gemma, Narendra, and Teresia Tinai.  A

special thank you to those individuals who agreed to my additional formal interviews,

particularly Etuate Katalau, Sundar Lal and Maya Wati, Ratu Nagonelevu, Sushila Wati,

Sakaraia Tabala, Sakiusa Vedewaqa, and Weetie Watson.  Thank you to those

individuals who served as my translators for my Fijian interviews, especially Etuate

Katalau, Sakiusa Vedewaqa and Akenata Vulavou.  Thank you to the taxi drivers of

Vaileka town, especially Ranjit Singh and "Leoni."

I would like to acknowledge all who assisted with the restoration of Charlot’s

Fijian frescoes.  As part of an effort to conserve the paintings, I worked in various

capacities and in conjunction with the Fiji government, especially with Sivia Qoro, who,

at the time, was the Director of Women, Culture, and Heritage for the Ministry of Culture

and Heritage.  In the Ra district, Viti Levu, I wish to thank the Catholic Church; the staff

of the Rakiraki Hotel; the students in the carpentry course of Summer 2001 at

Nakauvadra High School; local business and citizens of the Ra District, Fiji, especially

the late Tui Navitilevu Ratu Bolobolo.  A special thank you to the Jean Charlot

Foundation, John Charlot, Martin Charlot, and the Charlot family, and friends of the

Charlots, particularly Weetie Watson.  Through my own efforts and with the assistance

of the above- mentioned people and institutions, I was able to organize, fund, participate

in and witness the complete restoration of the frescoes during my last trip to Fiji in June-

July 2001.  The project included the partial restoration of the deteriorating church

building that houses the frescoes, particularly the repair to doors and windows with the

addition of screens to keep out birds and bugs.  The cleaning and conserving of the

paintings was headed by Martin Charlot, who trained "team fresco," a group of "hard

working souls" that included myself, Kawena Charlot, and a number of local Fijians:

Etuate Naucukidi Katalau, Sr. Udite Ratawake, Sakiusa Nawea, Adi Akisi Ramasina,
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Lani Buadromo, Sirilo Rakesa, Samuela Vanini, and Sevuloni Vanavana.  We all

worked tirelessly for over one month to finish the project.  The entire project was

successful in completing not only the goals of conserving the paintings, but also in

renewing the interest of the public both locally and nationally.  Additionally, the project

generated interest in the artist of the frescoes, and a memorial service was held to

honor the artist on 22 June 2001.  The memorial service marked the first shared service

between Fijian Methodists and Catholics in the District of Ra.

 The format of this manuscript has undergone many changes during its

production.  A special thanks to my late advisor, Jehanne Teilhet-Fisk, for her

inspiration and comments on my first completed draft.  For their support, I would like to

thank the Art Department at Florida State University, Tallahassee, especially Paula

Gerson, and to my committee members Kathryn Josserand, Robert Newman, Daniel

Pullen, and Tatiana Flores.  I would like to acknowledge those persons who contributed

to the completed manuscript.  For their editorial comments, a special thanks to Kathryn

Josserand, John P. Charlot, Nancy Morris, Tatiana Flores, Janet Kluxdal, Melissa Klarr,

and James E. Marchwick.  I am grateful to Diana Roman for providing English

translations of the Spanish publications about Charlot.  The visuals for this text were

made possible thanks to Jesse Ulrick and Jana Jandrokovic who contributed their

photographic and graphic skills.  Finally, an enormous thank you for the endless love,

constant support, and patience offered to me by my family, especially my mother,

Melissa Klarr, my husband, James E. Marchwick, and my son John Kawaiokeola Klarr

Marchwick.
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ABSTRACT

This dissertation examines the altar murals created by Jean Charlot at St.

Francis Xavier’s Catholic Mission, Naiserelagi village, Ra District, Fiji Islands.  The

church houses three of Charlot’s frescoes, a triptych over the main altar and single

panels over each of the two transept altars.  Painted between October 1962 and

January 1963, the central triptych, The Black Christ and Worshipers, measures ten by

thirty feet and features a crucified Black Christ, while the side panels depict full body

portraits of indigenous Fijians and Indo-Fijians presenting culturally appropriate

offerings to Christ.  The two side altar panels, St. Joseph’s Workshop and The

Annunciation, each measure ten by twelve feet.

During his lifetime, 1898-1979, Charlot refined his knowledge of the fresco

technique and painted murals at forty-five different sites in Mexico, the United States,

and the Pacific Islands of Hawai’i and Fiji.1  I concentrate on Charlot’s contributions as a

mature artist by focusing on his little-known liturgical frescoes in Fiji.  This text is the first

serious academic study to document the history, social contexts, and commission of

any of his frescoes in the Pacific Islands.  Through my investigation, I demonstrate how

his later Pacific works expressed relationships with local cultures and drew from his

earlier experiences in France and Mexico.  I explore the relationship that developed

among artist, artwork, and audience.  I argue that Charlot conceptualized his artistic

works as “signs” that operated within both aesthetic and communication systems cross-

culturally.  I reconfigure signs within their cultural contexts to determine meaning from

both the synchronic perspective of the artist, as well as a diachronic and multicultural

perspective based on the three cultural groups who compose the major audience,

Fijian, Indo-Fijian, and European.  I address the history of liturgical art in the twentieth
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century by offering the first scholarly text to document thoroughly a major art form,

Charlot’s  “Black Christ,” in the syncretistic traditions of the Catholic Church as

experienced in the Pacific Islands/Fiji.

Charlot's Fijian frescoes embodied ideas integral to the future of the Catholic

Church.  In his Fijian murals, Charlot's incoporated local models, indigenous objects,

and native flora, capturing the religious climate of the early 1960s and the changes

brought about by Vatican II, changes that sought to define the future direction of the

Church in relation to indigenous cultures in mission areas.  While not overtly political,

these ideas led to liberation theological movements, especially, Black theology, and, as

such, advocated socio-political independence.  As a colonized nation, Fiji's future in the

1960s depended on indigenous representation and self-determination.  Charlot's Black

Christ, with its native savior as the head of the Church, symbolized Fijian leadership

and, by extension, sovereignty.

 Although Charlot's Fijian frescoes were a liturgical commission, the illustration of

Fijian Black Christ triptych articulated post-colonial values.  A public artwork, the Fijian

frescoes transcended time, ethnic, and religious boundaries, extending even into the

realms of national society.  As a citizen of the United States, Charlot had pledged his

belief in "one people under God."  In his Fijian triptych, he promoted the idea of the

"peace of God" and a universal humanity by presenting the diversity of creation; he

painted the major ethnic groups of Fiji, native Fijian and Indo-Fijian, coming together as

equals, regardless of social status, cultural background, or ethnicity. In Fiji, as in

Hawai'i, Charlot's murals implicitly empowered Pacific Islanders through his

monumental public images.  He depicted local peoples within their cultural contexts and

represented them as equals, not only in the eyes of God, but also in the eyes of the

colonialists who dominated them.  In his Fijian frescoes, Charlot painted a Fijian Black

Christ and a natural "Paradise" for an audience of viewers in a post-colonial Pacific.

Endnotes

1 Zohmah Charlot, Jean Charlot Books, Portfolios, Writings, Murals  (Honolulu: Private printing, 1986).

Appendix 1.  Jean Charlot’s Fresco Murals.
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INTRODUCTION

I believe that the Pacific Islands are, for my work, more future than
present.  Like the fisherman, when fishing, I am superstitious.  For
this reason, at this stage I prefer to fish rather than talk.
Jean Charlot2

This dissertation will examine the altar murals created by Jean Charlot at St.

Francis Xavier’s Catholic Mission, Naiserelagi village, Ra District, Fiji Islands

(Illustration 1.1).3  The mission is situated along the northern coast of the main island of

Viti Levu, on Navunibitu Hill, overlooking Viti Levu Bay.  The church, built in 1918,

houses three of Charlot’s frescoes, a triptych over the main altar and single panels over

each of the two transept altars.  A mature artist of sixty-five years of age, Charlot

painted the frescoes between October 1962 and January 1963 (Illustration 1.2).4  The

central triptych, The Black Christ and Worshipers, measures ten by thirty feet.  The two

side altar panels, St. Joseph’s Workshop and The Annunciation, each measure ten by

twelve feet (Illustration 1.3).5

Charlot wrote, “I consider myself primarily a muralist, specializing in the

technique of true fresco.”6  He worked in buon fresco, Italian for the wet fresco

technique, whereby the pigments are applied to the wet mortar and dry as a permanent

part of the wall.7  The nature of buon fresco implies a monumental artwork that is an

integral part of the architecture that houses it.  During his lifetime, 1898-1979, Charlot

refined his knowledge of this specialized technique through the creation of his fresco

murals at forty-five different sites in Mexico, in the United States, and in the Pacific

Islands of Hawai’i and Fiji.8

Charlot’s Fijian frescoes are of great historic significance and are unique for

several reasons, including being valuable as permanent works of art.  The frescoes

represent the furthest Western extent of the international twentieth century mural

movement and are the only outstanding example of monumental public art created by a
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French-American in the South Pacific Islands during the twentieth century.  It is quite

likely the murals are the only examples of the fresco technique in the South Pacific

Islands, partly because, in the words of Samoan muralist Mataumu Alisa, “Pacific

Islanders have no walls.”9  Additionally, the Fijian frescoes represent the only major

treatment of Melanesians or Polynesians by any American artist in the twentieth

century.  They also inspired a great deal of Charlot’s other art featuring Fijian culture,

the only other non-Hawaiian-Pacific culture featured as major subject matter in his

artworks.

Besides their historic significance, the frescoes play a prominent role in the

devotional and secular lives of the people of Ra District, as well as the international

community abroad.  Locally, the altar murals serve as a focal point for religious ritual for

the Catholic Church and congregation, who dwell amidst a predominantly Fijian-

Methodist national community.10  Regionally, they are one of the main tourist attractions

for the area, generating revenue for the local church mission and businesses in the Ra

District.  A simple glance at the comments in the guest book illustrates how the Fijian

frescoes have become a final destination for both art lovers and Catholic religious

pilgrims from all over Fiji and around the world.11

Charlot set out to paint liturgical fresco murals in order to create a monumental

art form in service to theology, architecture, and the viewing audience.  He expressed

the view that  “art should be for all the masses...it is nourishment for the people, like

food, like bread; when it becomes privileged, precious for the few, art is negative rather

than positive.”12  His liturgical murals were intended to be viewed as aesthetic objects

for contemplation and to serve as their own type of nourishment, “visual food,” to

promote fellowship and spiritual meditation.  His attitudes expressed a particular

interpretation of Catholicism that stressed an inclusive definition of the Christian

community regardless of ethnicity, cultural background, or religion.  Throughout his life,

Charlot remained devoted to the creation of both liturgical arts and arts incorporating

religious themes.

Based on his artworks, it is clear that Charlot’s prolific artistic career drew

inspiration from his faith, family, education, environment, travels, friendships, and life
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experiences throughout the twentieth century.  These factors intersected influencing his

ideas and distinctly original approach to art-making.  From a conventional Western art

historical perspective, his artworks united often the major art genres of history painting,

liturgical art, portraiture, landscape and still life.  His work remained distinctly

unconventional in his steadfast devotion to create liturgical art and representational

subject matter during the peak of their unpopularity in the twentieth century tradition of

modernism and abstraction.  Charlot was unusual for his dedication to labor-intensive

and popular mediums, for example, fresco murals, public artworks, and prints.  He was

unique in his ability to combine his broad knowledge of local cultures and creatively

represent them through his visual and verbal arts.  What stands out as possibly the

most unconventional aspect of his life and work, however, is his original conceptual

approach to subject matter, specifically his desire to create monumental, permanent,

and public images of local, native, minority, colonized peoples, within an environment

dominated by global, non-native majority, colonizer cultures.  In the Pacific, Charlot’s

approach can be contrasted with other artists who created portable art for sale to

Western audiences, such as Paul Gauguin.

Unlike other colonial artists, driven by profit and the need for recognition, Charlot

appears to have been motivated by other factors.  His decision to complete the Fijian

triptych commission, as well as two additional frescoes, was not based on commericial

profit in the art market; the monetary funds from the commission barely paid for his

travel costs to get to Fiji.  The isolated location of the Fijian murals reinforced the notion

that Charlot was preoccupied with creating art for the local populace, far removed from

the outside world.  He labored to make his Black Christ triptych to appeal to provincial

residents, for example, by featuring local people as models, and he reached out to

national and international visitors by combining symbolism drawn from Fijian and

Western-European culture and history.

Charlot’s own position as a devout Roman Catholic allowed him to adhere to an

ideology and belief system based in universal humanism.13  The Church commisson

provided him with a visual forum to articulate this view in his Fijian frescoes and to
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present this idea within a local framework.  Charlot’s Fijian murals incorporated

indigenous peoples, presentational objects from the local culture, and native flora.  In

these murals, he celebrated Fiji’s diverse population, cultural heritage and natural

environment from an indigenous, native, and, thus, nationalistic point of view.  Charlot’s

portrayal of Jesus Christ, the only hierarchically dominant figure, who represented the

head of the Church, as a Fijian “Black Christ,” dark skinned and wearing native bark

cloth, underscored the respect Charlot held for Fijians and his clear vision of their own

independence and leadership.  Charlot’s visual statement in his Fijian murals

foreshadowed the end of colonialism in Fiji, the formation of a Fijian democratic

government during the 1960s, and Fiji's independence on 10 October 1970, after

ninety-six years of colonization.14

In 1962, when Jean Charlot arrived in Fiji, the country was a British colony in

search of independence.  The population consisted of a majority of indigenous Fijians

and Indo-Fijian laborers, immigrants brought to work in the sugar plantations, as well as

expatriates of European descent, and a scattering of Chinese, Vietnamese, and Pacific

Island merchants, predominately Tongans.15  Charlot arrived an outsider, a French-

American, a devout Roman Catholic, and an artist with a liturgical commission for a

Catholic altarpiece commissioned by Monsignor Franz Wasner.  These facts suggest

superficially that Charlot could be viewed as a representative and an agent of

colonialism.  I would argue, however, that within his own background and historic

circumstance, Charlot’s artworks expressed an attitude more characteristic of post-

colonial values as exhibited in his public frescoes.  His murals expressed a humanistic

approach, his beliefs in and representations of the equality of all peoples, regardless of

ethnicity, social class, or gender.  His “universal” humanity was defined and rooted in

the primary meaning of the word “catholic” and was expressed in his artworks through

his representations of multi-ethnic communities.  In the twentieth century, he was one of

the only known artists to have created monumental public images inclusive of

indigenous, minority and colonized peoples.  For example, in the United States,

Charlot’s public murals featured Native Americans, African-Americans, Pacific

Islanders, and Asian-Americans.16  In the latter part of his career, he illustrated his
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Fiijian Black Christ triptych by painting a community of believers whose models included

local men, women, and children of Fijian and Indo-Fijian descent.  In the early 1960s,

when Fiji was colonized still by the British, Hawai’i had been annexed by the United

States, and the rest of the United States was listening to Martin Luther King speak on

civil rights, deep in the heart of the Pacific Islands, Charlot was already painting a Fijian

“Black Christ.”

   The purpose of this study is to begin to fill in some of the gaps of scholarship

documenting Charlot’s contributions to twentieth century art, particularly in regards to

his late career and his fresco paintings, liturgical artworks, and public artworks in the

Pacific Islands.  This text is the first serious academic study to document the history,

social contexts, and commission of any of his frescoes in the Pacific Islands.  It is also

the first study to show how his background with local cultures interacted with his

theological beliefs, rooted in Catholicism, and how it influenced his artistic choices for

his liturgical murals.  Through my investigation, I demonstrate how biographical analysis

is important to appreciating Charlot’s artworks, not only in terms of his religious

ideology, but also in how his later Pacific works expressed relationships with local

cultures and drew from his earlier experiences in France and Mexico.  I explore the

relationship that developed among artist, artwork, and audience, how his ideas were

received and perceived within their environment of local cultures.  Further, I address

another equally neglected area of study, the history of liturgical arts in the twentieth

century, by offering the first scholarly text to document thoroughly a major art form in

the syncretistic traditions of the Catholic Church as experienced in the Pacific

Islands/Fiji, i.e., Charlot’s Black Christ.

In Chapter One, I present an overview of the literature and related source

materials that formulated the basis for this study.  I outline primary source materials and

important secondary sources, including published and unpublished materials,

ethnohistoric documents, and visual records.  I review additional sources outside of the

literature, such as on-site research, interviews, and active investigations into Charlot’s

fresco technique.  Throughout my review of sources I establish what has been
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accomplished already through scholarship and what my goals and original contributions

will be through the development of this text.

Chapter Two explores Jean Charlot’s biography and how his life, religious

ideology, and relationship to local cultures influenced his artworks, culminating in the

Fijian frescoes.  In France, Mexico and Hawai’i, Jean Charlot participated in the

evolution of liturgical arts within the syncretistic traditions embraced by the areas

missionized by the Catholic Church.  In France, he traveled to Brittany where he was

artistically inspired by local religious art forms and pilgrimage sites.  In Mexico, he was

again influenced by local cultures.  He worked with contemporary artists, archaeological

teams investigating ancient Mayan ruins, and even made his own religious pilgrimage,

one that later inspired him to create his Fijian pilgrimage center deep in the heart of the

South Pacific Islands.

Chapter Three investigates Jean Charlot’s Pacific Period.  In Hawai’i, Charlot

continued previous patterns from France and Mexico by establishing relationships with

local people, formally studying the indigenous language, and making valuable, although

little-known, ethnographic contributions to Hawaiian cultural history.  I focus on

important examples of Charlot’s artistic achievements in Hawai’i, particularly as they

relate to his Fijian frescoes.  Certainly by the time Charlot was working in the Pacific,

and probably earlier, his concern with the communicative aspects of art and his interest

in local cultures had begun to influence his artistic choices.  I argue that, because he

desired to create a public art form meaningful to its local community, Charlot

intentionally developed a visual art form that integrated traditional forms of

representational Western painting with subject matter that derived from local cultures,

not as a mere visual record, but in order to signify greater meaning to the local

community.  There is evidence in Charlot’s own words that articulates his theoretical

framework of visual communication systems.  I suggest that Charlot structured his

artistic approach to develop a creative and an intellectual framework based on the

communicative aspects of art and that he conceptualized his artistic works as “signs”

that operated cross-cullturally within both aesthetic and communication systems.  In my

analysis of these systems, it is useful to consider Charlot’s ideas about “signs” in the
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framework of semiotics, the study of signs, as applied within the discipline of art history.

Analysis within a semiotic framework allows the possibility of discussing the

multivocality and inter-textuality of the imagery in the Fijian frescoes, the aesthetic and

communicative systems encoded in the pictorial images, how they are received by their

viewing audience, and how this information can inform the historical relationship of the

artist and the audience with the Fijian frescoes.

 In academic studies dealing with Pacific arts, there has been a tendency to

ignore art created within the geographic region of the Pacific, with limited exceptions in

anthropological texts focusing on indigenous material goods and art history’s fascination

with Paul Gauguin.  The comparison between Charlot and Gauguin is difficult to avoid, if

for no other reason than Gauguin dominates art historical studies of Pacific scholarship

and themes.  For this reason, I include, in my discussion of Charlot’s Pacific Period, a

brief comparison of the life and works of both artists, in order to identify and appreciate

Charlot’s unique contributions to Pacific Art.  In Chapter Three, I provide a preliminary

comparative analysis of Charlot’s work with that of his predecessor Paul Gauguin; this

topic is, however, worthy of its own study.  In the last section of Chapter Three, I

explore how Charlot’s experiences in Hawai’i began to shape his creative responses to

liturgical themes and local cultures.  Charlot featured these themes throughout the last

three decades of his life where he regularly treated Pacific Island culture as major

subject matter.

Chapters Four and Five examine Charlot’s mature technical approach to the

creation of fresco murals through index-signs.  In Chapter Four, I identify Charlot’s

solutions to the unique technical and aesthetic problems associated with monumental

frescoes.  In this section, I investigate how the physical and formal elements function as

index-signs and serve as a basis for the discussion of Charlot’s artistic mural "style."

Chapter Five documents the historical context and commission of the Fijian

murals.  In this section, I review Charlot's index-signs in the form of ethnohistoric texts

and visual records.  I draw from Charlot’s letters of correspondence from the patron,

Monsignor Franz Wasner, in order to elucidate the historical context of the commission

and to identify specific requests from the patron.  I use Charlot’s diaries to illustrate his
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artistic process in creating the Fijian frescoes.  I focus in more detail on his specific

fresco technique in Fiji, the different procedures involved with the physical components

of the art-making process.  This material will serve to develop my ideas in Chapter Six,

regarding Charlot’s final choice of images, how they express his ideological attitudes

towards the local people, and the syncretistic nature of the Catholic Church at

Naiserelagi.

Chapter Six conducts a detailed visual analysis of Charlot's Fijian frescoes by

identifying and analyzing signs as they manifest as icons and symbols.  In my visual

analysis, the icon-sign establishes relationships of formal elements in order to identify

objects and events from the real world, while analysis of the symbol-sign establishes

relationships between objects and events by giving them meaning according to the

creator and interpretant’s public knowledge of cultural systems, symbol systems, codes,

conventions, customs, and institutions.  In this section, I reconfigure Charlot’s signs

within their cultural contexts to determine meaning from the synchronic perspective of

the artist, as well as from a diachronic perspective based on the three cultural groups

who compose the major audience, European, Fijian, and Indo-Fijian.  In the second

section of Chapter Six, in order to gain a diachronic and multicultural perspective of

Charlot’s Fijian frescoes, I review not only ethnohistoric documents (newspaper articles,

publications, and other public records), but I also present information from on-site

interviews I conducted during 9 September-8 October 1999, 16-18 October 2000, 31

October-11 November 2000, and 2 June-27 July 2001.  These materials serve as the

basis for my conclusions as to how the different audience groups, European, Fijian, and

Indo-Fijian, responded to Charlot’s aesthetic and communication systems.  To conclude

my discussion of the Fijian frescoes, I highlight briefly his other contributions within the

context of his Pacific portfolio.  I must concede that the study of Charlot’s Pacific period

raises as many questions as it attempts to answer.  While the scope of my study does

not allow for a comprehensive examination of Charlot’s Pacific Period or liturgical arts in

the Pacific, I do index Charlot’s fresco murals (Appendix A), Fijian paintings (Appendix

B), Fijian prints (Appendix C), and the preparatory drawings for the Fijian frescoes that

are not included in his sketchbooks (Appendix D).
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Illustration 1.1.  Map of Viti Levu, Fiji Islands.  Courtesy of Jean Charlot Collection,
University of Hawai'I-Manoa, Honolulu, Hawai'i.
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Illustration 1.2.  Jean Charlot in front of masi (Fijian bark cloth), Naiserelagi, Fiji.
Courtesy of Jean Charlot Collection, University of Hawai’i at Manoa Library, Honolulu,
Hawai’i.
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Illustration 1.3.  Interior view of Jean Charlot’s fresco murals, St. Francis Xavier’s
Catholic Church, Naiserelagi, Fiji.  Photo by Jesse Ulrick, September 2002.  Collection
of Caroline Klarr.
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CHAPTER ONE

REVIEW OF LITERATURE AND SOURCE MATERIALS

Jean Charlot’s achievements testify to the diverse interests and complexity he

brought to each individual project.  He was a man of unique character who produced a

prolific legacy of twentieth century art and writings.  As a working artist, he devoted his

career to the technical problems of art and played a major role in the revival of fresco

painting and printmaking in the twentieth century.  Charlot created over seventy public

artworks including murals and monumental sculptures, over twelve hundred oil

paintings, seven hundred and seventy-two original prints, and fifty illustrated books, in

addition to all his final drawings, cartoons, watercolors, carvings, metal castings, and

ceramics.17

There have been relatively few scholarly studies documenting Charlot’s role in

twentieth century art.  One possible explanation is that twentieth century discourse in art

history has often manifested itself in dichotomous categories, such as representational

or abstract, liturgical or secular, insider or outsider, Western or non-Western.  These

categories lend themselves to a misleading view of history as one that is organized into

a binary framework, too often with one category dominating the historic record, for

example, the emphasis on abstraction in the previous century.  Artists and artworks that

defy convenient categorization may become neglected in literature.  

Jean Charlot is an example of an artist who escapes easy classification because

of the international nature of his life and art, i.e., his ability to draw cross-culturally from

Western and non-Western influences, as well as across social, political and religious

boundaries.  Not only did Charlot feature local people and cultures as primary subject

matter in his art, but he also developed complex imagery that combined cross-cultural

symbolism.  In the Pacific, he created aesthetic and communication systems by
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combining his own creative imagination and knowledge of Western pictorial arts in order

to represent local cultures within this framework.

In academic histories, the tendency has been to discuss Charlot’s life, and

therefore, artistic achievements, in relationship to fairly well established artistic and

geographic “periods”: French, Mexican, American (continental U.S.A.) and Pacific.18

For clarification, I will henceforth use the term “period” to refer to the chronological and

geographic frameworks that dominated Charlot’s residence at each given location.

Thus, while these “periods” roughly correspond to his geographic whereabouts at

specific moments in time, it is important to bear in mind that Charlot continued to travel,

research, and create art on themes inspired by different cultures and contexts

regardless of time.  For example, he created many artworks with Mexican themes while

living in Hawai’i, during his “Pacific period.”  For lack of a better word, I choose the term

“portfolio” to designate those artworks sharing related cultural themes, i.e., Mexican or

Pacific, regardless of chronology or Charlot’s geographic place of residence.

Charlot’s muralism is perhaps best known in his work with the contemporary

Mexican muralists.  In Mexico, he completed ten fresco murals, including four

monumental frescoes (one now destroyed), at three sites during the 1920s.19  Outside

of his contributions to Mexican modern art and printmaking, there is a surprising gap in

documentation on his painted images and frescoes.  There is very little literature on

American muralism in general nor has there been any comprehensive study of Charlot’s

muralism in the United States.  Mural scholarship is equally lacking in the area of the

Pacific Islands, nor has there been any in-depth study of Charlot’s artworks featuring

Pacific subject matter.

The absence of literature on Charlot’s Pacific Period, fresco murals, and public

art is echoed in the void of literature relating to his liturgical works, and also indicates a

more widespread apathy toward liturgical arts during the modern era in Western

scholarship and also within the field of Pacific art.  In modern art, the interest in the

avant-garde has led to increasingly abstract art movements that dissolved first the

narrative and then subject matter, until eventually even the object disappeared.  To

quote art historian Keith Moxey, 
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It is sufficient for my purpose to note that our culture still tends to
sneer at art that is “mere” illustration and to prefer that which is wholly 
autonomous and bears no relation to a text.  This attitude which was
part and parcel of the abstraction of high modernism, has gradually
been called into question in recent years by artists working in what
has come to be called a postmodern mode. 20

I suggest this emphasis on abstraction correlated with the secularization of modern

society.  The trend away from representational art toward abstraction, away from

liturgical art toward secular interests, is observable in art historical literature that often

takes a blind eye toward religious influences when looking at art post-1850s and

throughout the twentieth century.  Rather, scholarship reserved for religious and sacred

art in the West is too often confined to the periods of the Renaissance, Baroque, and

even earlier, or to various geographic areas that define other fields such as Egyptian,

Indian, or Asian.

 Academic scholarship in non-Western art history has tended to be dominated by

evolutionary models, especially during the first half of the twentieth century.  The

infiltration of evolutionary models often resulted in the view that many of these non-

Western cultures had been assimilated or had disappeared entirely.  The second half of

the century gave way to a binary system of organization based on Claude Lévi-Strauss’

structuralist method in anthropology, generating the desire to classify Western art along

the same scientific basis.21  Thus, the study of indigenous arts and their meanings has

been largely neglected.  Issues of identity and sovereignty have also had their effect in

art history scholarship, which has been reluctant to address issues of Western artists

working with non-Western themes, syncretistic traditions, or Christian liturgical arts in

general because of their classification as “outside” indigenous traditions.  This attitude

can be observed to be slowly changing in the latter part of the twentieth century.  Since

the 1970s there have been attempts to shift interest toward non-Western arts by

focusing more on indigenous aesthetic systems, artists, and the function of art within

native contexts.22  In Western art, similar issues are also being raised in postmodern

art, thanks to seminal texts such as Debora Silverman’s, Van Gogh and Gauguin: The

Search for Sacred Art.23   
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These contributions, although significant, have yet to account for the void in

scholarship that fails to take seriously non-Western, syncretistic, or liturgical arts in the

twentieth century, holding fast to evolutionary models and, by implication, the

ethnocentric mentality that characterizes them.  This point is illustrated when one

attempts to research the history and images of “Black” Christs.  For the most part, Black

Christs seem to be a colonial phenomena, and there are very few examples of Black

Christs documented around the world.  Although there is a Black Christ crucifix that has

been in Krakow since 1384, there is no text that documents the existence of European

images of the Black Savior.24  In fact, if one looks up “Black Christ” in the Oxford

Dictionary of Christian Art, 2001 edition, it may be a surprise to find that there is no

entry at all.25  Unfortunately, the literature in the New World is not much better.  Black

Christs have been known to exist throughout the Central and South American world

since the sixteenth century; however, most texts focusing on the syncretistic traditions

of the Christian churches fail to mention the existence of Black Christ figures.26     

Although I can only speculate, it appears the majority, if not all, of the traditions of

the “Black” Christs, as well as “Black” Madonnas, appear in the context of the Catholic

faith, which perhaps accounts for the images being left out of Protestant (based)

Christian texts.  In A Catholic Dictionary, 1961 edition, for example, the entry on the

“Black Madonna” reads,

A statue or picture of our Lady which, either because of the material which
it is made or the manner in which it is painted or on account of age, is
black in color.  The most famous is the statue of Notre Dame du Pilier in
Chartres Cathedral.”27

Notably, there are no entries on “Black Christs” in A Catholic Dictionary either.   The

discussions of Black Christs are limited even today and are confined to Black

theological movements, particularly in association with the African American Church of

the late 1960s.28  Texts documenting any kind of liturgical arts in the Pacific are also

scarce.  For example, scholar John Garrett has authored three volumes on the history

of Christianity in Oceania, but his focus is on the spread of the faith, with little attention
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given to how indigenous artistic traditions were incorporated and modified in response

to the introduction of the Christian religion.29

Charlot’s awareness of the traditions of the Black Christ probably existed

prior to his leaving Europe.  Evidence for this is suggested by his first wood block prints,

1918-1920, Stations of the Cross, where he carved the printed design in relief, an effect

that resulted in the dark color of the figures, including the figure of Christ.30  It seems

the majority of Charlot’s direct knowledge of Black Christs, however, derived from his

experiences living and working in central Mexico and Yucatán, where he traveled to the

sacred pilgrimage centers of Chalma and Mérida to witness firsthand the worship of

these revered images.  Additionally, Charlot’s work with local cultures in Mexico

exposed him to popular beliefs associated with Black Christs, as evidenced in his

collection of José Guadalupe Posada prints, and through his association with Mexican

muralist Fernando Leal.  It is likely that Charlot drew inspiration for his crucifixion

images from experiences in France, especially Brittany, which culminated in his own

creation of a crucified Black Christ in Fiji.  I submit that Charlot conceptualized his Fijian

frescoes, particularly the Black Christ icon, as sacred images intended to be the focal

point of a pilgrimage site paralleling his own experiences in France and Mexico.

Primary sources provide an excellent foundation for understanding any artist and

fortunately, in the absence of adequate published literature on Charlot, the quantity and

quality of the primary source documents relating to the artist are astounding.  His

published and unpublished writings are housed in the Jean Charlot Special Collection at

the Hamilton Library, University of Hawai'i-Manoa, Honolulu, Hawai’i.  The collection,

which is open to the public, contains original artworks by the artist, his private

Catalogue of Paintings, his sketchbooks, completed drawings, transfer drawings and

mural cartoons.  In addition, he authored twenty-seven books, hundreds of articles,

manuscripts, and typescripts, both scholarly and creative writings, covering a wide

range of topics on fine arts, art history, criticism, and theory.  His unpublished writings

consist of manuscripts, miscellaneous papers, letters, diaries, transcripts of speeches,

and interviews.  The collection also houses Charlot’s personal library and art
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collections, including original print collections by Honoré Daumier, José Guadalupe

Posada, and Images d’ Epinal or French folk penny prints.  Other highlights are original

artworks by Diego Rivera, photographer Edward Weston, and two collections of

Mexican and Oceanic art.  The entire collection illustrates the influential periods in his

life, as well as his personal interests in art, faith, politics, and local cultures.

It is useful to highlight certain aspects of Charlot’s earlier career, particularly

experiences in France, Mexico and Hawai’i, in order to appreciate how he

conceptualized the Fijian frescoes as a pilgrimage center that served both local

residents and international visitors.  In Chapter Two, I focus on Charlot’s biography by

identifying important points where his life and art intersected and influenced one

another.31   This information is useful in order to appreciate his pattern for interaction

with local cultures that he established in France and continued in Mexico, as well as his

contributions to twentieth century muralism in Mexico and the United States.  As a

muralist he is best known and documented within the context of his experiences in the

Mexican mural movement.  It is also from his Mexican Period that one finds the most

available information in the secondary source literature documenting and critiquing his

artistic contributions.  In the United States, Charlot continued to paint public murals in a

manner similar to that he had used in Mexico, as well as creating a number of liturgical

frescoes.  Unfortunately, this is another area that remains understudied, but I can offer

here a brief review of his journey across the United States until his arrival to the Pacific

Islands.

There are four major catalogues of Charlot’s artistic career.  The most

outstanding is Peter Morse’s study, Jean Charlot’s Prints: A Catalogue Raisonné, where

Morse documents Charlot’s artistic and technical innovations in relationship to

lithography and printmaking; however, the text offers very little information relevant to

the study of the Fijian frescoes.32  Two other catalogues focus on Charlot’s oil paintings

and feature several short articles on his life and artworks.  The first is a catalogue from

the University of Hawai’I, published in conjunction with his 1990 exhibition, Jean

Charlot, A Retrospective.33  This text provides a general chronological time line for the

artist’s life and is a good source of information for his French Period.  A second
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catalogue emphasizing Charlot’s work in Mexico is titled México en la obra de Jean

Charlot.34  This text is an excellent source for Charlot’s work in and about Mexico, and

is also important for its revisionist perspectives relating to the history of twentieth

century Mexican art.  There has never been any comprehensive text nor any serious in-

depth study of either his frescoes or public art in the United States.  Short newspaper

articles comprise the majority of published information, the only exception being the text

entitled Charlot Murals in Georgia that includes Charlot’s personal comments on “mural

styles” based on technical process, as well as technical information on his Georgia

murals of 1942 and 1944.35

The author who has published the most on Charlot’s artwork is his eldest son, Dr.

John Pierre Charlot.36  His articles discuss a wide range of subjects from the formation

of the artist, his relationship to local cultures, and even his death and burial.  Two of his

most significant articles in terms of this study, as they are the only scholarly reports that

relate to his father’s work in the Pacific, are “Jean Charlot and Local Cultures,” and

“Jean Charlot’s Hawaiian-English Plays.”37  These two articles form the foundation of

my discussion of Jean Charlot’s relationship to local Pacific Island cultures and how

these relationships became part of his creative vocabulary and inevitably his artworks.

In the Jean Charlot Collection, I reviewed important ethnohistoric documents that

relate to the Fijian frescoes.  These include personal correspondence between Charlot

and Monsignor Franz Wasner that documents and outlines the mural commission.

These letters form the basis for my discussion of the commission in Chapter Five.  In

addition, Zohmah Charlot, the artist’s wife, published several short articles about the

Charlot family's experience in Fiji.  The accounts draw largely on her correspondence

home during her stay in Fiji and include important information about the artist’s fresco-

making process.

Other primary source documents in the Jean Charlot Collection important to this

study are Charlot’s own diaries and visual records. His diary entries during the time he

was in Fiji are in English.  This is unusual, as Charlot’s interests in creating language

systems led him to develop a unique type of shorthand that only he could read and one

that he used predominantly in his personal records, especially his diary entries.  In
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terms of visual records, he completed two sketchbooks in Fiji that are currently in the

Jean Charlot Collection, along with a number of mural cartoons, completed full-size

drawings, and several rare transfer drawings.  The Fijian sketchbooks and cartoons

illustrate his approach to subject matter, his facial portraits of individuals, detailed

sketches of expressive hand gestures, and still lifes.  The rare mural cartoons and

transfer drawings are important sources for the discussion of Charlot’s unique technical

approach to fresco painting.  Other important visual documents include the Charlot

family photo albums and scrapbooks, as well as about forty or so slides of the Fijian

murals’ progression and the completed works.  There are also about thirty slides of oil

paintings that, while rendered later, depict Fijian subject matter derived from his original

sketches.  His Catalogue of Paintings provides a comprehensive list of all his oils post-

1955, accompanied by rough sketches, dates, and sales information, although the

sales' information is approximately forty years outdated (Appendix B).

In addition to reviewing the published articles and primary source materials

available in the Jean Charlot Collection, as part of my investigation I traveled to Fiji to

conduct on-site research during four periods: 9 September-8 October 1999, 16-18

October 2000, 31 October-11 November 2000, and 2 June-27 July 2001.  In Fiji, I was

able to view and photograph the frescoes.  I conducted interviews with five of Charlot’s

models for the mural figures and with local clergy, members of the congregation,

residents, and visitors to the site, as well as with friends of the Charlot family.  I located

and interviewed one of the men who assisted in gathering the raw materials for the

frescoes.  I photographed and read the original guest book that had been placed there

when Charlot completed the frescoes.  I also traveled to Suva to conduct research at

the Catholic library at Nicolas House, the Fiji Museum, and the Suva Archives.  These

interviews and ethnohistoric sources contributed to my interpretation and discussion of

the visual images as “signs.” In Chapter Six, I review the responses to the frescoes in

the historic record and analyze the role of the murals in a contemporary context to

evaluate Charlot’s success in his creation of a multivocal visual language in his Fijian

frescoes.
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A restoration project, to clean Charlot's Fijian frescoes and partially repair the

church that houses them, was undertaken in June-July 2001.  This project, in which I

participated, heightened my awareness of the tedious and laborious nature of fresco

painting, and this knowledge contributed to my discussion of Charlot’s fresco technique

in Chapters Four and Five.  Our work required climbing high on scaffolds where we

worked long hours in the dust and heat.  One reward was that I was able to observe

and photograph “up-close” Charlot’s masonry, brushwork, coloring, and relief-like

approach to fresco technique.  Additionally, I was able to learn the fresco technique

first-hand from Martin Charlot.  The second son of Jean Charlot and an accomplished

artist in his own right, Martin Charlot accompanied his father to Fiji and assisted him

with the creation of the Fijian frescoes in 1962-63.

I learned a great deal through my work experience in Fiji about local culture,

indigenous ceremonies, and syncretistic rituals and traditions of the Catholic Church at

Naiserelagi.  Many of my experiences in Fiji paralleled those documented by Charlot in

his own diaries, particularly the presentation of the whale's tooth (tabua), yaqona

ceremony, and other offertory goods such as mats (ibe) and indigenous bark cloth

(masi), all ritual items that are featured as subject matter in Charlot’s Fijian frescoes and

later related artworks.  These firsthand experiences enabled me to comprehend the

nature of the symbolism encoded in the fresco images from an indigenous perspective.

This material also served to develop my ideas in Chapter Six regarding Charlot’s final

choices of images as signs, icons and symbols, and how, as artistic signs, they

expressed his ideological attitudes towards the situation of the indigenous Fijians and

the Catholic Church.

In structuring my methodological framework for my visual analysis of Charlot’s

Fijian frescoes, I draw from semiotic theory, the study of signs.  I accept the premise

that the application of sign-systems to the analysis of visual arts is a valid methodology.

There are many challenges, interpretations, and arguments that arrive when borrowing

from the sciences and working within humanities-based disciplines.  This fact, when

“revealed” and placed in the consciousness of art historical discourse, allows for

recognition of the difficulties in situating one’s theoretical position of semiotics within the
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study of non-Western arts.  Throughout history the study of non-Western arts has been

primarily the domain of ethnography and anthropology, where “art” is considered a

cultural product, “artifact,” or material object to be classified by function, class, gender,

etc.  In anthropology, one of the first scholars to challenge this position, advocating an

acknowledgment of non-Western “art” as a distinct category of culture, was the

American anthropologist Franz Boas, in his seminal text, Primitive Art (1927).  The

cognitive structures of non-Western peoples were later explored by the French

anthropologist Claude Lévi-Strauss in his book, The Savage Mind, first published in

1962, in recognition of indigenous classifications systems.  Today, most scholars reject

the notion of “universals” associated with early theoretical models, as they have

expanded and deconstructed Lévi-Strauss’ binary model of classification in the era of

post-structuralism.

In the twenty-first century, while the situation is improving, the majority of

scholars doing research in the non-Western arts must still rely primarily on ethnohistoric

and anthropological texts.  This is particularly true in the field of Pacific Island art

history.  Similarly, the majority of interest in Pacific art continues to be maintained by

anthropologists who are often critical of the lack of objectivity and positivist approaches

that characterize art historical studies firmly rooted in the humanities.  I see one

resolution to this situation in the proverbial “middle path.”  To me, it seems an obvious

fact that art communicates and serves as a conveyer of culture.  The “what” and “how” it

communicates is open to a variety of interpretations through the process of individual

reception.  In the words of theorist Keith Moxey, “Just as linguistic or visual signs are

involved in a process of endless semiosis, so the interpreters of signs are involved in a

never-ending cycle of interpretation.”38  While the artist/author or the viewer/interpretant

may receive differently what information is being conveyed, the majority of them

experience visual images as communicating and/or expressesing something, even if the

“something” varies for each individual.

My initial motivation for applying a semiotic analysis to the study of Charlot’s

Fijian frescoes derived from the artist’s own awareness and interest in the

communicative aspects of art as revealed in his own art, writings, and interviews.  I
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would argue that communication theory is particularly relevant to the study of his public

artworks.  Further, as Moxey asserts, “Ideological sign systems represent the interests

of all races, classes, and genders, not just those in positions of power.”39  This is

particularly significant when discussing Charlot's murals in the context of the

multicultural and social environment in Fiji, an environment characterized by indigenous

chiefly hierarchies, imported Indo-Fijian caste systems, and a variety of ethnic and

cultural backgrounds.

In my visual analysis of the Fijian frescoes I apply a tripartite definition of a sign

to Charlot’s visual imagery or signifiers.  In the Fijian frescoes, I examine how he

created and structured signs.  I investigate how this structure guided his artistic choices

in order to evoke aesthetic responses and to convey information to a multicultural

audience.  My interpretations and applications of a tripartite model are based in art

historical visual analysis.  Outside of art history, a triad definition of a sign is associated

with semiotician and philosopher Charles S. Peirce.  Peirce wrote extensively on

semiotics and the theory of signs. In his article, “Logic as Semiotic: The Theory of

Signs,” he outlined three divisions of logic, three trichotomies, and ten classes of a

sign.40  For the purposes of analyzing visual arts, art history has drawn from Peirce’s

second trichotomy of a sign, defined as “index,” “icon,” and “symbol.”41   Peirce wrote

The icon...happens that its qualities resemble those of that object, and
excite analogous sensations in the mind for which it is a likeness....The
index is physically connected with its object….The symbol is connected
with its object by virtue of the idea of the symbol-using mind, without which
no such connection would exist.42

In art history, this tripartite model is applied to visual objects in order to analyze

artworks as signs that relate both to the artist and audience, however, in most art

historical studies, the reception of the sign is treated secondarily, if at all.  One of my

objectives in this study is to provide a balanced perspective of Charlot’s Fijian murals by

examining the artist’s intentions and investigating the audience's reception to the

paintings through time.

To begin my discussion of semiotics and for the purposes of illustrating how

Peirce’s second trichotomy has been appropriated and applied at a fundamental level, I
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provide the following definitions.  In Art History and Its Methods: A Critical Anthology,

semiotic study

contains three categories of signs: the iconic, where the sign resembles
what it stands for, as with a picture of an object; the indexical, where the
sign is related to what it stands for by association...and the symbolic
where the link with the referred is purely conventional.43

This definition is elaborated upon by Vernon Hyde Minor in his text, Art History’s

History: “Peirce’s first type of sign, the icon, refers directly to its object.  The image of

the U.S. half dollar pertains iconically to the historical personage of John Fiztgerald

Kennedy.  It looks like him.”44  Minor goes on to write,

The indexical relationship “points” to or results from something...A 
brushstroke can be the tracks or index of an artist’s hand...The symbol...
rather than looking like its object, it alludes to it by virtue of a tradition, a rule,
a compact.  The dove is a well-established symbol of the Holy Spirit; the First
person of the Trinity...Symbols are closely bound to language....45

In conclusion, Minor stated, “fairly common terms such as ‘iconic,’ ‘indexical,’ and

‘symbolic’ are now doing duty in art history.  They assist us in our encounters

with images and with our own language of art history.”46  Another art historian,

Margaret Iverson, reinforced Minor’s assumptions in her article on “Saussure

versus Peirce: Models for a Semiotics of Visual Art.”47  In her article, she defined

icon, index, and symbol as follows:

The icon signifies by virtue of a similarity of qualities or resemblance to its
object.  For example, a portrait iconically represents the sitter.  The index
signifies by virtue of an existential bond, in many cases a causal
connection, between itself and the object...The symbol signifies by virtue
of a contract or rule...there is an intrinsic dependence on the mind for
there to be any relation at all.48

Not to be left out, non-Western art study has also adopted these definitions.  In Art and

Small-Scale Societies, Richard L. Anderson, in his Chapter Three, entitled “Iconography

and Symbolism,” wrote,

The common denominator of many of the current usages of symbol
derives from the work of...Charles S. Peirce...[who] went on to make a
useful distinction between three types of signs—index, icon, and
symbol...An index, according to Peirce’s definition, is a sign that emerges
from some natural phenomenon rather than being an arbitrary convention
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of culture….Both icons and symbols, however, derive from human
convention; they are products of culture rather than nature.  The difference
between icons and symbols is that icons bear some resemblance to the
thing for which they are signs; symbols, by contrast, bear no resemblance
to their referents.49

Another notable study in semiotic theory in art history includes Meyer Schapiro’s “On

Some Problems in the Semiotics of Visual Art: Field and Vehicle in Image-Signs,” where

he addresses non-mimetic sign-elements including frame, field, directedness, size, sign-

bearing matter such as painted lines or spots, lines, contrasts, and boundaries.50

My analysis draws from art history’s understanding of this tripartite definition that

originally derived from Peirce's model.  A sign has three possible manifestations that

may occur individually or together depending on context: index, icon, and symbol.  In

my application of semiotics, I interpret index-signs as those individual, constructive,

visual elements that consist of physical (concrete, mortar, pigments) and formal (form,

line, color, space) properties.  Collectively, these properties refer to the artwork as a

whole, while simultaneously serving as the foundation for discussing the artist’s “style.”

Index-signs also incorporate ethnohistoric texts and related visual records, such as

sketchbooks.  An analysis of index-signs provides for a greater understanding of the

relationship of artist to artwork by decoding signs and by revealing the structure of the

artist’s technical and formal framework.

In Charlot’s Fijian frescoes, analysis of icon- and symbol-signs permits a

discussion of the inter-textuality of the imagery as it relates to the artist and participates

in a multivocal narrative.  Significantly, this methodological approach also allows

borrowed signs to be investigated within their own cultural contexts, enabling a

multicultural perspective and thus avoiding a strictly ethnocentric interpretation.  I

demonstrate how Charlot constructed and manipulated signs to communicate a

narrative of a universal community in Christ, an idea which he presented in culturally

appropriate ways, in order to be understood by the different ethnic groups that defined

the audience.  Instead of a colonial view of monocultural domination, Charlot presented

a Black Christ that is placed on the same level as the processional figures, all on a

single groundline to suggest the social and religious equality of ethnic difference.
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In my final section, I evaluate the relationship of the artwork to the viewers,

establishing how the frescoes participate in an on-going dialogue with their

contemporary audience.  To aid in my quest of gaining a multicultural and diachronic

perspective, I draw from the work of anthropologist Clifford Geertz.  Geertz wrote that

culture, and, by extension, art, is most effectively treated as a purely symbolic system

"by isolating elements, specifying internal relationships among those elements, and then

characterizing the whole system in some general way according to expression or the

ideological principles upon which it is based."51 He stated that to commit oneself to a

semiotic study of culture requires an interpretive approach to the study of it.

To look at the symbolic dimensions of social action-art, religion,
ideology….The essential vocation of interpretive anthropology is...to
make available to us answers that others...have given, and thus to
include them in the consultable record of what man has said.52

By recontextualizing signs within Fijian culture, I reunite with the goals of semiotic

investigation that seeks to investigate how works of art are made intelligible to those

who view them, the process by which viewers make sense of what they see.  This type

of approach is described by Hans Jauss who, in his discussion of reception and the

visual arts, wrote that one purpose of art history is to seek out and describe “the canons

and contexts of (art) works, rejuvenating the great wealth of human experience

preserved in past art, and making it accessible to the perception of the present age.”53

This aspect of my investigation addresses, in the words of Jauss, “the immortality of the

artwork through the aesthetic activities of mankind...the constant reenactment of the

enduring features of (art) works that long since have been committed to the past.”54  I

analyze the frescoes through time from within their cultural context and from the

perspective of audience responses through an examination of ethnohistoric documents

(newspaper articles, publications, and other public records), supplemented by on-site

interviews.  I discuss the role of Charlot’s Fijian frescoes in contemporary Catholic ritual

and in the local economy, as tourist attractions.  I evaluate current audience responses

in terms of how they interpret and assign meaning to Charlot’s frescoes in their

contemporary environment and social milieu.  The resulting information reveals how the
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murals, particularly the triptych, are highly relevant in the context of the struggle for

democracy and social solidarity through a single, albeit multi-ethnic, Fijian national

identity.
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CHAPTER TWO

JEAN CHARLOT AND LOCAL CULTURES:

THE FORMATION OF A RELIGIOUS AND ARTISTIC IDEOLOGY

There is a still deeper contact with the Church wherein all
geographical and racial dissimilarities become reconciled, a
common denominator or nucleus that binds together laymen
and clerics all around the earth.  Jean Charlot55

Biography is crucial to understanding the art and life of Jean Charlot and to

appreciating the contributions of the artist. The author who has singularly produced the

most writings about Charlot’s artworks is his son, John Pierre Charlot.  In his article,

“Jean Charlot and Local Cultures,” John P. Charlot presented the “basic pattern of

Charlot’s relationship to local cultures,” arguing that this pattern was established in

France and was characterized by

broad and detailed study of language, literature and the arts; personal
contacts with the people; and assimilation and utilization in his own
creativity in literature and the visual arts.…The basic pattern established
in France continues very clearly in Mexico and the Pacific.56

John P. Charlot portrayed his father as a humanist motivated creatively to investigate

culture through an intellectual methodology and to recreate culture through actions and

images.

As Charlot deepened in his art and life, he saw a spiritual commonality
between the cultures that absorbed him...[and] a vision of, and personal
identification with, a basic humanity.  That he then devoted himself to
expressing that vision through images of those cultures indicates his view
that humanity, just as art, does not exist in the abstract, but in actions that
are culturally formed of its infinite richness.57

Through the development and application of his own intellectually structured method of

investigation into culture and art, Charlot the elder created naturalistic pictorial images
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of local culture, establishing both a visual and a verbal dialogue in multivocal narratives

directed to multicultural local audiences.

Jean Charlot’s life experiences contributed to the formation of his Catholic-based

theological attitudes which expressed themselves naturally in his art.  It was in France

that Charlot received his formal artistic training and formulated his initial ideas on

liturgical art: the belief that art should be for the masses, and the correlative relationship

that making art was equivalent to sanctified labor for God.  As a youth, the artistic

orientation of the art scene in Paris provided him with a diverse background in

European art.  Charlot received also an important introduction to Mesoamerican art

through his families' own art collections.

Later on, during the 1920s in Mexico, Charlot’s personal ideology led to his

association with the early mural movement, which sought to establish a nationalistic art

form for the Mexican people.  As the movement became more politically rooted in

Communist ideals, commissions were denied to the non-nationalist, Catholic, Charlot.

During this time he and fellow artists experienced artistic repression, and as a result he

began to immerse himself in local Mesoamerican cultures from both the ancient and

more recent historic past.  He travelled the mountainous countryside on pilgrimages to

sites associated with Black Christ figures; he created artworks featuring indigenous

models at tasks associated with daily life and local culture, and he worked intermittently

as an amateur archaeologist with the Carnegie Institute on excavations of ancient

Mayan ruins, including their fresco murals.

Charlot’s experiences in France and Mexico formed the foundation for his future

attitudes and ideas towards art-making, ideals that remained consistent throughout his

life.  His work in the United States continued to express a particular interpretation of

Catholicism that stressed the “universal” definition of the word and increasingly focused

on the creation of liturgical arts.  It was not until his arrival in the Pacific Islands,

however, that his art again began to synthesize his ideas with those of local cultures,

infusing his art with the same passion observable in his Mexican portfolio.
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Jean Charlot’s French Period

Jean Charlot was born in France in 1898 and lived the first twenty years of his life

there, with the exception of two years spent in Germany during World War I.  A

Frenchman by birth, Louis Henri Jean Charlot (1898-1979), son of Henri and Anna

Charlot, grew up in the international city of Paris prior to the onset of World War I.  His

father, Henri Charlot, born and reared in Russia, was a French businessman, free-

thinker and Bolshevik sympathizer who regularly hosted Russian revolutionaries in his

Paris home.58  Anna Charlot, an artist and devout Catholic, was the daughter of

Mexican-born Louis Goupil, of French and Mexican-Aztec descent, and Sara Louise

(Luisita) Melendez, a Jewish woman of Spanish descent.59  Another important figure in

Charlot’s early years was his great-uncle, Eugène Goupil, who was an avid collector of

Mexican art.60  As a teenager, Charlot undertook the study of the Aztec codices in the

Bibliotheque Nationale that had been previously donated by his uncle.61

Charlot began drawing at an early age, and his mother, who recognized his

talents, hired an art tutor for him.62  In Paris, he trained with established artists, studied

internationally renowned collections, and attended exhibitions of modern masters.63

His French Period is important for the formation of the artist’s ideas about art and his

artistic style, which from the beginning was influenced by both European and

Mesoamerican traditions even before arriving in Mexico, a fact often obscured in the

literature.  In his own words, Charlot stated, “Though I was born and bred in Paris, and

did pass through [the] École des Beaux Arts, my rattles and hornbooks were the idols

and Mexican manuscripts from my uncle Eugène Goupil’s collection.  They were also

my ABC of modern art.”64

As a youth, Charlot enjoyed the French countryside, traveling on several

occasions to Brittany.65  The powerful liturgical art in Brittany that inspired Paul

Gauguin’s Yellow Christ made a profound impression on the young Charlot, who had

early on established for himself the fundamental tenets of his artistic objective: to create

an art of the people and for the people, based on the foundations of Catholicism.

Writing of himself in Born Catholic, Charlot stated, “As I grew up, the making of liturgical
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art became the common ground between my devotion and my vocation.”66  In his teens,

Charlot joined a group of young Catholic artists who called themselves La Gilde Notre-

Dame.  This group consisted of painters, sculptors, stained glass-makers, embroiderers,

and decorators, who regularly held meetings in Paris.67

Ca 1916, a group of Parisian adolescents used to gather in a crypt, under
the name of “Gilde Notre-Dame.”  Besides our Catholicism, we had in
common a vocation to graft the fine arts onto the sturdy stem of the
applied arts; also ours was a desire to take contemporary art out of the
category of studio experiment and to restore it to its full dignity as the
servant of theology and, incidentally, of architecture.68

Modeling themselves on medieval guilds, the artists appear to have been motivated by

the belief that prayers take their best form in the physical and tangible labors of love, of

craftsmen devoted to the glorification of God and his creation.  Charlot’s initial artistic

contributions for La Gilde were the creation of crucifixions modeled on Breton images

he had observed while in Brittany.69   These early sculptures helped to establish his

formal technique for representing the naked body of Christ crucified, as can be

observed in his later images, particularly in the figure of the Fijian Black Christ.

Charlot began his formal artistic education at the École Hattemer, Lycée

Condorcet, and later studied informally at the École des Beaux-Arts in Paris.70  With the

arrival of World War I, however, and he was drafted, at age eighteen, to serve with the

French army against German troops.  In 1918-1920, Charlot created his first prints in

France and Germany, a woodcut series featuring Chemin de Croix, Stations of the

Cross.  These prints may have been a response to viewing German master works,

especially Grünewald’s Isenheim Altarpiece, combined with his own prior interest in

prints, including his collection of liturgical folk prints from Èpinal.71

After the war, Charlot returned to France only to have his first church mural

commission canceled.  Despite his participation in artistic developments of the time,

most notably Cubism, Charlot complained of his dissatisfaction over realizing himself as

a mural maker in an environment with no access to painting walls.72  In 1921, for a

variety of personal and financial reasons, Charlot traveled with his mother to Mexico to

live with relatives there.73  In Mexico the artist at last received his first successful mural
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commission and finally began to realize his dream of becoming a muralist.

Jean Charlot’s Mexican Period

The artistic activities of Jean Charlot during his Mexico Period are perhaps the

best known and recorded of all his work, even though these studies often conceal the

artist’s role as much as they reveal the biases of historic documentation.  For example,

the history of Mexican Muralism is marred by accounts favoring “the big three,” Diego

Rivera, José Clemente Orozco, and David Alfaro Siquieros.  This situation is described

by Mexican critic and writer Octavio Paz, who writes how the history and criticism of

Muralism remains distorted, as “(A)n attempt has been made to cover up the meaning

of the initial phase, and the participation of certain artists, such as Jean Charlot...has

been disparaged and efforts made to conjure it away.”74  Gradually, the history of

Mexican modern art has begun to recognize Charlot’s role.  Blanca Garduño, director of

the Diego Rivera Studio Museum in Mexico City, stated that “Charlot was an important

artist for Hawai’i, but he also belongs to Mexico.  He was and remains a major figure in

the rebirth of modern Mexican art.”75

In 1923, Charlot completed the first true fresco of the modern era, The Massacre

in the Main Temple at the Escuela Nacional Preparatoria, Mexico City (Illustration

2.1).76  He joined forces with a group of artists and intellectuals participating in what

would become known as the Mexican Renaissance.  His participation is well

documented by the artist himself in his seminal text, The Mexican Mural Renaissance.77

In Mexico, he worked not only on his own frescoes, but also assisted other artists,

including Rivera.  Unfortunately, this situation did not favor Charlot, who often ended up

being overshadowed by a jealous Rivera.  After the retirement of Vasconcelos, who was

initially responsible for the government-sponsored mural commissions, Rivera took an

active role over the commissions, contributing to the shift away from the international

character of the early Mural Renaissance toward the distinctly nationalist overtones of

the later period.  This proved a problem for the French-born Charlot, who not only had

his governmental commissions canceled, but also suffered the destruction of one of his

completed fresco murals at the hands of Rivera.78
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  Despite his Mexican-Aztec ancestry, Charlot was French-born, not a Mexican

national, a fact that probably contributed to the suspension of his governmental

commissions.  Simply stated, in the early 1920s, Mexico identified nationalism with

indigenismo, “Indianism,” indicating the interest in indigenous culture.79  Artists became

concerned with Mexicanidad, defined by scholar Donald McVicker as “the search for

common ritual and aesthetic denominators which would establish a racial aesthetic

tradition.”80  As newspaper critics raved about the murals of Rivera, Charlot was

characterized as a “French painter” whose identity remained anonymous.81  Veronica

Rascon de Alvarez, wife of the governor of Tlaxcala, said of Charlot, in 1996, “for many

years there was a nationalistic feeling in my country that blinded art curators to his

achievements.”82

 Another difficulty was that while Charlot did have socialist leanings, he was a

strict Catholic.  As an expression of his faith, Charlot’s devotion to the masses was no

less than his devotion to God.  Rivera once commented,

Jean Charlot is French by birth and soundly forged as Catholic; if he had
been born less intelligent he would have been a Saint Luis Gonzaga.  He
could have been the future General of the Jesuits if the moral and physical
courage hidden in his little angel face and light as a fly boxer’s body had
not been made into an artillery man in the European war at an age when
most boys play at being soldiers.83 

In a similar observation, Carlos Merida, surprised by the news of Charlot’s marriage

announcement, commented, “I thought one day we would hear that he had committed

himself to a monastery.”84  During his stay in Mexico and through the decades to come,

Charlot was received as a pious Catholic amid a political and social environment

sympathetic to Communism and nationalism.  As stated by Stefan Baciu, “humanity and

‘Mexicanity” are the poles between which Jean Charlot’s art can be placed during his

first phase.”85

Charlot began his artistic activities in Mexico at the Open Air School of Coyoacán

where he shared a studio with the artist Fernando Leal.  Leal and Charlot experimented

with art-making in different media, such as oils, frescoes and woodcuts.  Remarking on
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this experience in The Mexican Mural Renaissance, Leal recalled Charlot’s first attempt

at monumental oil painting,

Charlot...began an enormous picture with a religious theme, in which he
boldly used the anathematized black.  This orientation of our works in the
impressionistic surroundings of Coyoacán soon created such a hostile
feeling among our companions that day after day we found insulting words
scrawled on our studio door.86

Charlot’s monumental painting was entitled, “Art in the Service of Theology,” and the

subject matter featured a native, dark-skinned, crucified Christ figure surrounded by

artists and intellectuals.87  This early painting, a prototype for Charlot’s later crucifixions,

no longer exists, as it was unfortunately destroyed by the artist.

The composition for Charlot’s first mural commission for the Escuela Nacional

Preparatoria was part of a program planned with Leal, who painted Feast of our Lord of

Chalma on the wall opposite Charlot’s mural.88  An unfortunate consequence of their

shared experience was that the two artists eventually had a falling out because of

artistic differences; Charlot decided to paint his mural using the fresco technique while

Leal decided to use encaustic, thus altering the original color scheme.89  In his article on

Charlot’s Mexican frescoes at the Escuela Nacional Preparatoria, John P. Charlot

described the subject matter of the mural program:

The six murals thus present a chronological sequence: the atrocity of the
Conquest, the murder of Cuauhtemoc, the introduction of Christianity to
Mexico, and the syncretistic religion developed in Mexico, which enabled
the Mexican Indians to perpetuate essential elements of their culture: in
Leal’s mural, the image of a native god is revealed under a Crucifix.  The
destruction of the invasion is thus balanced by the positive, generally pro-
Indian element of Christianity and by the cultural creativity of the native
population.  Charlot’s Massacre is designed to descend its staircase;
Leal’s to ascend towards the Crucifix.  They express a cultural and
emotional descent and ascent as well; the viewer looks down Charlot’s
mural and up Leal’s.90

It is interesting to note that Leal’s mural included a crucified Black Christ figure.  Leal

described the subject matter as “a modern scene of a ritual dance inside a church,

assuring myself that such a scene was a symbol of the survival of native modes within

the Catholic Church rites and thus a complement to the one adopted by my neighbor,”
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referring to Charlot’s mural.91  Leal wrote that he based his artistic interpretation on a

story told to him by his brother,

a curious incident which took place in a village church in the mountains of
Puebla, a story later transmitted by Charlot to Anita Brenner, and which
served as the leitmotiv of her book Idols behind Altars.  During the course
of a religious dance around the statue of the Virgin, the concussion caused
the image to fall down its glass case, leaving exposed a small figurine
carved in stone of the goddess of water, which had been hidden since time
immemorial under the rich mantle of Our Lady.  True or not, this incident
became an ideological justification for my picture.92

Leal does not explain his choice of a Black Christ figure in his encaustic mural,

however, the source of his inspiration may have been Doña Luz Jiménez, a model who

regularly posed for Leal and Charlot at Coyoacán, as well as other artists including

Rivera.  In an article by Jesús Villanueva, “Doña Luz: Inspiration and Image of a

National Culture,” he wrote,

Charlot would paint her many times, and she repaid him by introducing
him to the traditions of Milpa Alta and the Nahuatl language...Her face
appears in The Festival of Our Lord of Chalma, an encaustic done by Leal
in 1922...She worked at many different trades: model, storyteller, tour
guide in Milpa Alta and Chalma, cook and even maid.93

I believe it is plausible the idea of a native, dark-skinned, Christ in a crucifixion scene,

such as that represented in Charlot’s monumental oil and in Leal’s first encaustic mural,

originated with Doña Luz, through her stories told in their studio and based on her

experiences as a guide to Chalma.

In the years 1922-1924, Charlot, along with Leal, participated in an avant-garde

movement known as Estridentistmo (stridentism), led by the poet Manuel Maples

Arce.94  The literary group was influenced by contemporary art movements, such as

dadaism, and they became known for their publications of Horizonte and Irradiador

(Radiator).95  They gathered at the Cafè Europa, which they renamed Cafè de Nadie

(Nobody’s Cafe), on whose walls hung paintings and drawings by Charlot, among

others.96  From 1924-26, Charlot served as art editor of the influential periodical

Mexican Folkways.97  Artistically, his murals from this time often rendered portraits and

“folk” scenes from daily life, such as Cargadores (Burden Bearers, 1923), Lavanderas
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(Washer Women, 1923), and Danza de los Listones (Dance of the Ribbons, 1923).98  In

retrospect, Charlot stated, “I always go back to folk art.”99

In 1925, Charlot made his pilgrimage to Chalma, a Catholic shrine at an

ancient Indian cave site sacred to the God of the Caves, accompanied by the Aztec

model, Doña Luz.100  This single incident was perhaps one of the most profound

influences of the artist’s life, an experience that I believe contributed to Charlot’s

conceptual ideas for his Fijian frescoes. Charlot briefly commented on the pilgrimage

experience:

With Luciana, we went for example to Indian pilgrimages which were 
really pagan business and not white man’s business, or tourist business.
This is a procession to Chalma.  The Virgin, the statue of the Virgin with
the seven swords in her heart, is being carried along the shoulder of the
people.101

Charlot drew profound personal and artistic inspiration from the folk-religious activities

he observed on his pilgrimage, in much the same way he had been inspired by

Brittany’s liturgical art.  Several works from his Mexican portfolio include paintings and

graphics of Chalma, a theme also used throughout his career.  It seems probable that

the syncretistic nature of the Mexican-Catholic Church enhanced his desire to create his

own pilgrimage center in the Pacific.  It is also likely that the dark-skinned Christ at

Chalma, as well as one at Mérida, served as prototypes for the Fijian triptych’s main

icon, the Black Christ, a topic I will examine further in Chapter Six.102

Rejuvenated by his recent acquaintances with indigenous natives and local

rituals, as well as motivated to remove himself from the unfavorable mural scene in

Mexico City, Charlot accepted a seasonal position in 1926-28 to work with the Carnegie

Institute, of Washington, D.C., serving as a draftsman and archaeologist for their

excavations at Chichén Itzá, Yucatán.  As part of his duties during the expedition,

Charlot copied in oils, watercolors, and line drawings the bas-reliefs in the Temple of the

Warriors and frescoes in the Temple of the Jaguar and the Temple of Chacmool, buried

beneath the Temple of the Warriors.103  He was initially hired to provide only a visual

documentation of the excavations, but his broad knowledge of ancient Mesoamerican
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culture led him to become one of the three main authors of the final report, as well as for

a subsequent report on the site of Cobá, Quintana Roo, Mexico.104

Charlot’s first retrospective was part of the celebration of the 1968 Olympics in

Mexico City, an exhibition entitled Jean Charlot: Programa Cultural de la XIX Olimpiada,

which was one of a wide array of special events to celebrate the occasion.105  Twenty-

six years later, a traveling exhibition, Return to the Land, marked a turning point in the

Mexican attitude towards the artist, as revisionist historians advocated the international,

versus national, influences of the Mexican mural movement and artistic renaissance.

This 1994 exhibition represented Mexico’s first and only retrospective to celebrate

Charlot’s lifetime artistic achievements in various media.106  One of the purposes of this

exhibition was to contribute to the scarce bibliography on Charlot.  As described by

Milena Koprivitza, “It is surprising to find an empty void around one of the most decisive

artists on the Mexican art scene in the early twentieth century.”107  In the introduction to

the exhibition, David de la Torre clearly stated that Charlot as “painter, lithographer,

muralist, writer, philanthropist...has been very important for the development of modern

European and American painting, as well for the history of Mexican art in the twentieth

century.”108  In this 1994 retrospective, the artistic heritage of Charlot in Mexico is

summarized by José Antonio Alvarez Lima, Gobernador Constitucional del Estado de

Tlaxacala, in the following:

The role the artist fulfilled through the Vasconcelos program, in
Estridentismo, in the research of the Academy of San Carlos, in the
incorporation of “high” art within the popular arts, in the revitalization of the
wood block print as an independent art form, in the active participation of
archaeological expeditions, in the illustration of books and in the endless
editorial work through the periodicals Forma, Horizonte, Irradiador, the
Machete, Mexican Folkways, and other publications where he put the
work of the team, the guild, in motion, based on research.109

Jorge García Murillo, Director of the Museo de Monterrey, credits Charlot as “not only a

plastic artist but also as the greatest promoter of the art of our country that has ever

been.”110

Also in 1994, another relatively small exhibition, Jean Charlot: Prints of Mexico,

featured a selection of Charlot’s original prints and illustrations on Mexico as part of the
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Mexic-Arte’s Tenth Anniversary Gala fundraiser held in conjunction with the Mexican

Consulate in Austin, Texas.  The conflictive attitudes in the literature regarding Charlot’s

contribution to Mexican art history can be observed in several unapologetic articles in

the Mexican newspaper, Excelsior, which ran the headline, “Mexico does not

owe anything to Charlot; it has revived his fame.” 111

Jean Charlot’s American Period

Charlot moved to New York in 1928, where his work was shown in several major

exhibitions.  The first show was a Mexican government-sponsored group exhibition at

the Art Center in 1928.  Around this same time he participated in Mexican group

exhibitions at the Museum of Modern Art and the Fogg Museum.  In 1930, he was

featured in a retrospective at the Art Students’ League.112  These exhibitions helped to

establish Charlot as an international artist and muralist.

Charlot wrote, “the complex of government commissions, mural technique, social

subject matter and oratorical style that one meets after 1920 in United States art is

patterned after Mexico.”113  Charlot’s reputation as an artist gained him private and

public commissions that took him across the United States.  He worked on numerous

frescoes, liturgical, private, and public commissions, including several Work Progress

Administration (W.P.A.) projects.114  He traveled to Los Angeles in 1933, where he met

the printer Lynton R. Kistler, who worked with him to produce a number of prints,

notably Picture Book II.115  He returned to New York in 1934, where he held his first

solo exhibition in America and completed a W.P.A. commission to paint a fresco for the

entrance hall of Strauben-Muller Textile High School.116

During the years 1935-38, Charlot became very involved with teaching art,

particularly fresco and lithography.  He was at various times a member of the faculties

of Smith College, Black Mountain College, and the Universities of Iowa and New Jersey,

as well as being a visiting artist at the Florence Cane School of Art at the Rockefeller

Center in 1936.117  He accepted a position with the New York and London publishing

company Sheed and Ward in 1938, producing many book covers and illustrations for

them over the next thirty years.118  While living in New York, Charlot continued to make
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brief trips to Mexico, and it was there, in Mexico, in 1931, that he met Dorothy Zohmah

Day, whom he married in 1939.  Also in 1939, he published a collection of articles, Art

from the Mayans to Disney.  Charlot applied for and received American citizenship in

1940, at which time he forfeited his French citizenship, only later becoming a dual

citizen of both the United States and France.119

Charlot was Artist in Residence at the University of Georgia, Athens, from 1941

to 1944, where he taught and created three fresco murals.  In 1943 and 1944, he

finished what was then the world’s largest pencil sketch, in preparation for the 700-

square foot fresco, in the School of Journalism building, which he completed with the

help of his students.120  During this same time period, Charlot painted the 1942 W.P.A.

project, Cotton Gin, a monumental oil on canvas located at the McDonough, Georgia,

Post Office.  The subject matter featured two generations of African-Americans.  In the

background, a man from an older generation labored on what ended up being the last

operational cotton gin in the South, while the younger generation stood in the

foreground holding books, signifying their education and transition into a white-collar

world.121  Charlot’s subject matter, which addressed the situation of African-Americans,

must have been considered quite controversial at the time.  Soon thereafter, he was

rejected for another proposed project that featured similar subject matter, a series of

twelve murals depicting “The History of Blacks in the United States.”122

In 1945, Charlot received a Guggenheim Fellowship for his book, The Mexican

Mural Renaissance.123  This Fellowship required him to travel back to Mexico for two

years.124  Charlot then returned to the United States, and, in the summer of 1947, he

accepted a position as director of the School of Art at the Colorado Springs Fine Arts

Center.125  In Colorado in 1948, he created the only existing prototype of a “Black

Christ” in First Fall, Station III of a planned Ways of the Cross, conceptualized as part of

a color lithograph print series on zinc with printer Albert Carman.  Charlot was

dissatisfied with the color of the proofs, and the prints were never finished.126  On

examination of one of the extant proofs, it appears that Charlot requested a dark-

skinned Christ figure whose flesh coloring was composed of a mixture of black and blue
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pigments, in clear anticipation of the coloring he later used for his Fijian Black Christ

(Illustration 2.2).127  In 1948, Charlot also returned to the villages of Mexico, publicly

debuting his play, Mowentihke Chalman: Trilingual Puppet Play: Nahuatl-Spanish-

English.128  The subject of the play, the Pilgrims of Chalma, drew on the artist’s own

personal experiences and was created for use by the Mexican government in educating

non-Spanish-speaking village people.129

Working his way west in America, Charlot painted ten frescoes in New York,

Illinois, New Jersey, Iowa, Georgia, North Carolina, and Colorado, before moving to

Hawai’i in 1949.130  While living in Hawai’i he continued to receive commissions in the

continental United States throughout the next three decades.  In 1951, at Arizona State

University, Tempe, Charlot created his first and only fresco featuring North Amerindian

subject matter, Hopi Snake Dance, Preparing Anti-Venom Serum, where he combined

native rituals complemented by the science and technology of the west.  In 1955,

Charlot finished a program of fourteen fresco murals symbolizing the fine arts at the

University of Notre Dame, Indiana.  In the same year, he painted an additional fresco at

the University of Notre Dame and a liturgical fresco at the Church of the Good

Shepherd, Lincoln Park, Michigan.  In 1958, Charlot completed the monumental

liturgical fresco Calvary at St. Leonard Center, Centerville, Ohio.  He painted a series of

murals in Atchison, Kansas, in 1959, followed by another liturgical commission in Rock

Hill, South Carolina.  Charlot’s liturgical frescoes at St. Benedict’s Abbey, Atchison,

Kansas, include St. Joseph’s Workshop, a fresco very similar to his later Fijian fresco of

the same title.  In the following year, 1960, he completed the fresco Village Fiesta at

Syracuse University, New York.  In 1961, Charlot created his most monumental

liturgical fresco, Our Lady of Sorrows and Ascension of Our Lord, measuring 1300

square feet, painted over the ceiling and apsidal wall at the Church of Ladies of Sorrow

in Farmington, Michigan.

 In total, Charlot completed thirty-six frescoes at more than twenty locations

throughout the continental United States.  Charlot has been described by mural

historian Francis O’Connor as “the last master of true fresco in the United States.”131

As an immigrant and a French-American citizen, Charlot’s artwork displayed an
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extraordinary sensitivity toward the cultural diversity of the United States.  His public

artworks documented a populace of native Amerindians, Europeans, African-

Americans, Pacific Islanders, and Asian-Americans.  I submit that Charlot was the only

American artist of the twentieth century who created public, monumental artworks that

represented such a diverse and inclusive perspective of the demographics of the United

States.
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Illustration 2.2.  First Fall, Jean Charlot.  Photo Jana Jandrokovic.  Collection of Caroline
Klarr.  Line drawing published in Morse, Illustration 521, 286.
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CHAPTER THREE

JEAN CHARLOT IN THE PACIFIC ISLANDS AND HIS CREATION OF

A VISUAL LANGUAGE

I consider art as communication.  I think I like mural painting
because so obviously a mural in a building has to answer the
purpose of communication.  I’ve decorated many churches, where
communication is a must.  I’ve also decorated universities and
banks and such, but the principle is the same.  Jean Charlot132

In this chapter during what is known as Jean Charlot’s Pacific period I highlight

important events that illustrate the intersection of Charlot’s life and art with local cultures

in Hawai’i and Fiji.  Charlot's work with Hawaiian cultures will be established as an

important precedent for his work in Fiji.  Further, the following biographical excerpts

illustrate how Charlot interacted with and was accepted by indigenous Pacific Islanders,

i.e., their view of and receptivity to the artist and, by extension, his artworks.  In

considering the idea of “receptivity” in art analysis it is important to consider not only the

art object, but also the artist in relationship to how he/she was received within their

corresponding historic, geographical, and social environment.  

In any discussion of Western artists and Pacific art history, one figure, Paul

Gauguin, remains dominant in the historic record.  Gauguin’s art rendering late

nineteenth and early twentieth century Polynesian culture is well documented by

scholars and well known among art aficionados.  For this reason, it is important to

compare the lives and artworks of the two artists, Gauguin and Charlot.  In my section

entitled “Jean Charlot and the Tupapa’u (Ghost) of Paul Gauguin,” I will compare the

similarities and differences between the two artists.133  I suggest that it was the two

artists’ common experiences of artistic, geographic, and cultural influences, combined

with a synthetic attitude towards art-making, that account for a certain number of

similarities between Charlot’s Pacific artworks and the Polynesian works of Paul
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Gauguin.  Despite observable formal similarities and their shared goals of creating a

spiritual art form, there remain significant differences between the two artists.  Charlot’s

Fijian frescoes and other permanent public artworks can be contrasted to the works of

Gauguin, who catered primarily to a Western audience by capitalizing on the West’s

fascination with exoticism and who featured local cultures as potential magnets for sales

to Western patrons.  This contrast is illustrated through the example of Charlot’s Fijian

murals, which are permanently housed in a remote island mission and directed to a

local audience.

 Jean Charlot’s frescoes in the Pacific Islands represent the work of a mature

artist.  In Hawai’i and Fiji, Charlot had not only mastered his fresco technique, which

began in Mexico as virtual experiment, but his formal choices (i.e., light, color,

composition) were also refined to articulate his artistic vision more effectively.  In

addition to his experimentation with technical and formal matters of art-making, after

arriving in the Pacific, Charlot’s choices for subject matter increasingly tended to reflect

his personal interactions with local cultures.  In keeping with his scholarly approach to

studying local cultures, which he established in Mexico, Charlot pursued a systematic

study of language, culture, and arts upon arrival in the Hawaiian Islands.

Charlot created monumental frescoes at twenty different sites throughout the

Pacific Islands of Hawai’i and Fiji.  The majority of Charlot’s murals in the Pacific Islands

are public artworks, with approximately half of these being liturgical murals. Charlot

created public frescoes in the Pacific that incorporated aesthetic and communication

systems directed to the local, multicultural, populations that composed the major

audience of viewers. More than once Charlot articulated his belief that art should

communicate to and be available for viewing by the general population, i.e., the

“masses.”  His public frescoes were the means for him to realize these goals.  In his

Pacific murals, Charlot created his own visual language by combining his knowledge of

Western pictorial arts, his experiences with local cultures, and his own creative

imagination.  Keeping these ideas in mind, it is appropriate to consider Charlot’s efforts

in comparison to contemporary communication theory, i.e. semiology, the study of

“signs,” as applied to the visual arts.  This framework is discussed in the closing section
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of this chapter.

Jean Charlot’s Pacific Period

In 1949, when Charlot arrived in Hawai'i, the Hawaiian Islands were still a

territory, not yet annexed to the United States.134  Charlot went to Hawai’i, along with

his wife and children, to fulfill a fresco commission at the University of Hawai’i-Manoa, at

Bachman Hall, where he painted Relation of Man and Nature in Old Hawaii.  This fresco

marked the beginning of his career and residence in the Pacific Islands.  After the mural

was finished, Charlot was offered and accepted a teaching position in the University’s

Art Department, where he served for the next three decades.

Charlot quickly became fascinated with Hawaiian culture and devoted himself to

learning its history, language, music, and art.  These interests prompted him to

undertake a formal study of the Hawaiian language.  He is reputed to have been the

only person to repeat the most advanced Hawaiian language class five times.135  He

pursued his study of Hawaiian history, customs, and religion through scholarly research

in native Hawaiian texts and active collection of oral histories from Hawaiian elders, as

well as immersing himself in local cultures and communities.  He eventually authored

five plays on the subject of ancient Hawai'i, including two bilingual plays in English and

Hawaiian.136  Charlot also illustrated one of the few major Hawaiian language texts,

Spoken Hawaiian, by Samuel Elbert, co-author of  the leading Hawaiian-English

Dictionary.137

 Charlot’s first Hawaiian fresco commission, Relation of Man and Nature in Old

Hawaii, depicted Hawaiian culture and history as the central subject matter.  A few

years later, in 1956, Charlot received a commission for and completed a series of

frescoes originally installed in the Hilton Hawaiian Village’s Catamaran Cafe, The

Chief’s Canoe, Hawaiian Drummers, Conch Players, Male Hawaiian Swimmer, and

Female Hawaiian Swimmer (Illustration 3.1).138  These frescoes are now featured

artworks in the Pa Kalo, Charlot Courtyard, in the Honolulu Convention Center.

Describing the significance of the frescoes in an interview with the Honolulu Advertiser,

Peter Morse, a former Smithsonian graphic arts curator who compiled and published
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Charlot’s prints, stated that The Chief’s Canoe  mural "is important to Hawai’i’s artistic

history....It portrays early Hawaiians in a way no other artist ever has.”139

Charlot created two other monumental fresco murals that featured Hawaiian

cultural themes.  The earlier mural, Early Contacts of Hawaii with the Outerworld, was

finished in 1952, at the Bishop Bank in Waikiki.  The mural was destroyed in the same

year but was redone in 1966 at what is now the First National Bank in Honolulu.

Charlot’s fresco mural, at Leeward Community College, Pearl City, painted in 1974,

shares the same title and theme as his first Hawaiian mural at Bachman Hall, The

Relation of Man and Nature in Old Hawaii.  This later version is monumental in size,

measuring 2,275 square feet.  The Leeward mural marked Charlot’s final example of

public art and fresco technique created during his lifetime.140

Between the years 1958 to 1961, Charlot increasingly began to create murals

using the ceramic tile format.  During this time period, he finished four sets of ceramic

tiles featuring the subject matter of the Stations of the Cross, now located at various

chapels on O’ahu and Kaua’i.  In 1961, Charlot created Night Hula, a ceramic tile mural

that depicts Hawaiian dance and performance arts (Illustration 3.2).141  Again using the

ceramic tile format, Charlot spent over five years, from 1970-1975, working on the six

panels that compose the murals for the United Public Workers building in Honolulu.

The subject matter of the panels illustrated scenes of groups of local people at work and

on strike.

Charlot’s ability to create art in different contexts and media is demonstrated by

his other public artworks in Hawai’i which include the media of fresco, ceramic tile,

champlevè enamel sculpture, copper plate and repoussé, as well as styrofoam reverse

sculpture cast within a cement wall.  In 1966, at age sixty-eight, Charlot held a

retrospective exhibition at the Honolulu Art Academy, which was accompanied by a

small publication.  At the East-West Center, in 1967, Charlot finished his mural entitled

Inspiration, Study and Creation, in association with the Indonesian artist Affandi, who

completed a second fresco.  Charlot produced a large number of oils and prints that

feature Pacific cultural subject matter.  His first major catalogue published in Hawai’i
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was in conjunction with his 1990 exhibition, Jean Charlot: A Retrospective, held at the

University of Hawai'i at Manoa Art Gallery, in Honolulu.142

In Honolulu, Charlot met Monsignor Franz Wasner, who later commissioned the

Fijian tripych, Black Christ and Worshipers, painted in 1962, at St. Francis Xavier's

Catholic Mission at Naiserelagi, Fiji.  Also at Naiserelagi, Charlot painted two additional

frescoes, one located over each of the transept altars, St. Joseph's Workshop  and the

Annunciation, one each located over the transept altars, which were completed in

January 1963.   The discussion of Charlot's Fijian frescoes, including technique,

commission, and visual forms, are discussed in Chapters Four, Five, and Six.  Upon his

return to Hawai'i, Charlot made personal contact with Fijians, particularly undergraduate

students of the East-West Center at the University of Hawai’i-Manoa and the newly

arrived Fijian group at the Polynesian Cultural Center in La’ie.  The Charlots were said

to have opened their homes to the Fijians, often hosting parties with lovos, Fijian earth

ovens used to prepare traditional Fijian foods, music, dance and even yaqona

drinking.143  After a short stay in Fiji, Charlot returned to Hawai'i, where he eventually

completed at least twenty-six original prints and eighty-eight oils featuring Fijian subject

matter.  It appears that he first debuted his Fijian inspired oils in a one-man exhibition at

Gima’s Gallery in Ala Moana Center, Honolulu, in May 1963.

 Charlot’s first two prints featuring Fijian subject matter were created in 1971, in

Valencia, Venezuela, and were color linoleum cuts.  The first print, Fiji War Dance,

illustrated a men’s club dance (Illustration 3.3),144 while the second print shows a bird’s-

eye perspective of a man mixing yaqona in the tanoa wooden serving bowl.  In 1975,

Charlot completed Fiji, a set of eight color serigraphs, of eight different Fijian subjects,

as part of a commission for a new hotel in Fiji.  Inspired by his Fijian frescoes, Charlot

illustrated the presentation of the tabua and the woman with the mat, as well as the

Indo-Fijian woman with the garland and the Indo-Fijian man with two yoked oxen.

Charlot added two new subjects to his repertoire of Fijian subject matter: the mixing of

the yaqona (Illustration 3.4), a spear thrower, and men’s meke, music and dance.145

Once again, these same Fijian themes were featured in his 1976 publication with Lynton

Kistler, Picture Book II, which included ten color lithograph prints with accompanying
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text commenting on his Fijian subjects.146  In Picture Book II, Charlot depicted the

presentation of the tabua (whale’s tooth), yaqona, and mat, as well as men's meke, a

spear thrower, and a single print of an Indo-Fijian, a nun, “on her way.”  In 1978, he

finished his print series Kei Viti: Melanesian Images: Five Lithographs in Color

(Illustration 3.5).147   Around this time, Charlot printed at least one other lithograph

featuring Fijian subject matter, On the Go Fiji, an edition of thirty prints that featured a

profile of a local nun with a walking stick and a ceramic pot (Illustration 3.6).148 The

Fijian paintings are more difficult to discuss because many were not photographed or

properly documented prior to sale, and for the most part their whereabouts are

unknown.  As a group, Charlot’s Fijian oil paintings developed these same native Fijian

themes of the tabua presentation, yaqona mixing and serving, mat making and

presentation, and men’s meke, including music and dance.149  Charlot lived and worked

in Hawai’i for thirty years, painting Pacific Island people and culture, until his death in

1979.  During his lifetime, Charlot created over twenty frescoes at various different sites

in Hawai’i, while he continued to create other murals and liturgical artworks in the

continental United States and Fiji.

Art History and Pacific Scholarship: Jean Charlot and the

Tupapa’u  (Ghost) of Paul Gauguin150

In art historical studies addressing Pacific arts, the tendency is to focus on

indigenous artists, with little interest in Western artists working in the Pacific Islands.

The major exception to this rule is Paul Gauguin, who popularized images of Polynesian

culture in the late nineteenth and early twentieth centuries.  There have been numerous

studies on Gauguin’s work in the Pacific, including his own publications, numerous, that

is, in comparison to the relatively little published on other Western artists working in the

Pacific.  While other artists, such as Henri Matisse, John La Farge, and Emil Nolde,

made brief trips to the Pacific, it can only be said of Jean Charlot that he lived and

worked in the Pacific Islands for three decades.  Thus, a comparison between Charlot

and Gauguin is difficult to avoid given the continuing fascination with Gauguin’s

Polynesian work and the artistic hierarchy that ranks him as the primary or premier
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Western artist to have featured Pacific Island themes as major subject matter. Also,

Gauguin was the first Western artist to live and work in the Pacific. The challenge is to

assess the differences between Gauguin and Charlot, given the lack of scholarship

documenting Charlot’s Pacific Period and portfolio.  Nevertheless, I will attempt to

compare their works to highlight some of the shared elements and influences of the two

artists, while simultaneously distinguishing Charlot’s unique artistic contributions.

The most obvious similarities between Paul Gauguin and Jean Charlot are that

they were both French-born and Catholic-bred.  Both artists came from a multicultural

family of mixed French and, arguably, Amerindian blood on their maternal side, with

Gauguin having claims to Peruvian descent and Charlot’s established lineage of

Spanish-Mexican-Aztec descent.  Each artist spent a good portion of his life in Paris

absorbing and studying both the ancient and modern art masters available in galleries

and museums, as well as traveling the countryside to study the folk cultures of France.

Influenced by Theosophy, Gauguin participated in his own quest for a spiritually

based art, eventually becoming the most prominent artist associated with the Symbolist

movement.  In 1885, he traveled to Brittany, where he came under the influence of the

Breton folk culture and religion which he soon began to feature as subject matter for his

paintings, such as Jacob Wrestling with an Angel or Breton Peasant Women.  Based on

images he observed in local religious rites, he created his famous Yellow Christ

(Illustration 3.7), as well as his less known Green Christ, both emerging from the local

landscape and culture.151

Like Gauguin, Charlot also traveled to Brittany and was greatly moved by the

local culture, art, and traditions, particularly those inspired by religious faith.  Recall, in

Paris, that as an active member in a group of young Catholic artists, Le Gilde Notre-

Dame, Charlot carved crucifixes based on the Breton Calvary images.152  He drew

upon these early artworks as prototypes for his later images of Christ in Fiji and

elsewhere.  In a similar manner, Gauguin and Charlot independently arrived at the idea

of creating crucifixions of an attenuated and nearly naked Christ figure set in natural

landscape and surrounded by worshippers, based on their observations of local art and

religious ritual in Brittany.  Charlot himself noted these parallels:



55

Some of Gauguin’s Brittany pictures incorporate totally without really much
modification, with a great humility, some of the elements of the Breton folk
sculptors….There is of course, the famous Yellow Christ, which is a
transposition with minimum changes of one of the crucifixes in the country
churches of Brittany.  I had, myself, a similar contact, and I would say a
similar reaction, and it is a parallel with Gauguin.153

The inspiration of Breton Calvary images, therefore, accounts for the shared themes,

subject matter, context, and even some of the formal elements that can be identified in

both Gauguin’s Yellow Christ and Charlot’s Black Christ crucifixion images.  It is

important to note that these influences developed independently in each artist, in

response to the social, religious, and natural environment of Breton, not as some may

be tempted to assume, that Charlot’s inspiration and ideas drew directly from his

encounters with Gauguin’s earlier paintings.  This is not to say Charlot was unaware of

Gauguin’s work.  Charlot lived in Paris at a time when Gauguin’s art was beginning to

be appreciated, and his books were widely circulated.154  The fact that Charlot did

admire Gauguin’s achievements and art is evident in his personal library, which

included most of the original works authored by Gauguin.155

The French influences of Paris and Brittany were absorbed into the artistic

imaginations of both Gauguin and Charlot.  In Paris, both artists were influenced by the

Symbolist movement.156 The French critic Albert Aurier, writing a manifesto of

Symbolism, Le Symbolisme en Peinture, identified Gauguin as the movement’s leading

exponent of the Symbolist movement, concluding that it was his “masterful paintings”

that best exemplified these Symbolist qualities, especially works such as his Yellow

Christ.157  Aurier outlined the five defining characteristics of Symbolism:

1) Idea-ist, since its sole ideal will be to express Ideas;

2) Symbolist, since it will express those ideas through forms;

3) Synthetic, since it will present those forms, those symbols,
in a generally intelligible way;

4) Subjective, since an object in a work of art will never be 
looked upon as an object, but as the sign of an idea 
perceived by the subject; and, consequently,

5) Decorative, for decorative painting per se, as the Egyptians
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and quite probably the Greeks and Primitives understood it, is none other
than a manifestation of art that is at once subjective, synthetic, symbolist
and idea-ist.158

Aurier wrote that “the normal and final goal of painting, as of all arts...is to express Ideas

by translating them into a special language.  To the eyes of the artist...(t)hey can appear

only to him as signs.”159  Based on these ideas, Gauguin developed a language of

visual parables to evoke ideas that related closely to those expressed in Symbolist

writings, and later to Polynesian culture and mythology.160  While Charlot was

interested in some of the Symbolist ideas, notably those relating to language,

spiritualism, and art, he differed significantly from Gauguin and the earlier Symbolists in

terms of his view of the function of art.  Specifically, Charlot would have disagreed

strongly with the basic Symbolist doctrine that art is meant for the chosen few and not

for the masses, as evidenced by the fact that Charlot spent a lifetime creating public

and popular arts.161

As part of Gauguin’s spiritual journey, he traveled to Polynesia to fulfill his desire

to seek out a Paradise in the Neoclassical and Romantic sense of living close to nature,

and, as such, close to God.162  Leaving his wife and children in Denmark, he moved to

Tahiti in 1891 to paint for two years before he returned to Paris in 1893.  He stayed in

France another two years before returning to Tahiti in 1895.163  He painted in Tahiti for

six years, and then he resettled in the Marquesas Islands in 1901, where he died in

1904.164  His eventual demise was believed to have been caused by a combination of

alcoholism and syphilis.165  

In Polynesia, Gauguin’s artworks drew upon his physical and cultural

surroundings.  After a brief residence in Papeete, Tahiti’s capital, the artist chose to live

in the more rural areas of the main island of Tahiti.  While I would not disagree that

Gauguin’s interpretation of Polynesian themes differed from earlier Neoclassical

interpretations, I would argue that regardless of the lay-anthropological interpretations of

the subject matter, Gauguin adhered to a Western-centric desire to perpetuate the myth

of Polynesia as a lost paradise.166  As an artist reliant upon Parisian art dealers to sell

his paintings, Gauguin’s artworks were portable and were directed primarily toward his
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potential European audience of private collectors.  Therefore, he capitalized on the

exotic aspects of Polynesian culture made known to the Western public by novels such

as Pierre’s Loti’s, The Marriage of Loti (1880).167  During this stay in Tahiti, Gauguin

created a large portfolio of oil paintings that often featured Polynesian women as

subject matter.  Many of these women are depicted partially or entirely nude, situated

within their native environments.  In some paintings, Gauguin captured more sensitive

portraits of local women, such as Vahine No Te Tiare (Woman with a Flower) or Mehari

Metua No Tehamana (The Ancestors of Tehamana).168  In other examples, such as Te

Ari’i Vahine (The Noble Woman) or Te Nave Nave Fenua (The Delightful Land), his

portraits served to reinforce the European stereotypes of the exotic islanders.169  While

much has been said of Gauguin’s featuring half-clad women set in a tropical paradise

(and it is not my intention here to comment on this per se), there can be no denying that

these exotic images of women were painted for and directed to be sent and sold in a

European marketplace of private patrons, i.e., those people “outside” the local Pacific

Island cultures.  This is in marked contrast to the intention of Charlot’s Polynesian art,

which was created for native audiences in Polynesian locales.

In Polynesia, Gauguin created art throughout his period of residence working

predominantly in oils, although he also produced watercolors, pen and ink sketches,

ceramics, and both wood sculptures and block prints.  Gauguin’s so-called quest for

Paradise was motivated by his own desire to become a Noble Savage.170  Fascinated

with his surroundings, both physical and cultural, Gauguin began to engage in another

quest, to study about old Polynesian society, especially art and religion.  He partially

learned the native language by living and talking with local people.  He became

fascinated with oral history, as well as with Jacques-Antoine Moerenhout’s Voyages aux

îIes du Grand Ocean, an ethnographic survey published a half-century earlier.  These

sources served as inspirations for his visual artworks and his writings, especially Ancien

Culte Mahorie (1892-1893).171  Gauguin’s integration of verbal and visual arts is evident

in his publications, artistic titles, and even encoded in his visual images.172
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While working in Hawai’i, Charlot certainly did sell his artwork, however,

significantly, as he stated in his own words, he considered himself  “primarily a

muralist.”173  Fresco murals, by nature integral to architecture, are permanent and are

usually located in public buildings.  I argue that Charlot’s public works, featuring Pacific

cultural subject matter, are directed towards viewers with an “insider” perspective,

members of the local culture being represented.  I would even suggest that to a certain

extent  “outsiders,” or nonmembers of the local cultures, may not be able to recognize

some of the symbolism encoded in the imagery.  Charlot’s distinctively scholarly

approach to both local culture and language can be contrasted to Gauguin’s relatively

informal approach to learning about Polynesian culture and language.  This fact

inevitably endowed Charlot’s art with a complexity of deeper meanings available only to

native speakers, i.e. “insiders,” the local Polynesians themselves.

Another distinction between Gauguin and Charlot lies in their attitudes towards

religion and religious ideology.  Influenced by Theosophical syncretism, Gauguin’s

artworks often drew upon the artistic iconography and religious ideals of Christian,

Hindu-Buddhist, Polynesian, and even Egyptian art, culture, and faith.174  An excellent

and well-known example of this is his Ia Orana Maria, where the artist renders a

Tahitian Mary and Jesus situated in an exotic tropical environment (Illustration 3.8).175

Gauguin organized the composition in a receding diagonal, with the title in the near

lower left against a backdrop of native bananas, plantains, and mangoes.  Moving back

in space, halos identify a nude baby Jesus and a Mary who wears a bright red floral

body cover or pareu.  Further back, two local woman move along a path, their poses

recalling Buddhist relief sculpture from Borabador.176  The figures are placed in a

tropical paradise of native vegetation, while a volcanic mountainous ridge descends

diagonally across the upper background portion of the painting, framing the scene.

Charlot, while he clearly respected other faiths, was decidedly Roman Catholic.

In his own life he rarely drew clear lines between the secular and the sacred and

remained deeply involved with the Catholic Church and its related organizations

throughout his life.  By 1950, he had been appointed faculty adviser to the Newman

Club, the Catholic student organization at the University of Hawai’i at Manoa.  He
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regularly created cartoons for The Sun Herald, a Catholic weekly newspaper, and later

The National Catholic Reporter.177 An anthology of these cartoons was published in

Cartoons Catholic: Mirth and Meditation from the Brush and Brain of Jean Charlot.178

Charlot’s talent and his devotion to his faith resulted in numerous commissions for

liturgical art, including his frescoes: Nativity at the Ranch (Illustration 3.9)179 at Kahua

Ranch, Kohala, Kamuela, Hawai’i, painted in 1953; the 1956 series Way of the Cross,

consisting of fourteen fresco tiles for St. Sylvester’s Church, Kilauea, Kaua'i, and in

1957, The Compassionate Christ (Illustration 5.6), a fresco mural for St. Catherine’s

Church, Kapa’a, Kealia, Kaua’i, Hawai’i, to name a few.

In comparison, Gauguin, before moving to the Marquesas in 1901, delivered a

speech on behalf of the Catholic Party and as a standard bearer on anti-colonialism.180

Later, Gauguin aligned himself with a group of Marquesan natives in court and in a feud

with members of the Catholic mission.  He eventually authored L’Esprit moderne et le

catholicisme (1902), which although it remained unpublished, spoke out strongly against

the activities of the contemporary Catholic Church.181

Among the most fundamental differences between Gauguin and Charlot were the

religious ideological attitudes that each artist held towards themselves as art-makers,

which they expressed in their art. Both artists were partly influenced by the late

nineteenth century Symbolist concept that art was a religious activity to awaken man to

the divine, therefore, the artist played the role of a divinely enlightened creator, both

priest and prophet.”182  Gauguin created a number of self-portraits where he depicted

himself as Christ.183  In these portraits, such as Christ in the Garden of Olives, he

positioned himself as the suffering savior and described himself as such in his

commentaries.184  Thus, he had taken on the role of suffering individual, like Christ,

who sacrificed his own life for the pursuit of his artistic ideals, be they apprehended,

appreciated or not.185

Charlot, although he may have to some degree perceived himself as a priestly

artist involved in service to God through his sacred labors of art-making, certainly never

presented himself in either his verbal or visual works as God himself.  Rather, he
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viewed his role as an artisan, literally a laborer, who created, through artistic means,

access to the spiritual realm.  He expressed these ideas in an interview with his son,

John P. Charlot, when he stated,

Liturgical art is sort of relation of man to God...for me with my background,
as being Christian, Catholic art, church art, but of course all the people
who have dabbled, I would say in establishing a bridge between God or
the gods and themselves, have had themselves had to go through such
things....So it goes very far in touching other points than storytelling. I
suppose one of them is really the relation of the artist and God.186

Charlot’s liturgical murals, monumental in scale, manufactured through an “heroic

technique,” often housed in holy sanctuaries, and depicting images of Christ, allowed

the artist to express and experiment with his own acts of creation, not as God himself,

but rather as a servant of God.187  Granting that Gauguin and Charlot both may have

disagreed with certain colonial policies, Gauguin’s anti-clerical attitudes, his affairs with

young native women, and his alcohol consumption negatively affected his relationship

with the Catholic Church, and, as a consequence, he never completed any liturgical

commissions in the Pacific Islands.  Gauguin’s situation can be clearly contrasted with

that of Charlot, who lived an extremely pious life as a strict Catholic and thus was often

invited by various churches to complete liturgical commissions which today account for

roughly half of all of Charlot’s public murals in the Pacific Islands of Hawai’i and Fiji.

Charlot conceptualized his approach to art-making methodologically, and, in the

same manner that he approached studying local cultures, he created an intellectual

framework to articulate form, image, and idea.  In his liturgical artworks, Charlot’s

imagery often presented a specific ideology associated with the Catholic Church.  In

contrast, Gauguin presented his imagery using a religious iconography and symbolism

that represented his own specific ideological interpretation, but certainly did not

articulate a strict interpretation of any single recognizable faith.  While Gauguin feuded

with the Catholic mission in the Marquesas and wrote abusive prose against the

activities of the Church, Charlot was an active liturgical artist, aligned closely with the

Catholic Church through his artistic activities and writings, throughout his entire life.
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Charlot’s devotion and vocation to create liturgical arts for the Catholic Church

began in Paris with his association with Le Gilde Notre-Dame, and it became a lifetime

association that characterized many of his artworks and writings.  Perhaps influenced

by his own interpretation, the need for art to have an aesthetic and intellectual/spiritual

function, Charlot rejected the Modern notion of “art for art’s sake.”  Experimenting in

early Analytical Cubist art prior to leaving France, he quickly rejected abstraction in art

except as a mechanism to reiterate form and meaning.  The results are evident in the

majority of Charlot’s artworks throughout his life, which inevitably feature recognizable

forms, subject matter, and narratives.

We can conclude, then, that there are a number of historic parallels that help

clarify the relationship between Gauguin and Charlot in Pacific art history.  Both artists

shared a pluralistic background that included both French and Amerindian heritage.

Both grew up in Paris, spent time painting in Brittany, and were a product of their

French artistic heritage.  Each adhered to aspects of Symbolist doctrine, were deeply

spiritual, and had a destiny that involved painting around the world.  They both shared

interests in local cultures, although Charlot’s methodological approach to the study of

indigenous cultures and languages distinguished his efforts and achievements in the

verbal and visual arts.  Both artists worked in mixed media, although each favored

painting, Gauguin preferring oils and Charlot preferring fresco.  Gauguin created

smaller-scale, portable art that was directed largely to a European audience, capitalizing

on the West’s fascination with exoticism and featuring local cultures as potential

magnets for sales to “outsider” patrons.  Charlot preferred working in public

commissions that included large scale, monumental, fresco murals directed largely to

an audience comprised of local “insider” cultures.  Today, while Gauguin’s works are

housed in museums and private collections around the world, the majority of Charlot’s

murals remain available for public viewing.  These murals, in addition to his other public

artworks, are receiving increasing attention by the art world.

While both men earned a living as working artists, Charlot also had a passion for

teaching throughout his life.  In Hawai’i alone, he taught Fine Arts and Art History at the
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University of Hawai'i at Manoa for almost thirty years, training literally hundreds of

students who today are part of a second generation of muralists working in Hawai’i.188

In comparing their achievements in the verbal and visual arts, it is clear that in

certain areas Charlot’s efforts surpass those of his great French predecessor.  Even

though Gauguin did author several books on his experiences with and knowledge about

Polynesian cultures, Charlot’s publications are more numerous, scholarly, and far-

reaching.  Firstly, Charlot could read primary source material and even published

original texts in the Hawaiian language.  Secondly, he actively engaged in ethnography,

for example, documenting oral histories from Hawaiian elders, such as Jennie Wilson

and I’olani Luahine.189  Thirdly, he worked extensively conducting original research with

the renowned Hawaiian art collection at the Bernice Pauahi Bishop Museum (Illustration

3.10).190  There were many Hawaiian, Fijian, and Pacific Islanders who contributed to

his social circles, many of whom were even models in his frescoes and other artworks.

Finally, despite their shared French heritage, Charlot was distinctly a French-

American artist.  As such, he is the only American artist who worked and produced a

major body of art located in the Pacific Islands, including his public murals which

featured local/native cultural themes.  Charlot was the only French or American artist

who devoted himself to mastering the fresco technique, helping to re-popularize it in the

twentieth century, throughout North America and in the Pacific Islands.  Besides fresco,

Charlot also helped to popularize the format of ceramic tile murals.  Today, this art form

is carried on by Samoan muralist Mataumu Alisa, who also has artwork featured in the

Honolulu Convention Center.  Despite all the verbal and visual works Charlot produced

in and about Pacific Island culture, many of his artworks are immobile, and many of his

texts are now out of print.  These facts, in addition to the limited documentation on his

Pacific Portfolio, mean that it will, unfortunately, be some time before it is possible to

evaluate his entire contribution to Pacific Art and scholarship in the twentieth century.

Even though the whole story is yet to be told, it is evident that few figures can even

begin to claim such a diverse and distinguished legacy.
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Jean Charlot’s Artistic “Style”

In his article, “Jean Charlot’s Hawaiian-English Plays,” John P. Charlot described

his father’s activities in Hawai’i, stating, in retrospect, that he produced “a large and

multi-genred body of work on Hawaiian history and culture.”191  He commented that the

publication of Charlot’s plays was “...an event in Hawaiian literature as it made available

the first extensive modern prose and the first published plays in the Hawaiian language

(Illustration 3.11).”192  He also commented on the intersection of the verbal and visual

arts in Charlot's Hawaiian works, tracing this tendency back to Charlot’s childhood,

when “he learned drawing and writing simultaneously”:193 

An important purpose of the plays was the presentation of Hawaiian art
forms within their traditional settings: individual storytelling, dance, chant
and puppet hula, as well as the visual arts in the staging....A visual parallel
can be found in Charlot’s Leeward Community College mural, in which all
the natural forms— human, plant, rock and water— are informed by the
Hawaiian arts included in the picture: bowls, poi pounders, tapa beaters,
gourds, surf boards, and petroglyphs.  A genuine stylistic unity is thus
achieved in both the plays and the mural.194 

In most, if not all, of his artworks, Charlot took a combined approach to word and image,

exemplified in the Hawaiian-English plays.  To begin to understand Charlot’s knowledge

of Pacific, and thus Fijian, culture, it is useful to examine it within the framework of

Charlot’s methodology, as established by John P. Charlot.  Although his article focused

on Hawai’i, the author indicated clearly the broader application of his father’s

methodology to his “Pacific” portfolio.

One of the primary features that characterizes the art of Charlot derives directly

from his active pursuit of personal relationships with members of the local and native

cultures.  While ethnically always remaining an “outsider,” Charlot fostered these

personal relationships to gain an “insider” view, socially and culturally.  I argue that it

was exactly these close personal relationships that provided artistic inspiration for

Charlot and that he expressed these aspects of his interactions with individuals and

native cultures in his artworks not as a mirror or mere document but as a vision of those

general principles of humanity made meaningful to the local cultures to whom the

murals were directed.
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I arrive, thus, at the paradox of Charlot as both “outsider” and “insider.”  In his

Fijian frescoes, Charlot draws strongly from conventional fine art genres of religious

themes, historical paintings, and portraiture, as well as landscape and still life.  His

capacity to frame his creative ideas within conventional Western art historical modes of

pictorial representation results in his classification as “outsider” in terms of media,

process, and training.  Further, the tendency of Pacific art history to focus on indigenous

art and artists leaves little room for participation by “outsiders.”  Perhaps this is why my

investigation into the Fijian frescoes is the first major study of Charlot’s work in the

Pacific.  I would submit that Charlot’s use of signs, icons and symbols was founded in

Pacific culture, as exhibited in the Fijian frescoes and his other public artworks in

Hawai’i, and that these artworks were directed largely to an "insider," local, and native,

audience.  Further, much of the meaning is lost on “outsider” viewers unfamiliar with

Pacific cultures.  While such viewers may be familiar with the Western, Christian,

symbolism of the Fijian frescoes, most could not comprehend the full symbolism of

other icon-signs, such as the tabua (whale’s tooth), yaqona (kava root) or uto

(breadfruit), much less the visual metaphors that are drawn from indigenous concepts

and language.  Charlot created and directed these images to viewers with a distinctly

“insider” perspective.  It is this dichotomy of “insider/outsider” that contributes to the

importance of Charlot’s art from his Pacific period and also explains why his Pacific

portfolio remains largely undocumented.

Evidence suggests that in the Pacific Islands, the local, indigenous audience that

viewed the art and artist indeed did so from an “insider” perspective, recognizing

Charlot’s contributions to their own histories.  Charlot was recognized formally, in 1963,

when he received top honors at the annual Roselani Award banquet of the Honolulu

Chapter of the National Society of Arts and Letters.  Charlot, along with Hawaiian

author, educator, and composer Mary Kawena Pukui, was presented the award for his

contribution to the community in the preservation of Hawaiian culture through the

arts.195  Later, in 1976, The State of Hawai’i Order of Distinction for Cultural Leadership

was awarded to Charlot in recognition of his outstanding contribution to the artistic and

cultural life of the people of Hawai’i.196  Charlot was only the fourth person and the first
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non-Hawaiian to receive this award.  In Hawai’i, Charlot was also honored by Pacific

Islanders according to their traditional customs.  As a man identified with high rank and

status, Charlot was given precious objects, such as kapa (Hawaiian indigenous bark

cloth) and feather work.197  Irmgard Aluli, Frank Palani Kahala, and Hailama Farden,

Hawaiian composers, wrote a mele inoa, or name chant, entitled Keoni Kalo (Jean

Charlot) dedicated to Charlot for his contributions to Hawaiian culture and thus

immortalized him in the same tradition as a high chief.198

 It is important to note that Charlot’s experiences with art and culture went

beyond library research and museum objects, which tend to decontextualize objects

and divest them of their relationships to the living culture.  Even though Charlot did not

have the opportunity to study the Fijian language in depth, he arrived in Fiji with an

advanced knowledge of the Hawaiian language.  Both languages are Austronesian, and

he could not help but notice their similarities in structure; indeed they even share some

identical words and concepts.199  In Hawai’i, Charlot was very familiar with the

Polynesian concept of metaphor, kaona in Hawaiian language, which refers to various

nuances and multilayered meanings of the language or even a single word.  For

example, in his mele inoa or name chant, Keoni Kalo,”200 Charlot is referred to as a

“kupa o ka ‘aina,” a “citizen/native of the land.”201  The term “kupa” specifically

designates Charlot as a local person; the term implies a native of Hawai’i, versus other

terms used to indicate non-natives, such as haole  or malihini, both words meaning,

“foreigner.”202  In many examples from his Pacific portfolio, one can easily observe the

incorporation of kaona, metaphors, that characterize both his visual and verbal

artworks.

As a professor at the University of Hawai'i at Manoa, Charlot had easy access to

the Pacific Collections at Hamilton Library where he researched Fiji prior to his arrival in

1962.  At the Bernice Pauahi Bishop Museum in Honolulu, which houses one of the

finest collections of Pacific art in the world, Charlot had established close personal

relations with many of the staff and had participated in original research using their
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collections and facilities.203  Likewise, upon his arrival in Fiji, Charlot visited the

country’s main art museum, The Fiji Museum, in Suva.  

Charlot made active contact with local Fijian people, providing him a first hand

opportunity to analyze art and symbolism as it pertained to living culture.  When he

arrived with his family at the remote site of St. Francis Xavier’s Catholic Mission at

Naiserelagi, Fiji, Charlot was greeted with traditional welcoming ceremonies where he

could not help but notice the role of tradition, custom and art.  Based on the subject

matter of his Fijian portfolio, Charlot clearly recognized the important manifestations of

Fijian culture in the presentation of male and female arts in the form of the whale’s

tooth, yaqona root, and indigenous textiles.  These became important images in his

Fijian frescoes, as well as in his later paintings and prints.  Additionally, all the figures in

the Fijian frescoes except Christ and the two saints were portraits drawn from real life,

individuals whom Charlot met and interacted with while in Fiji.

Charlot’s philosophy of the interconnection of spirituality, art, and labor is

developed through his presentation of figures and images.  John P. Charlot writes of his

father, “His own religiosity was so central to his life and thought he naturally looked to

the religion of the culture for clues to its character.204  Charlot seemed to view his own

art creations as physical manifestations of his supernatural association with God: art as

tangible, visual, prayers.  In Fiji, this idea is reinforced by the church environment, the

liturgical commission, the religious subject matter, and the function of the paintings as

objects of ritual and spiritual contemplation.

In Fiji, as well as elsewhere in the Pacific, the traditional concept of “artist” was

culturally defined in a manner closer to an English concept of a priest.  In the Pacific,

artists, paralleling the earlier Symbolist concept, often functioned in a dual role as both

priests and art-makers because they retained special knowledge of both rituals and art-

making technologies. These indigenous artists were themselves considered sacred, as

they created abodes and images of the gods.  Consequently, these priestly artists were

traditionally placed at the top of the social hierarchy.  Priests, like chiefs, were believed

to be descended directly from indigenous gods.205  Charlot was well aware of this

concept in the Pacific, and, therefore, he would have been aware of the implications of
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his reception in Fiji where he entered the social hierarchy as a high chief, a turaga, or

priestly artist.  During his entry into Fijian society, Charlot was publicly and properly

received as nobility, a chief, and he was contracted in the traditional ceremonies that

associated him with this rank.  The Fijians presented him with the customary and

appropriate offerings to reinforce this social position, including whale’s teeth, the sacred

yaqona roots, indigenous bark cloth, mats, food, and formal musical presentations and

performances.  From a native standpoint, these events were public declarations of

Charlot’s status.  In this context, these goods also represented the contracting and

partial payment for the frescoes, following culturally appropriate patterns.  The local

people likewise honored the artist with many parties and presentational goods

throughout his stay.

The Artist and The Message

Language, whether verbal or visual, concrete or abstract, is the mechanism of

communication.  Formal art elements can be likened to a visual alphabet as they can

combine to convey different abstract symbolic meanings.  Artists control the

presentation of signs in their art-making.  They construct meaning through visual codes

in order to represent images and ideas to an audience of perceivers who can

comprehend, to various degrees, the artist’s aesthetic and informational systems.  For

example, medieval art, besides being beautiful, often served as the “Bible of the

illiterate.”206  In this case, artists selected subject matter and manipulated forms,

displaying them within the conventions of the social norms; i.e., sculptors attenuated or

exaggerated figures of angels in order to convey visually a spiritual presence and origin

to a congregation of believers.

Charlot was drawn to this communicative aspect of art.  At a young age, he

studied Aztec picture-writing in the codices donated by his uncle Eugéne Goupil to the

Bibliothèque Nationale in Paris, as well as the art of medieval churches.207  Charlot

extended his study to artistic problems of visual communication.  One of his solutions,

found in many of his artworks, is his combination of verbal and visual signs.  There is
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evidence in Charlot’s own words that articulated his belief in and theoretical framework

of visual communication systems.

Between the man applied to pure copying and the one who admits
as forms only those engendered by his imagination, the middle doctrine
ought to please you, that of good painters, which is to suggest external
objects as sign and symbol in their turn of states of the soul and of ideas.
The color, the sign of the object; the object, the symbol of the idea; such
are the three factors that no one should neglect.208

In his fresco paintings, mortar and pigment were the constructive formal elements

Charlot used to create signs that manifested the artist’s vision.  In painting, formal

elements are index-signs that together compose individual signs in the form of icons

and symbols, i.e., “color, the sign of the object....”  The visual act of viewing these signs

in unison constitutes the combined aesthetic and cognitive responses to the artwork.

The various intellectual responses comprise the abstract meaning, the “symbol of the

idea,” the thematic narrative, subject matter, or “message.”  Throughout his life Charlot

continued to refine his ideas about art and communication.  As stated by John P.

Charlot, “he would make the symbolic function less overt, integrating it more intimately

with the subject matter, which in its turn was selected for its symbolic possibilities.”209  I

argue that Charlot structured his artistic approach to develop a creative and an

intellectual framework based on these principles and that he conceptualized his artistic

works to operate as both aesthetic and communicative systems.  Accepting this

premise, it is useful at this point to consider Charlot’s Fijian frescoes in relationship to

semiology, the study of signs, within the visual arts.

Together, individual signs combine to create a unique new signifier, a whole sign,

i.e., the art object, which operates within a self-contained system of signs that is self-

referential, constructed and manipulated consciously by their signifiee (originator,

creator, artist) in order to evoke an emotional response in and to convey information to

the perceivers (viewers).  Visual signs thus participate in two types of systems,

“aesthetic” systems, which account for individual emotional responses to visual

elements on physical and formal levels, and “informational” or “communication”

systems, which account for intellectual responses to visual elements on iconographic
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and symbolic levels.  As a group, visual signs may participate in visual communication

systems, each system unique to its parent system, the art object.  With a certain amount

of premeditated thought combined with technical know-how, artists create compositions,

arrangements of visual signs that together articulate narrative discourses, elucidating

ideologies and ideas that characterize relationships between artist and artwork, artist

and audience, artwork and audience.210

I believe the analogy of art as signs is useful in art historical analysis because it

allows for an objective visual analysis based on deductive reasoning.  The analysis of

Charlot’s artworks as “signs” permits using technique and artistic process to define

aspects of the artist’s style.  This method of interpretation offers a systematic approach

to deconstructing the pictorial narrative.  The isolation of individual signs provides the

opportunity to explore their individual meanings within deeper levels of cultural context.

This semiotic analysis contributes to the understanding of biography in the life of the

artist because it enables identification of individual visual elements that can be traced

back to specific moments in the artist’s life that served as his source of inspiration.  The

second process of semiotic analysis, the reconstruction of the pictorial narrative, then

returns the sign to its original context, where it takes on an enhanced meaning, allowing

for a more insightful and comprehensive understanding of the original artistic intentions.

An analysis of art objects as sign systems may be particularly applicable to

Charlot’s monumental public works of art.  "Public art," by nature, has certain

implications, premises, or presumptions that differentiate it from most other art genres.

“Public” implies intended access by the masses, in opposition to most other art, created

for an art market composed of private collectors.  Further, the nature of fresco painting,

by being adjacent to or a part of the architectural structure, cannot be moved from

studio/storage to display or from sale to private/public collections.  Public art, therefore,

implies greater consideration on the part of the artist to harmonize the art object with the

physical and social environments surrounding it.211

In my analytical model, based on Peirce's tripartite definition, a sign has three

possible manifestations which may occur individually or together depending on context:

index, icon, and symbol.212  An index-sign must have a natural referent and signifies
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meaning by virtue of a similarity or existential bond between itself and the object.

Analysis of index-signs provides insight into Charlot’s creative and technical mastery of

materials, as well as how he manipulated these material elements into signs, as icons

and symbols, in order to construct his visual language.  An icon-sign must bear a

representational relationship to its signifier, such as a picture or a painting of Jesus

Christ.  In my analysis, icon-signs, or iconography, function as pure description.  A

symbol-sign, in contrast, has an abstract relationship, such as the picture of a cross or

the written word “Jesus,” which as signs refer to both the Savior and Christian religious

ideology.  The interpretation of symbol-signs requires two levels of analysis in order to

establish meaning through time by examining the artwork from the perspectives of both

the artist/creator and the viewers/receivers.  Firstly, this model can incorporate the

historic dimension of time by investigating meaning at a synchronic moment for the

creator.  Secondly, meaning can be investigated from the perspective of the

interpretants who do not assign an absolute meaning; rather, their responses give

insight as to the variety of possible interpretations.  The various audience responses

over time allow for a diachronic perspective of how the artwork is made meaningful at

different moments in time.

I construct my semiotic analysis drawing from the work of anthropologist Clifford

Geertz who wrote,

As interworked systems of construable signs (what, ignoring provincial
usages, I would call symbols), culture is not a power, something to which
social events, behaviors, institutions or processes can be causally
attributed; it is a context, something within which...can (be) intelligibly—
that is thickly—described...The whole point of a semiotic approach to
culture is...to aid in gaining access to the conceptual world in which our
subjects live so that we can, in some extended sense of the term,
converse with them.213

For my purposes in this study, one could easily substitute the word “art” for “culture,”

understand “subjects” to be “artist" and “audience,” as well as their mutual relationships

to the art object.  My desire is to move beyond strict interpretations of semiotic analysis,

an idea that is also supported by Geertz.  In his discussion of art as a cultural system,

Geertz stated,
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If we are going to have a semiotics of art...we are going to have to engage
in a kind of natural history of signs and symbols, an ethnography of the
vehicles of meaning...for turning the analytic powers of semiotic
theory...away from an investigation of signs in abstraction toward an
investigation of them in their natural habitat—the common world in which
men look, name, listen and make….To be of effective use in the study of
art, semiotics must move beyond the consideration of signs as means of
communication, code to be deciphered, to a consideration of them as
modes of thought, idiom to be interpreted....[W]e need...a new diagnostics,
a science that can determine the meaning of things for the life that
surrounds them. 214

In the Pacific, Charlot created visual aesthetic systems by applying his knowledge of

pictorial art in the Western tradition and by incorporating signs, icons and symbols of

local indigenous culture within this framework.  He used the formal constructive

elements of art, when these elements are perceived in unison, to convey an idea, a

system of ideas and a microcosm of his own ideological worldview.  In order to convey

this ideology in his frescoes, Charlot broke down the visual signs into fundamental

components, and then reinterpreted and represented them with sensitivity, using the

aesthetic and symbolic systems of the culturally diverse population that comprised his

audience.  The Fijian murals are a mature example of Charlot’s ability to create

monumental art that combines form and function in a visual dialogue with a multicultural

audience.  In Fiji, Charlot created a multivocal narrative intended for three cultural

groups, native Fijian, those peoples indigenous to Fiji; Indo-Fijian, primarily laborers

who immigrated from India; and those of European descent, expatriates who live in Fiji

and those that represent the majority of the international audience of tourists.  Together,

these groups served as representative of the general “masses,” to whom Charlot

directed his visual signs and “haloed” message.
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Illustration 3.1.  The Chief’s Canoe, Jean Charlot, fresco, 1956, Honolulu
ConventionCenter, Honolulu, Hawai'i.  Photo Caroline Klarr.
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Illustration 3.2.  Night Hula, Jean Charlot, ceramic tile mural 9 X 15 feet.  This mural
was installed originally at the Tradewind Apartments, Waikiki, Honolulu, Hawai’i in
October 1961.  Technician: Isami Enomoto.  This mural was recently restored and re-
installed at Saunders Hall at the University of Hawai’i-Manoa.  Courtesy of Jean Charlot
Collection.
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Illustration 3.3.  Fiji War Dance, color linoleum cut, Jean Charlot, 1971 (Morse,
Illustration 637, 364).  Photo Jana Jandrokovic.  Collection of Caroline Klarr.
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Illustration 3.4.  Kawa Ceremony: Pouring Water, serigraph, Jean Charlot, 1973 (Morse
Illustration 700, 419).  Photo Jana Jandrokovic.  Collection of Martin Charlot.



80

Illustration 3.5.  Qaravi Yaqona: Kava Ceremony. Kei Viti:  Melanesian Images.  Five
Lithographs in Color.  By Jean Charlot, printed by Lynton Kistler, 1978 (Morse,
Illustration 726, 10).  Photo Jana Jandrokovic.  Collection of Martin Charlot.
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Illustration 3.6.  On the go Fiji, lithograph, Jean Charlot, 1978 (Morse, Supplement,
Illustration 750, 20).  Photo Jana Jandrokovic.  Collection of Martin Charlot.
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Illustration 3.7.  Yellow Christ, Paul Gauguin, 1889, as published in Deborah Silverman
,Van Gogh and Gauguin: The Search for Sacred Art (Farrar, Straus, and Giroux, New
York, 2000), Figure 118, 280.
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Illustration 3.8.  Ia Orana Maria, Paul Gauguin, 1891, as published in Franciose Cachin,
Gauguin: The Quest for Paradise (New York: Harry N. Abrams, 1990), 75.
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Illustration 3.9.  Nativity at the Ranch, Jean Charlot, fresco, 1953, Kahua Ranch, North
Kohala, Hawai’i.  Photo Caroline Klarr.
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Illustration 3.10. Jean Charlot with Hawaiian drum, hula pahu, at Bernice Pauahi Bishop
Museum, Honolulu, Hawai’i.   Courtesy of Jean Charlot Collection.
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Illustration 3.11.  Hula Ki’i,  “Puppet Hula,” Jean Charlot, cover illustration of Two
Hawaiian Plays: Hawaiian English (Honolulu: privately published, 1976).
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CHAPTER FOUR

JEAN CHARLOT’S FRESCO TECHNIQUE

I find myself more at ease with earlier centuries in which

 the artist was by definition a craftsman. Jean Charlot215

For hundreds of years, fresco was the preferred technique of great European

painters, one of the most famous being Michelangelo.  The technique, however, lost

popularity during the nineteenth century and twentieth centuries, until the Mexican

muralist revival of the 1920s.216  Not only was Charlot instrumental in this revival, but

one can also easily recognize him as a “master muralist” and a major proponent of

fresco in the twentieth century.217  During his life, Charlot created fresco murals at forty-

five sites in Mexico, the United States, and the Pacific Islands.218

In the following analysis, I apply semiotic analysis of Charlot’s Fijian frescoes and

interpret “index-signs” as those individual constructive visual elements that consist of

physical (concrete, mortar, pigments) and formal (form, line, color, space) properties.  I

interpret mortar and pigment as the physical means to create formal elements, as an

“index” of the artist’s handiwork.  The advantage of this approach is that the analysis of

an artist’s “style” may be arrived at by deductive reasoning based on the art object,

versus reliance upon historic tradition.  As stated by art historian Vernon Hyde Minor,

An index does not resemble its object, but it does refer, often times
obliquely, to it.  Perhaps the best way to consider the indexical in visual art
is to think of it in terms of style….Style, as we know, indicates the manner
in which a painting is executed, and indexically signals the presence of the

hand of the artist.  Style points back to the creator.219

Index signs also take into account those historic documents and materials that are

considered secondary research materials, such as letters, sketches, or drawings that

relate to the history and creative process of the art object.220  Collectively, these

properties refer to the artwork as a whole, while simultaneously serving as the

foundation for discussing the artist’s technique and “style” based on deductive

reasoning.  By analyzing the physical, constructive properties as index-signs to the

artist’s “style,” I identify features that define Charlot’s artistic style as a muralist.
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As index-signs, mortar and pigment are materials that encode the structure of the

creative process, the artist's formal and intellectual framework.  Charlot consciously

manipulated mortar and pigment in order to exploit his preferred formal means of

expression of line and color.  He prioritized line and color as primary tools in pictorial

construction.  He adopted an architectonic approach toward formal elements that further

united the fresco paintings with architecture.  This architectonic style is reminiscent of

Cubism without coincidence.  Charlot once stated that Cubism, was the “language of

walls.”221  He admired the artist Cézanne, himself a proto-Cubist, who relied upon

nature’s intrinsic planes and geometric forms, which articulated the inner relations of the

universe.222

And I had that same very strong feeling looking at Cézanne, the way he
organizes his landscapes….Now, if we annul the idea of God, certainly the
pine trees on one side and the mountains of the other are unrelated.  I
don’t see any possible physical, family relations between the two but the
relation between the two exists.  I think in all my work it is that relation of
otherwise unrelated things that is a theme, maybe one of the deeper

themes, and I think that implies God.223

Inspired by these Cubist influences, Charlot manipulated line and color by adopting an

architectonic approach to combine formal elements that helped to unite the frescoes to

the walls and architecture. In Fiji, mortar and pigment create line, color, and form to

materialize Charlot’s own artistic vision of “painter’s Paradise.”224

Jean Charlot’s Technical Approach to Fresco Media

While it is impossible in one study to discuss thoroughly Charlot’s lifetime

achievements in the fresco technique, a few basic points can be made.  Charlot

specialized in the buon fresco, Italian for the wet fresco technique.225  The nature of

fresco painting requires true artisanship, as it is by definition an intersection of painting

and masonry whereby the pigments are applied to wet mortar.  As the plaster dries, the

images become a permanent part of the architectural wall.  This distinguishes it from

other types of wall painting where the pigments are set on the surface of the wall.

Typically, the mortar involves approximately equal parts of lime and sand, although

occasionally cement may be added to the mixture.



89

Fresco painting is known throughout the history of art and artisans in many

different cultures have used the technique.  For example, frescoes were painted by the

early Mediterranean culture of Minoans to decorate the palace at Knossos, circa 1500

B.C.E., and over a thousand years later to ornament the houses of Pompeii.226  In the

Far East, Buddhist painters practiced fresco painting for centuries.227  In the heart of

Central America, the fresco technique was employed by ancient Mayan painters to

record religious and historic events on temple walls.228  The historic revival of the

technique in Western culture is most often associated with the great artists of the

Renaissance, such as Giotto, Michelangelo, and Raphael.  During the Early

Renaissance, Giotto was one of the first to popularize the fresco technique.  Charlot

often acknowledged his debt to the great master not only for his solutions to the

technical matters of fresco, but also for his artistic solutions to problems of

representation.229  Giotto rejected the old fresco method whereby large sections of wall

were plastered, in favor of a “new” technique that involved working on small sections

sufficient for a day’s work.  Giotto’s “new” formula for fresco painting became the

preferred method for later muralists.230  His formula was recorded by Cennino Cennini,

writing at the end of the fourteenth century, in his text Libro dell’Arte.231

It appears as though Charlot’s first frescoes in Mexico, The Massacre at the Main

Temple, relied heavily on written accounts of fresco making, such as those published in

Cennini’s book, as well as the assistance of local Mexican masons.232  As his work

matured, Charlot began to modify his fresco process to incorporate local materials.  In

Hawai’i, he used the indigenous black volcanic pumice in place of regular sand.  This

substitution provided an added technical bonus, as the rough surfaces of the black sand

adhered better to the lime and to the wall.233  In Fiji, he used river sand and volcanic

sand from Namuwaimada beach, located near the mission.234

 Charlot’s frescoes were the products of a complex process whereby he

conducted life studies, created full scale drawings, contour line drawings of full-scale

cartoons, mixed the mortar and prepared the wall, transferred the “cartoons” to the wall

with a nail, mixed pigments, and applied multiple layers of color washes with small, wet
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brushstrokes.  He respected the materials and the process of fresco production, one

that lends itself to reduction of form and composition.  The simplification of composition

is suggested by the process that takes life studies, enlarges them in size, and then

reduces them to primary contour lines that are then transferred onto the surface of the

wall.235

Index-Signs: Technique as an Indicator of Style

Contour lines.  A unique feature of Charlot’s fresco process involved the use of

a nail in transferring the cartoon to the wall surface.  Traditionally, these lines were

marked by “pouncing,” a process of using a spike roller to puncture holes along the

contour lines of the cartoon drawing.236  Charlot chose to modify this process by using

a nail to incise the contour lines deeply in the wet mortar, thereby creating a grooved

contour line.  This depression allowed the pigments to mix, serving both as color

transitions and boundaries between color masses.  The bold color of the contour line

added to the definition of images, substantiated their own individual mass, and

projected them off the surface plane.  It also created a low relief surface, reminiscent of

the artistic processes of carving and printmaking, enhancing the illusion of three-

dimensionality.  The graphic quality of the line, as in Charlot’s other illustrations, was

endowed with a life of its own, finding individual expression within the unity of his

paintings.

This emphasis on contour line was fundamental to Charlot’s style.  Line was a

key element of Charlot’s art in any media.  He practiced this habit of incising contour

lines in his frescoes, prints, and even oils.  His control of line is exhibited in the

uniformity of the relief surface in the mortar and the results of his expressive effect while

maintaining an economical approach.  This habit may have derived in part from his work

as a printmaker and illustrator; during his life, Charlot created over seven hundred

original prints and illustrated twenty-seven books.237  Charlot’s line technique was

noticed by Carlos Mérida, who once commented that Charlot could take one single line

to create an expression, while other artists needed twenty or more.238
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Pigments and brushstrokes.  Traditionally, fresco paints are ground mineral

pigments mixed with water.239  In creating large-scale paintings, such as the

monumental examples made by Charlot, fresco is one of the most economical media

because the pigments are diluted with water.  The pigments must be vigorously ground

to a fine powder and thoroughly mixed with water or else colors become uneven.  As

mineral pigments, the paint tends to settle in the water and must be remixed with almost

every brushstroke.  Extra water must be removed from the brush prior to the application

of the pigment to the wall in order to prevent the paint from running or dripping.240  The

pigment is applied in washes of color because the wet mortar tends to absorb the water

and pigment, giving the painted surface a much duller and darker appearance that

brightens as it dries.  It is difficult, therefore, to establish what the dry color will look like

when painting on the wet mortar.  It is much easier to go back later to darken the color

by applying additional washes of pigment.  On the other hand, if the pigment is applied

too strongly, it requires repainting the surface first with lime to return it to the original

white color, then beginning again to apply the color washes.  To estimate properly the

correct amount of pigment to achieve the desired effect requires a mastery of the

technique acquired only through experience. 

Charlot created color through a combination of manipulating the pure lime of the

mortar and applying layered washes of pigment.  The results are a translucent effect

similar to water colors, revealing the lime coat underneath.  The white color of the dried

lime underneath the color washes brightened the color palette.  This effect lightened

and unified the entire composition.  It physically functioned to attract light into the room.

In the Fijian murals, it symbolically served as a metaphor for the “Light of Christ.”

By the time Charlot was working in fresco in Hawai’i, he preferred to use

Chinese-style bamboo calligraphy brushes because they could retain a high water

content and could be shaped down to a fine point.241  He applied the pigment to the

mortar with a wet brush, using small brush strokes and layered washes.  Charlot's

technique of using small brushstrokes on wet mortar helped to maintain control of the

pigment, particularly challenging to a fresco artist because of the permanency of each

stroke.  He rarely saturated the color, except to achieve an illusionary or symbolic effect.
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For example, in the Fijian triptych, Charlot created an artificial framing of the pictorial

imagery that made a circular composition to lead the eye continually back to Christ and

the pictorial narrative.  For the two end figures in the Black Christ triptych, the Fijian

school girl in blue and the Indo-Fijian altar boy in red, Charlot layered the pigment to

create an opaque color mass for their clothing.242  In this case, his opaque use of color

reduced the illusionary effect of the recession of the two side panels and helped to

project the paintings off the surface of the wall.  The strong color unified the entire

composition, marking the beginning and ending of the pictorial narrative.  The profile

and three-quarter profile poses of the two figures, who face inward, direct the viewer’s

eyes to remain inside the pictorial composition.  In contrast to the opaque garments of

the two end figures, the interior figures were composed of much lighter washes of

pigment, which is more characteristic of Charlot’s other frescoes. 

  Charlot preferred to use a wet brush, small brushstrokes, and light washes of

different colors that were intended to blend at a distance to give the illusion of form

(Illustration 4.1).243  The use of small brushstrokes to create large scale frescoes can

be traced to Giotto.  Charlot’s approach to fresco painting could be a consequence of

his own physical limitations and ways of seeing, a result of an eye operation when he

was seven years old when doctors cut the optical nerve.244  Referring to the results of

the operation, Charlot commented his eyes “never got together, that is I see through

one eye or through the other.”245

Artistic solutions to problems of representation.  While Charlot mastered the

technical aspects of the media, he was equally diligent in his study of aesthetic

problems of representation.  He was quick to acknowledge the need to further the

complexities of the compositions so as not to interfere with the pictorial narrative.246  He

recognized that part of the challenge of a fresco artist was to paint images in such a

way that, despite the various angles, the viewer perceived the painting as a frontal

vision.  This illusionist perspective required the artist to make certain adaptations that

compensated for viewer perspectives, such as the diagonal view characterizing the

Fijian frescoes placed high on the walls above the altars.
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Charlot recognized two solutions to this problem of distortion.  The first one

maintained the integrity of the original image and allowed the viewer to experience

these distortions firsthand, this solution representing the modern style of his fellow artist

José Clemente Orozco.247  The other method, characterizing the majority of Charlot’s

murals, was to implement devices or artistic solutions that compensated for the viewer’s

perspective in an effort to minimize distortions.  Commenting later in life, Charlot stated,

Another thing is, of course, to try to straighten, to keep to a minimum
those perspective distortions, and that is my own approach, and I have
been able to do it successfully enough so that people are not even
conscious of the different devices by which I neutralize those

distortions.248 

One device Charlot employed to neutralize those distortions was to widen the horizontal

elements of his subjects, keeping the verticals the same, such that from a distance the

figures did not look too thin, an artistic solution utilized by Giotto.249  Another device

used by Charlot was the foreshortening of figures and objects presented at a frontal

view.  This was accentuated by the presentation of the figures oriented in different

directions, their bodies, heads, and hand gestures, in order to create an over-all feeling

of depth that likewise offset the two-dimensionality of the wall surface.  He also relied on

geometric shapes such as spheres, cylinders, and cones that offered identical

perspectives from three points of view, the center and two sides.250

Charlot’s solution of foreshortening was applied to the spatial environment, in

that many of his frescoes seem to compress space into the foreground.  For example, in

the Fijian frescoes, he not only placed his figures in the foreground, but his design and

utilization of background space emphasized not the recession of space, but rather

projected and pushed the images forward. This effect is achieved through his near

abandonment of middle ground.  Similarly, the artist manipulated color to help achieve

this spatial effect in the Fijian triptych with warm tones and strong values used in the

foreground, while cool tones and light values were chosen for the background foilage.

In the case of Charlot, index-signs served as indicators of his unique technical

approach to fresco, as well as important elements inherent to his fresco compositions.

The analysis of index-signs as physical and formal properties has allowed for the
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identification of key elements of Charlot’s artistic style.  Firstly, in his murals, Charlot

practiced a technique of using an incised contour line for visual emphasis, color

transitions and to create relief-like effect on the surface area.  Secondly, he preferred a

wet brush to apply small brushstrokes of light washes of pigment to the lime-covered

surface, an effect that resulted in an overall translucent and unified color pallette.

Thirdly, Charlot applied various artistic solutions, i.e., widening, foreshortening, and the

compression of pictorial space, in order to reduce distortions and to project a frontal

vision regardless of the angle from which the paintings were viewed.
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Illustration 4.1.  Detail of brushwork, The Annunciation, Jean Charlot, fresco, 1962-63,
St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Caroline Klarr, June 2001.
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CHAPTER FIVE

JEAN CHARLOT’S FIJIAN FRESCOES:

COMMISSION, BACKGROUND, AND TECHNIQUE

But I have a great conscience, I would say, when I do a job to
do it according to the practical lines that are proposed to me.
And for example, I receive, well, rulings you could say, from the
people who commissioned the things and sometimes those are

very strict, and I try always to follow them.  Jean Charlot251

Jean Charlot painted three frescoes at the church of St. Francis Xavier Catholic

Mission, Naiserelagi village, Viti Levu Island, Fiji.  The central fresco is a triptych panel

located in the apse of the church, entitled Black Christ and Worshipers (Illustration

5.1).252  The triptych is located above the main altar of the church and measures thirty

feet in width by ten feet in height.  It is divided into three panels of ten feet by ten feet.

The side panels are positioned at an approximate 35-degree angle off the central

triptych panel, in accordance with the architecture.  The base of the frescoes is

approximately twelve feet off the main floor, and ten feet from the base of the dais.  Two

side altars, dedicated to St. Joseph and the Virgin Mary, are on right angles off the front

of the apse.  Each of the altars is accompanied by a fresco, St. Joseph’s Workshop

(Illustration 5.2) and The Annunciation (Illustration 5.3), each eight feet wide by twelve

feet in height. 253

The central panel of the triptych features a crucified Black Christ.  The Christ

figure is placed in a frame of lush foliage of native breadfruit and yaqona (kava) plants.

The Christ figure wears only native bark cloth, while at the left of his feet rest offerings

of yaqona, represented by the ceremonial bowl, a wooden tanoa, ornamented with a

sennit cord and shells, and the Fijian bilo, a coconut serving cup, placed upside down

beside the tanoa.  In a complementary composition, a brass bowl with three plumes of

camphor smoke rises up to the right of the Christ figure.

On the left panel of the triptych, Charlot painted four local Fijians, Teresia Tinai,

Archbishop Petero Mataca, Maria Gemma, and Selestino Naucukidi Koloaia, all
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grouped around the the patron saint of the Pacific, Saint Peter Chanel.  On the far left, a

young Fijian school girl, Tinai, stands in prayer, a banana blossom above her head.  To

her right, Chanel holds the Fijian war club responsible for his martyrdom.  A Fijian

priest, Mataca, was a visiting priest at Naiserelagi at the time of Charlot’s stay in Fiji.  A

local Fijian woman, Gemma, approaches Christ with an offering of female cultural arts

and wealth, i yau, in the form of a vo’ivo’i, or pandanas mat.  These mats are the

products of women’s labors, and Charlot represented the Virgin Mary in the act of

plaiting a similar mat in his depiction of The Annunciation, the subject of the fresco

above the right side altar.  Another local Fijian, Koloaia, is illustrated approaching Christ

with a tabua, or whale’s tooth.  Tabua are traditional gifts associated with respect,

forgiveness, retribution, and ceremony.  The tanoa bowl, the tabua offering, and the war

club are male hieratic arts and icons of native Fijian religion and ritual, now being

offered and/or surrendered to Christ.

In the right panel of the triptych, an Indo-Fijian woman, Teresia Naresh,

approaches with a floral neck garland in her hands.  Camphor and flowers, appropriate

offerings for Indian gods, are presented here to the crucified Christ.  An Indo-Fijian man,

Peter Ambika Nand, plays the role of the shepherd, leading his pair of oxen out of the

bush.  On the right side of this panel, Charlot featured St. Francis Xavier, the patron

Saint of India, Japan and the Catholic Mission at Naiserelagi.  On the far right, a young

Indo-Fijian boy, Narendra, stands holding a lit candle beneath an uncurling fern frond,

which like the banana flower above the Fijian school girl, is a visual metaphor alluding to

their young age and life blossoming in the service of God.

By the time Charlot arrived in Fiji, he was painting as a mature artist at the age of

sixty-four.  The Fijian frescoes are, therefore, some of the last monumental frescoes the

artist completed during his lifetime.  By this time, both his style and technique of making

fresco were firmly established.  Despite his experience, however, the artist was

challenged by his work in Fiji.254  In one letter to her son John, dated 16 November

1962, Zohmah wrote, “ ...sort of worried because Papa had sounded a little disconsolate

the evening before....I asked Papa how he was feeling, and he said it is just that the

middle of a fresco job is very intense (Illustration 5.4).”255
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In the previous Chapter, I discussed index-signs as the formal and physical

properties of Charlot’s fresco technique.  It is important to bear in mind that index-signs,

as signs that establish physical and natural referents to the art object, include related

ethnohistoric texts and visual documents.  In the following analysis, I draw from

materials in the Jean Charlot Collection including Charlot’s diaries, letters of

correspondence and several of Zohmah Charlot’s published articles relating to the Fijian

frescoes, as well as the visual records, i.e., sketchbooks and catalogued drawings, that

illustrated the evolution of the final format of the Fijian murals.  Taken together, these

index-signs provide insight into Charlot’s Fijian commission and fresco technique in Fiji.

Artist and Patron: Jean Charlot and Monsignor Franz Wasner

           Jean Charlot’s Fijian frescoes were commissioned by the Catholic Monsignor

Franz Wasner.  An interesting man in his own right, Wasner is best remembered as the

private Chaplain of the Von Trapp Family made famous in the film The Sound of Music.

Charlot met Wasner and the Trapp family through Father John MacDonald, the

Chaplain of the Newman Club, in the early 1950s, at the University of Hawai’i.256  In a

Christmas letter from Maria Von Trapp dated 11 February 1954, she wrote, “Among the

new friends we made there is Jean Charlot, the famous painter. We admired his murals

and enjoyed greatly his company.  We spent unforgettable hours with Father McDonald

and the Charlots and the members of the Newman Club.”257

After his service with the Trapp family, Monsignor Wasner asked to be sent to

Fiji, where he was stationed at St. Francis Xavier’s Catholic Mission at Naiserelagi.  The

church building of St. Francis Xavier’s Catholic Mission was begun in 1908, to replace

the original wooden church, which had been destroyed in a hurricane.  The new church

was built up on Navunibitu hill, with a stunning view overlooking Viti Levu Bay.  It took

four years to quarry the stone to build the church, and the foundation stone was laid in

1912.258  The church building is an impressive site, all the more so when one considers

the isolated location, limited access to tools and materials, and sophisticated

architectural design, including the complicated wooden-beam open ceiling.  It is difficult
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to imagine building it today, much less ninety years ago.  Today, the old stone church

looms like a small mountain, standing well over forty feet high (Illustration 5.5).259    

The church at Naiserelagi was built originally by the French Marist Missionaries,

who were part of the French Order of the Sacred Heart.  This Order was known for their

gradualist and integrative approach, where indigenization of the Church’s role was an

integral part of the philosophy of Christian missions.  Priests learned local language and

studied local customs as part of the Church’s syncretistic approach.260  As part of either

this larger missionary tradition, and/or Wasner’s own personal vision, the Catholic

Church at Naiserelagi became “indigenized,” taking on a distinctive island flavor.  Inside

the church, mats rested on the ground in place of pews, and indigenous bark cloth,

masi, hung behind the altar.  In his letters, Wasner suggested more than once that he

wished Charlot to design a mural that showed the different ethnic groups of Fiji, native

islanders, Indo-Fijians, and Caucasian-Europeans, all united under Christ.261  Wasner’s

vision was realized in the triptych altar painting of the Black Christ with Worshipers.  The

two complementary frescoes, St. Joseph’s Workshop and The Annunciation, situated to

either side of the main altar, were completed as a Christmas gift for Zohmah Charlot,

the artist’s wife.262

The original idea for the commission derived from Wasner, as described in a

letter to Jean Charlot dated 7 February 1961.

Dear Mr. Charlot...On my way to Fiji I spent a week on Kauai Island.  I
said my daily mass in the new St. Catherine’s Church, on the main altar.
Your work, there, on the wall, impressed me more and more as the days
went on.  When I took over my mission here in Fiji last October the
uninspired inside decoration of my church here did the very opposite to
me, it depressed me more and more with every day.  Then the thought
came to me to ask you to come here and do to this church what you did to

St. Catherine’s—give it a powerful accent and breathe some life into it.263 

In his letter, Wasner was referring to Charlot’s fresco mural, The Compassionate Christ.

This mural hangs in the retable, behind the main altar, at the Marist Catholic Church St.

Catherine’s in Kapa’a, Kaua’i, Hawai’i (Illustration 5.6).264  Charlot completed this

fresco, which measured ten by seven feet, in 1958.  The subject matter illustrated a

group of figures around the central figure of a robed Christ ascending to heaven.
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In keeping with the recommendations of Vatican II, Wasner’s vision of using

music and art as key elements in his missionary efforts began to be realized when he

organized the parishioners into singing a complete mass in Latin.265   But by 1965, he

had mastered the Fijian language to the extent that he was able to offer the first mass

held exclusively in Fijian.266  In one of her letters home, Zohmah wrote, “Wasner is

trying to find all he can of their old music.  He would like to use it as good strong stuff for

the glory of God.”267  Wasner's experience with the Trapp family singers allowed him to

be predisposed to the organization of a singing group.  While he was able to fulfill his

desire for choral worship himself, he called upon Charlot to create an equally inspiring

pictorial environment.  Outside the church at Naiserelagi, “the Place of Heavenly Song,”

nature provided a suitable site for visual meditation and contemplation.268  Inside, the

creation of a suitable spiritual, visual counterpart was left to the artist Jean Charlot.

The Commission of Jean Charlot’s Fijian Fresco Murals

In a series of letters written between 7 February 1961 and 13 August 1962,

Wasner slowly outlined his commission request.269  In his early letters he included

several photographs, described the province of Ra, where the church is located, the

topography, and the people of the church community.  In his first letter, dated 7

February 1961, Wasner stated that all walls were at the artist’s disposal and elaborated

on the possibilities and potential of Charlot’s future work, suggesting that subject matter

include Indians, Chinese, Europeans, half-castes, and Fijians, as “the Nations of the

World become one family in Christ.”270  He mentioned Fijian culture and ceremony as

potential topics:

Fijian ceremonial would offer lovely subjects to paint: drinking kava-
Eucharist; offering of tambua to Christ, offerings of foods, mats.  It seems
to me—a layman speaking, of course—that the horizontal of your work in
the Bank in Waikiki and the vertical of St. Catherine’s could be in some
way combined, the horizontal expressing the natural level—differentiation,

the vertical the supernatural unity.271

Wasner was referring to Charlot’s liturgical mural in Kapa’a, The Compassionate Christ,

and Early Contacts of Hawaii with the Outer World, completed in 1952 in Waikiki.  The

Waikiki mural measured eleven by sixty-seven feet and featured subject matter
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illustrating scenes from Hawaiian history, culture, arts, and landscape.  The original

Waikiki fresco was destroyed and then repainted in 1966, at a different location in

Waikiki (now First Hawaiian Bank).

It is clear from the final composition of the Black Christ triptych that Charlot took

Wasner’s “suggestions” seriously, adhering to the majority of his ideas.  What is

interesting is how he chose to interpret these “suggestions.”  Based on his sketchbooks

and diaries, in comparison with the final paintings, Charlot changed his mind a number

of times as to the subject matter and the composition of the completed triptych.  In an

interview, Charlot commented on one of his goals in painting, “I think that in the visual

arts as a painter if I express, if I like to express something, it is a sort of simplicity.  It is

arrived at, not through simple ways, but I get there eventually.”272  Perhaps for this

reason Charlot abandoned his early ideas of a more dynamic composition in favor of

more sedate or still figures, predominately vertical in their “spiritual unity,” presented in

static poses with movement implied through hand gestures frozen in time.  Wasner

continued in the letter to describe Charlot’s potential work as “an eminently missionary

effort,” “the first of its kind in these islands,” and “a lovely coincidence that a French

painter would do this, for until recently the mission was French-Marist.”273  Charlot’s

correspondence with Wasner, dated to 28 February 1962, documented his acceptance

of the commission.274  In a series of letters dated between 13 March 1962 and 16 June

1962, Wasner discussed dates and travel possibilities with Charlot.275

 On 21 May 1962, Wasner sent Charlot a list of questions about what was

needed in the way of materials and wall preparations.  While Charlot’s original letter is

not available, based on Wasner’s next two letters, Charlot must have replied stating he

planned to paint a triptych scene over the main altar and that the wall should be

prepared accordingly.  In Wasner’s letter dated 27 June 1962, it appears that the

apsidal wall of the church had been covered in cement by his “Austrian helper and

cement-expert,” Franz Glinserer, in preparation for Charlot’s arrival.  Wasner asked

Charlot “whether the final painted coat could be applied by you if he [Franz] with a sharp

hammer roughed the existing surface...The new surface...of course, will be finished as

you suggested.  Three panels yes.”276  Wasner filled his two letters with suggestions as
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to what he would like to see depicted in the fresco.  In the same letter dated 27 June he

wrote,

Subject: Christ crucified in the middle panel...Fijians and Indians are the
major races in Fiji today...These two groups, I feel, should be given major
space, and shown in their way of life....Would it be possible to represent
Christ crucified in a manner that would indicate that body mass on the

altar below.277

In another letter to Charlot, dated 13 August 1962, Wasner elaborated on the topic of

breadfruit, either because Charlot mentioned it in his letter or because it was Wasner’s

own idea, one cannot be sure.  

Breadfruit trees would walk into the house and church if we’d let them.  By
the way, the Fijian word for Breadfruit is “uto” = Heart.  Since the Sacred
Heart is Patron of the Fiji Vicariate would you agree to show Christ’s
sacred heart on the outside….Symbolism would embrace from all

sides.278

In this same letter, Wasner stated that the inner walling over the windows in the apse

was finished and that they would “continue in accordance with your instructions, i.e.,

dash coat as soon as walls are dry.”279  Wasner indicated that he was searching for the

required materials, including lime putty, butcher paper, and pigments.280  Traveling via

ship, the Arcadia, from Vancouver, Canada, via Honolulu, Hawai’i, and then on to Fiji by

way of the ship Orsova, Jean, Zohmah, and Martin Charlot arrived in Suva on 22

September 1962.  True to his word, Wasner paid their passages which cost, based on a

notice from Hunt’s Travel Service, approximately US $2,000.281

The Technical and Aesthetic Evolution of Jean Charlot’s Fijian Frescoes

Charlot commented that the Fijian paintings “would be carried out in the fresco

technique—painted on fresh lime plaster.”282  The best sources for comprehending the

evolution of the Fijian murals are Jean Charlot’s own diaries and daily log, as well as the

artist’s surviving sketchbooks, mural cartoons, and full-scale drawings, supplemented

by Zohmah’s original letters of correspondence and publications.  From Charlot’s

notations, it is possible to assign dates to some of the sketches and drawings in the

Jean Charlot Collection at the University of Hawai’i-Manoa.  The Jean Charlot Collection

presently includes two sketchbooks and twenty-eight catalogued drawings pertaining to
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the Fijian frescoes, all of them exclusively addressing the subject matter in the central

triptych.283  The drawings include three cartoons for the triptych, which is unusual,

because cartoon tracings are used in the transfer of the original drawing to the wall, the

outlines being transferred to the wall with a nail.  This process often destroys the

cartoons, and it is rare that examples survive intact (Illustration 5.7).284  Based on her

memories and correspondences, Zohmah also published several short articles about

the Fiji frescoes.  In a letter to Carl Wright dated 10 October 1962, Zohmah wrote,

“Today is the first day of painting....Jean is beginning even before all the sketching is

done”.285

There are two sketchbooks in the Jean Charlot Collection that contain pencil

sketches as preliminary studies for the Fijian frescoes.  The sketchbooks reveal

Charlot’s techniques, for example, how he enlarged his portraits placing a graph overlay

of transparent paper on top of the drawing that was then used to enlarge the image.

Charlot utilized this technique to enlarge his preparatory drawings of the Fijian priest

(now Archbishop Petero Mataca), St. Francis Xavier and the Indo-Fijian woman with a

garland (based on Teresa Naresh).  Two completed drawings of the enlarged version of

Mataca’s portrait survive and are currently part of the catalogued images in the Jean

Charlot Collection (Illustration 5.8).286

Charlot’s sketches and drawings indicate that his original idea for the Fijian panel

was to feature the yaqona ceremony, but there is no indication of the presentation of the

whale’s tooth or mats (Illustration 5.9).287  Exactly when he decided to modify his

composition of the yaqona ceremony to incorporate the whale's tooth, tabua, we cannot

be certain.  The ideas for the Fijian panel to include the yaqona and tabua ceremonies

were originally mentioned in Wasner’s letters.288  Charlot could not, however, have

missed their significance upon arriving at Naiserelagi, in September 1962, where he

participated in both ceremonies during a welcoming veqaravi as the guest of honor,

where he was received as a high chief.289   Charlot was a keen observer of life and art

wherever he went.  He recognized that certain objects contained intrinsic value for the

societies that created them and endowed them with cultural meaning.  His final decision
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to alter the composition and to incorporate the presentational offerings of yaqona,

tabua, and mats must have derived from his own life experiences, when he too received

such chiefly gifts his first night at Naiserelagi.  Other changes are mentioned in his

diaries and daily log, for example, the entry dated 26 October 1962, where Charlot

mentioned that he planned to “move Chanel and Mataca 4” back, to make place for

“woman w. mat,” perhaps because he had been presented with mats at his welcoming

ceremony.290  Likewise, in his preliminary sketch for the Indo-Fijian panel, he sketched

a woman moving in the direction of Christ with a brass bowl (Illustration 5.10).291

Throughout Charlot’s journal entries and Zohmah’s letters, it seems as though

the artist was struggling with the mortar not drying in the damp and humid climate of Fiji.

For example, in her letter dated 11 October 1962, to her son John, Zohmah writes,

“Papa started painting yesterday, some difficulties with the mortar drying but he is

anxious to see what happens with the improvised means.  Martin had to get sand from

the river and sift and wash.”  In her letter to Carl Wright dated 20 November 1962, she

subsequently recorded,

Jean['s] fresco progresses slowly, with the coming of the rains the light is
worse than ever up near the church ceiling, and the mortar is very slow in
drying.  Franz Glinserer who is acting as mason is getting up at 3 and 4 in
the morning to put on the day’s painting surface, even so it is often noon
before Jean can start work.  He is necessarily working on small daily
pieces, very detailed and complicated.  He groaned the other evening, ‘My
God, I am learning new things about fresco, and I surely didn’t need to

know more.’292

In Fiji, Charlot received assistance with masonry from the resident Austrian Franz

Glinserer, whom Wasner referred to in his letters as his “cement-expert.”  It can

be established from Zohmah’s letters that Glinserer assisted Charlot with the

masonry of the frescoes, the majority of which consisted of a combination of local

sand and lime (Illustration 5.11).293

Sand has to be dug out of the stream, washed and sifted.  Quicklime has
to be soaked, once a supply is located and a cane truck company

commandeered to drop it off down on the King’s Road.294

Wasner mentioned his search for lime putty and the possibility of ordering lime through

an artist’s supply shop in Suva, but it is more likely that Charlot acquired the lime from
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the nearby Fiji Sugar Corporation, in Vaileka town, where the company made use of

lime to bleach the sugar.   

During an interview with Selestino Naucukidi Koloaia, one of Charlot’s models

(the Fijian man with the whale’s tooth immediately to the left of Christ), I was introduced

to Koloaia’s son, Ratuwaisea Nagonelevu, who claimed to have assisted Charlot with

some of the mortar.295  According to Nagonelevu, in his recollections of the artist,

Charlot tried an atypical approach to fresco painting, one that incorporated a material

called cemestick in place of the lime.  Charlot may have tried this type of mortar in part

of the two side altar panels because of a combination of damp weather, which inhibits

the drying process, and Charlot’s limited time restraints.  There is some evidence that

Charlot changed his formula for the mortar, at least for part of the side frescoes, to

cemestick, perhaps because he had made the decision to paint the two side panels

after he arrived in Fiji and had already made plans to depart on January 6.  Therefore,

he was seeking a mortar that would dry more quickly than the mixture he used to

complete the triptych.

Generally, cemestick is mixed with water, cement, and sand.  Nagonelevu

recalled the proportions of the mixture as six drums of sand mixed with one drum of

cement and one gallon of cemestick.  The cemestick is added to the drum of water until

it turns a milky white.  Nagonelevu also recalled collecting sand at a nearby beach

Namuwaimada.296  It is possible this new formula is what Zohmah was referring to in

her letter, and substantiated by Charlot’s diary entry dated Sunday 16 December 1962,

where he wrote, “Franz samples colored cement for ‘frame’ side panels.”297

Throughout his diary entries for the week of 16-22 December, Charlot repeatedly

mentioned the application of the cement “frame,” i.e., a trompe l’oeil architectural frame

for the side altar panels.298

It is possible that Charlot’s decision to use the cemestick for the trompe l’oeil

frame may have been also a conscious attempt to create an artistic and architectural

transition between the frescoes and the cement-covered stone that characterized the

interior church architecture.  The diagonal foreshortening of Charlot’s stone bricks

created the illusion of spatial recession, giving the sense of looking through a picture
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window.  This architectural “frame” is composed of deep earth tones of tan, brown, and

red, in contrast to the triptych’s transparent colors unified by the lime undercoat

(Illustration 5.12).299  The remaining portions of the side altar fresco paintings seem to

have been made not from cement but from a lime and sand mortar similar to that used

in the triptych.300  During a return trip to Fiji in February 1977, Charlot spent an

afternoon completing a number of repairs and touch-ups to the murals.301  Martin

Charlot concluded, after completing the restoration of the frescoes in 2001, that the

trompe l’oeil  framework of the adjacent frescoes of St. Joseph’s Workshop  and The

Annunciation appeared to have been painted in cement, based on the way the wall took

the fresco pigments.  Martin believed cement may have been used to repair damage to

the Fijian school girl (Teresia Tinai) featured in the triptych.302

Charlot’s diary entry for 12 December 1962 documented that on this day he

painted Monsignor Wasner’s biretta.  Charlot’s notation, “his signature on ledge

Francisco Wasner rector MCMLXII,” suggests that it was Wasner who actually signed

his name in the wet mortar.303  On the following day the artist completed the fresco.

His diary entry reads, “Johannes Charlot compleuit 13-12-62,” while he signed the

fresco, “Johannes Charlot, pictor, 13-12-62.”  Additional notes in the diary read, “Franz

and Martin lower scaffold.” December 13 was also Zohmah’s birthday.304

A blessing ceremony was held on Saturday, 15 December 1962.  Charlot’s diary

entry on this date speaks of cleaning up the mission in preparation for the celebration.

Formal invitations were printed in Suva and mailed out to appropriate personages.  The

event was attended by a variety of people, including the models featured in the fresco,

parishioners, local chiefs, church officials and other local residents.305  The service was

presided over by Father Clerkin.306  In her letter to her son John, dated 16 December

Zohmah wrote,

We had the dedication yesterday and everything went off splendidly.  The
weather first of all was gorgeous.  The mural gorgeous.  The feast
gorgeous—all spread on the mats on the ground in a specially built
[shelter of] bamboo-coconut palm fronds, and such food.  We ate with our
fingers with banana [leaves] for plates.  Goat meat curry, beef, greens in

coconut and coconuts for drinks.307
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The temporary structure referred to is known in Fiji as a vaka tunaloa and is set up

outside for special occasions and celebrations.  The foods described in the letter typify

feasts in Fiji that tend to be multicultural, featuring dishes from the Fijian lovo, the

traditional earth oven, Indian curries, and Chinese cuisine.  Charlot’s diaries also noted

the performance of men’s traditional dance or meke, as part of the Fijian celebration.308

In his diary, Charlot noted having witnessed one type of meke, which he described as

“one w. war clubs” (meke i wau).  Selestino Naucukidi Koloaia, who performed some of

these meke, recalled one type as a meke iri, or fan dance.309  Charlot seemed

genuinely impressed by these performances and they became a common theme in his

later oil paintings and prints (Illustration 3.2).310

The Side Altar Frescoes: St. Joseph’s Workshop and The Annunciation   

The Fijian frescoes also have great sentimental value as a memorial of the

relationship of the artist and his wife.  In the bottom right corner of The Annunciation,

the artist dedicated the side altar frescoes with the inscription, “For Zohmah, J.C.”

Zohmah, who accompanied her husband to Fiji, wrote in her private letters describing

The Black Christ as “a masterpiece.”311  Charlot’s original Fijian commission for a mural

at the Mission church at Naiserelagi involved painting the triptych only.  At some point

after arriving in Fiji, Charlot decided to paint two additional frescoes, over the two side

altars dedicated to Joseph and Mary.312  It appears the idea may have originated with

Zohmah; writing to her son John, she stated, “Papa is giving them a masterpiece (It took

all Monsignor’s money for our fare here).  I am hoping he will feel like painting the walls

over the two side altars as well as the 3 center ones.”313  Charlot not only completed

the triptych on Zohmah’s birthday, but he also presented her with an early Christmas

present on 23 December 1962, a card with two small sketches of his intended

compositions for the additional frescoes.314  The card read, “A Happy Christmas 1962

for Zohmah.  The frescoes that would never have been if it was not that she asked for

them!  Love, Jean” (Illustration 5.13).315  This sketch is the only extant drawing that

documents Charlot’s compositions prior to completing the frescoes; no sketches or

other preparatory drawings are known to exist.
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Charlot’s final decision regarding his choice of subject matter for these two side

panels seems to have been influenced not only by the Fijian culture in which he found

himself immersed, but also by the liturgical calendar of the Catholic Church.  In keeping

with the Catholic/Christian calendar that begins with Advent, the four week period of

preparation before Christmas, the birth of Christ, Charlot began the side panels during

Advent and the lighting of the Advent wreath.  The wreath contains four candles, each lit

during the four consecutive weeks of Advent and each marking an important event in

the Biblical narrative of Christ.  In the second week of Advent, the candle is lit to

commemorate the message the angel Gabriel brought to the Virgin Mary, the narrative

subject matter of The Annunciation.316  Charlot began to draw his Fijian The

Annunciation on December 19, his diary entry reading, “Paper right panel, Draw right

panel = Annunciation.  Franz traces geometrices of left panel.”  The following day the

‘geometrices’ were traced on the right panel.317

Charlot’s diary entries for the next two days, 21 and 22 December, document that

the Austrian assistant, Franz, put up the mortar for the right and left frame panels, at

which time Charlot also began to trace and paint.  By 23 December, Charlot had broken

down the future work into eight tasks.  In his diary on the following day he cited “Task 1

(side altars)” as “bust St. Joseph (Left 1).”318  On Christmas Day, the artist stopped

work and resumed work on 28 December, when he identified “Task 2” as equaling

“Right 1 (Angel’s head and cloak).”319  His diary entries are incomplete for the next few

days, listing tasks three and four without providing further information as to what these

tasks involved.  The next detailed entry was dated 31 December and listed the

following:

Knock off piece (beam) painted wrong
After evening prayers = paint beam piec[e]
Franz puts mortar for tomorrow

We trace just before midnight.320

Charlot began the new year working on task five, “L-3 = workbench Joseph.”  An

additional note in this entry documented another correction,  “Lime touch head Mary in

Annunciation.”321  This entry also recorded that Franz continued to apply the mortar in

the evening for the next day’s work.  On January 2, the artist concentrated on the
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angel’s body, while Franz applied the mortar in the evening.  The next day Charlot listed

task seven as “left 4 (last) Fini ‘Joseph Workshop’ take scaffold down.”322  He

completed The Annunciation  on January 4, labeling it “Task 8 (last) R 4.”323

Ethnohistoric documents and visual records are index-signs that reveal important

information regarding the commission and evolution of Charlot’s Fijian frescoes.  First,

Wasner’s letters of correspondence to Charlot outlined his request for the Fijian triptych

to include a crucifixion, the local Fijian ethnic groups, and native symbols, such as the

breadfruit.  Second, besides establishing firm dates for the order of production of the

frescoes, as well as many of the drawings in the Jean Charlot Collection, Charlot’s

diaries, combined with the visual records, establish the evolution of his intellectual

choices for the final composition of his Fijian murals.  Third, the diaries and visual

records, supplemented by Zohmah’s letters, identify the exact materials used in the

Fijian frescoes, their sources, and the problems of production.  Through examination of

these documents it is possible to obtain a better understanding of the manner Charlot

chose to meet the requests of the patron and the challenges of the commission, while

he continued to create paintings that manifested his own unique artistic vision.
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Illustration 5.1. Black Christ and Worshipers, Jean Charlot, fresco, triptych altar panel,
St. Francis Xavier's Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September
2002.  Collection of Caroline Klarr.
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Illustration 5.2.  St. Joseph’s Workshop, Jean Charlot, fresco, 1962-63, altar panel, east
transept, St. Francis Xavier's Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick,
September 2002.  Collection of Caroline Klarr.
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Illustration 5.3. The Annunciation, Jean Charlot, fresco, 1962-63, altar panel, west
transept, St. Francis Xavier's Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick,
September 2002.  Collection of Caroline Klarr.
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Illustration 5.4.  Jean Charlot working on Black Christ, 1962, Naiserelagi, Fiji.  Original
photo Martin Charlot.  Courtesy of Jean Charlot Collection, University of Hawai'i-Manoa,
Honolulu, Hawai'i.
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Illustration 5.5.  Exterior of St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo
Caroline Klarr, July 2001.
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Illustration 5.6. The Compassionate Christ, Jean Charlot, fresco, 1958, altar panel, St.
Catherine’s Catholic Church, Kapa’a, Kaua’i, Hawai’i.  Courtesy of Jean Charlot
Collection, University of Hawai'i-Manoa.
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Illustration 5.7. Jean Charlot, mural cartoon of Selestino Koloaia, Jean Charlot
Collection.  Photo Caroline Klarr.
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Illustration 5.8.  Portrait of Petero Mataca, example of Jean Charlot’s graphing
technique, Fiji sketchbooks, Jean Charlot Collection.  Photo Caroline Klarr.
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Illustration 5.9.  Pencil sketch study for Fijian (left) panel, Black Christ and Worshipers
triptych, Fiji sketchbooks, Jean Charlot Collection.  Photo Caroline Klarr.
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Illustration 5.10.  Pencil sketch study for Indo-Fijian (right) panel, Black Christ and
Worshipers triptych, Fiji sketchbooks, Jean Charlot Collection.  Photo Caroline Klarr.
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Illustration 5.11.  Franz Glinserer mixing mortar, St. Francis Xavier Catholic Mission,
Naiserelagi, Fiji.  Courtesy of Jean Charlot Collection, University of Hawai'i-Manoa,
Honolulu, Hawai’i.
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Illustration 5.12.  Detail of trompe l’oeil from St. Joseph's Workshop, Jean Charlot,
fresco, altar panel, east transept, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.
Photo Caroline Klarr, June 2001.
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Illustration 5.13.  Photo reproduction of Jean Charlot’s Christmas card to Zohmah 1962.
Charlot Family Albums, January 1962-January 1963, “Weddings,” “Fiji,” Jean Charlot
Collection, University of Hawai'i-Manoa, Honolulu, Hawai'i.
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CHAPTER SIX

JEAN CHARLOT’S FIJIAN FRESCOES:  A VISION AND A VISUAL

LANGUAGE

[T]he painted walls they mean as a message for the many shall
belatedly be looked at by the many and haloed that these murals
shall be with what respect recession in time alone procures, that
the message they contain will be at last be understood.

Jean Charlot.324

Jean Charlot’s interest in pilgrimage centers can be traced back to his stay

in Brittany, France.  It was in Mexico, however, that Charlot participated in his own

pilgrimages, and there is ample evidence that he formed a parallel in his own mind

between his earlier experiences in Mexico and his Fijian experience.  Typically, a

pilgrimage involves a distinctive type of spiritual journey to a sacred place as an act of

religious devotion.  In Fiji, the long journey to Naiserelagi, the site of Charlot’s Fijian

frescoes, requires a good deal of effort on the part of any visitor.  The area surrounding

Naiserelagi and the nearby Nakauvadra mountains has long been held as an area

sacred to Fijian religion.  Today, the village is known as the site of the Catholic Church

with the paintings of the Fijian Black Christ.  The sacred and historic significance, the

natural beauty, and isolated locale provided inspiration for Charlot to create his murals

as the focal point of an artistic pilgrimage center deep in the heart of the Pacific Islands.

Charlot’s predominant narrative theme in the Fijian frescoes, the message encoded in

the paintings, is one that unified a multicultural community into a universal community in

Christ.

The subject matter of Charlot’s Fijian frescoes can be linked to changes that

were taking place in the Catholic Church, particularly in relation to the opening of the

Second Vatican Council.  The Council was opened under Pope John XXIII in 1962 and
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advocated the unity of the whole human race, as well as addressing a variety of

significant issues that related specifically to mission lands.  Significantly, changes

brought about by Vatican II included the incorporation of elements of local/native ritual,

sacred art objects, language, and music into Catholic worship.325  These changes

created an atmosphere whereby Wasner’s commission of the frescoes was in keeping

with the Catholic Church’s mission, and Charlot was granted further license to

incorporate legitimately indigenous objects and symbols within the confines of Church

doctrine.  It is tempting to conclude, therefore, that Charlot accepted and viewed the

Fijian commission from a religious position, as a “missionary” duty.  This explanation is

too simplistic, however, and fails to recognize that by the early 1960s Charlot was a

naturalized United States citizen, which by nature signifies two simultaneous beliefs,

“one nation under god,” as well as “the separation of church and state.”  It would be a

mistake, therefore, to underestimate Charlot’s ability to complete the Fijian frescoes

from a religious point of view, to satisfy church doctorine, as well as to make additional

statements meaningful in other social and political contexts.

Charlot utilized a variety of technical and formal means to express his message

of Catholicism as "universal" through his creation of a visual language, an aesthetic

system composed of signs, as icons and symbols.  In his Fijian frescoes, he adapted his

visual language to present his artistic vision, which, as a whole, communicated the

thematic narrative reinforced by the symbolism of the individual motifs.  Charlot created

individual index-signs, formal elements, that combined to form visual signs, icons and

symbols, a visual narrative between both the artist and audience of perceivers.  In any

artwork, the intention of the artist determines both the topic and the presentation of the

narrative created at a particular moment in time, while the perceivers/audience are then

open to interpret the narrative beyond those intended by the artist in a dialectical

relationship to the artwork that is ongoing in time.326

The perceivers can be broadly considered as existing on local, regional, national

and international levels, composed of three major cultural/ethnic groups, indigenous

Fijian, Indo-Fijian laborers and European expatriates, combined with a variety of

transient multicultural tourists.  The immediate local area of the mission is populated
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primarily by Fijian Catholics, while the provincial area of the Ra District is heavily

populated by Fijian Methodists and Indo-Fijian cane farmers.  Very few British

expatriates or others of European descent reside in Ra District today, although they do

contribute to a much larger demographic of national visitors and represent the majority

of international visitors to the mission.  Upon arriving in Fiji, Charlot would quickly have

grasped an idea of who his major audience would be on all three levels: local, national

and international.  Being cognizant of these three levels, and the three ethnic/cultural

groups that were the demographic majority that comprised them, Charlot developed a

tri-cultural approach to the semantic structure of his visual signs in Fiji, directed towards

his primary geographic and cultural audiences.

In reading the narrative of Charlot’s Fijian frescoes meanings are manifested with

both clarity and ambiguity, as is also true of his other art.  For example, in the Fijian

triptych, while the Christ panel is always central, the rest of the narrative may be viewed

from left to right, as in the Fijian and European practice, or it may be viewed from right

to left, as in the Indo-Fijian practice.  At the same time, he presented an ambiguous

interpretation of “catholicism” in the universal sense of the word by emphasizing general

themes of humanity, such as birth, life, death, divine creation, procreation, labor,

sacrifice, ceremony, and art.  These themes were addressed in his Fijian triptych, where

Charlot used single gestures and objects to suggest entire rituals pertaining to worship

for Christians, Fijians and Indo-Fijians. The figures in the frescoes are positioned and

accompanied by appropriate icons to suggest the activities of labor, sacrifice and

ceremony, all dedicated to God.  As individual figures, the figures of the two side

panels, Fijian and Indo-Fijian, are presented with a strong vertical emphasis, as they

approach Christ in a horizontal procession.  In an article published in the Fiji Times,

Thursday, 2 October 1962, Charlot revealed his intentions to render his symbolism

within the framework of the Catholic Church but drawing individual motifs from the visual

iconography of traditional Fijian ritual, “The lower part of the middle panel, the sacrifice

of the mass, would be another motif linked to the crucifixion and the Sacred Heart.”327

By this he presumably referred to the stylized, heart-shaped leaves of the yaqona plant

and/or to the yaqona drink offering in the tanoa bowl.
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In the first part of this chapter, I offer a visual analysis of the Fijian frescoes,

exploring the meaning of Charlot’s visual language.  Charlot represented his

understanding of the universe in a microcosm whose semantics or artistic structure is

composed of icon- and symbol-signs.  As part of my investigation, I examine the

relationship of the thing signified to the signifier, the relationship of the artist with the art

object.  This relationship was established during a particular historic moment, thus it is a

fixed relationship; in other words, Charlot created the Fijian frescoes during the defined

time period of 23 September 1962 through 4 January 1963, a synchronic moment in

relationship to the artist and the art object.

In the second section of this chapter, I examine the relationship of the signifier/

art object to the perceivers/audience.  It is important to consider the effects of context

and time when analyzing audience response to the frescoes, such as the cultural and

historical background of the viewer at the specific moment in time the artwork was

created or perceived.  In contrast to the fixed relationship between the artist to the art

object, the relationship between the art object and its perceivers is infinite and ongoing

in time, because of the capacity for the perceiver, after initial viewing of the art object, to

recall the art object to mind an infinite number of times.  Exploring the relationships of

perceivers to the art object is more difficult to establish, not only because it can change

over time, but also because it expresses an individual response. The challenge is how

to define and establish general statements about audience response.  One mechanism

is to consider the historical dimension in relationship to the pictorial narrative through

comparison of audience responses at different moments in time.328

It is possible to contextualize the frescoes within their historical moment through

an examination of relevant ethnohistoric documents, including the guest registry,

newspaper articles, and interviews with people who served as models for the frescoes.

These documents and interviews provide a synchronic view by reconstructing the

audience response at the unique, historic, moment the frescoes were created.  Drawing

from primary source documents such as diaries, letters, the guest registry, and

newspaper articles, I investigated the audience response to the frescoes during the

historical moment they were created, 23 September 1962 through 4 January 1963.  In
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order to gain a diachronic perspective of the mural’s message in history, additional

ethnohistoric sources from later dates were examined, to determine responses over the

next four decades.  Finally, I compare additional interviews, taken between Fall 1999

and Spring 2001, to decode how the fresco murals continue to be meaningful to their

audience, how viewers understand, appreciate, and critique the frescoes in a

contemporary context.

The Message and the Manipulation of Space

Charlot had to adapt his work to both a typical and an unusual architectural

space in the interior church building at Naiserelagi.  The standard features of the church

building included a cruciform floor plan, fifty-two by fifty-two feet, an elevated main altar,

and two subsidiary altars, one in each of the transepts (Illustration 6.1).329  Several

unique features of the church's architecture include the orientation of the building, such

that the main altar is located in the south end of the church, facing north to the ocean

and a magnificent view of Viti Levu Bay (Illustration 6.2).330  The two transept altars are

oriented on an east-west axis.  The nave floor is covered in mats, absent pews and

confessionals (Illustration 6.3).331  Outside of the main altar, there are no distinct,

permanent features marking a pulpit or lectern.  The ceiling is open, displaying a

complex array of wooden architectural beams.  The building has seven entry ways,

eighteen stained glass windows, and two ordinary windows in the two vestibules behind

the transept altars.  The stained glass windows are placed all around the church, near

the ceiling, allowing diffused light to enter the interior, however, the walls consist of gray

stone, and the church always remains dim inside.  For this reason, the large wooden

doors of the entry ways are usually kept open to allow more light and fresh air inside the

church building.

The apse had to be cemented over, along with the rose window and two adjacent

stained glass windows now behind the side panels of the triptych, in order to create the

wall panels of Charlot’s Fijian triptych.  In the triptych panels, Charlot oriented his Black

Christ figure above the main altar, facing north, towards the congregation, and by

extension, the ocean.  In an architectural metaphor dating back to the thirteenth century,
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the main altar symbolically represents the head of Christ.332  In Fiji, Charlot’s Black

Christ figure is situated above the main altar to symbolize, in painted form, the “head of

Christ.”  The arms of the Christ figure extend out to the edges of the central panel,

framed by the two end panels of the triptych which are placed at a slight angle toward

the transepts, “the hands and arms of Christ.”  Christ’s “body” is symbolized by the nave

and, by extension the community of believers who occupy this area during religious

services.333

After finishing the Black Christ triptych, Charlot painted two side altar panels, one

in each of the east and west transepts.  The two side murals feature The Annunciation

(Illustration 5.3) above the altar in the west transept, and St. Joseph’s Workshop

(Illustration 5.2) above the altar in the east transept.  In these two paintings, Charlot

adapted the Christian themes to articulate visually the “hands and arms of Christ”

working in the community, and thus to be more appropriate to the local cultures.334  At

the time Charlot visited the church mission, men and women sat on opposite sides of

the church, men in the east transept and women in the west.  In Fiji, traditional gender

roles in labor are clearly defined, with appropriate work for men as carpenters and for

women as mat makers.

In Western religious art, depictions of Mary are often based on Luke’s narrative,

which describes Mary as seated and reading biblical text.335  In his Fijian painting, The

Annunciation, Charlot presented Mary at work plaiting a mat, instead of reading a bible,

in keeping with the appropriate Fijian activity for women.  In Charlot’s painting, Mary

pauses from her work to receive the angel Gabriel, who hands her a lily, a Western

symbol of her purity and virgin state.336  In this case, the artist presented a symbolic

double entendre, since in Pacific Island cultures a flower is a symbol of fertility and

children.337

Charlot had a long-standing devotion to St. Joseph, and throughout his life he

created many images of the carpenter at work.  Charlot identified with the manual labor

of the carpenter who, through caring for the baby Jesus, literally labored for God.  In

keeping with the narrative theme of the paintings, the church as a universal community
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in Christ, it is no coincidence that Charlot chose to represent St. Joseph, the patron of

the Universal Church.338  Little is known of Saint Joseph, the spouse of Mary, other

than he was older and was referred to as “the carpenter.”339  St. Joseph is usually

represented in religious art as a single figure or in combination with the Holy Family.340

Charlot presented the viewer with a scene of St. Joseph, at work in his carpenter’s

workshop.  In Picture Book II, Charlot rendered this sentiment with a similar scene of

“St. Joseph’s Workshop” with the addition of the following words, “Theologians, to

contact God, work with their minds, a surer way that of Joseph, all hands.”341  Charlot

integrated his Christian narrative into the architectural space of the building as it was

used for worship by the local congregation, i.e., St. Joseph’s Workshop, in the west

transept where men customarily sat for worship, portrayed men’s roles as carpenters.

The two side altar panels are located at the furthest points from the main altar,

one could say at the peripheries of the sacred space.  Charlot used these peripheral

spaces to present the figures of Joseph and Mary engaged in labor for the production of

goods for daily life.  He interpreted these historic and sacred biblical scenes by

representing them as identifiable with daily life for personal worship, prayer, and

spiritual meditation.  It is as though he created them to articulate his personal belief that

there is a degree of sanctity in even the most mundane tasks.

Visual-Verbal Signs as Historic Documents

In the Fijian frescoes, Charlot incorporated letters and words to expand his

informational systems, particularly for the historical data and his ideological themes.  He

used words to document historic relationships and to provide additional information.

Like the early Cubist experiments of 1911-1915, Charlot integrated elements of verbal

language in his visual imagery.342  The words play a vital role in interpretation of the

picture, by serving as informational signs.  During his life, Charlot created a wide body

of artwork that intersected the verbal and visual arts.

In the bottom left corner of the triptych groundline, the artist signed his name to

indicate his role as creator, as well as suggesting his religious orientation by using the

Latin, “Johannes Charlot, pictor.”  Next to his signature, he also inscribed the date the
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triptych was completed, “12-13-62” (Illustration 6.4).343  In the opposite, bottom right

hand corner, Wasner signed his name, “Franz Wasner, Rector” (Illustration 6.5).344

Wasner’s signature was placed just below his biretta.345  The inclusion of the biretta, a

symbol of Wasner in the painting, is an example of the artistic practice of referencing

the patron in the artwork, a tradition dating back to Roman and Byzantine art.346  The

signature and biretta are verbal and visual signifiers that document the patron and his

relationship to the Church, the artist and the art object.

The two side altar panels are also signed by Charlot.  In St. Joseph’s Workshop,

the artist signed his name in English, “Jean Charlot” (Illustration 6.6), while in the panel

devoted to the Virgin, he signed, “To Zohmah, Love Jean” (Illustration 6.7).347  This

dedication memorialized his “Happy Christmas” gift to Zohmah, while her birthday was

commemorated by the completion date of the triptych.

By being a focal point of ritual and worship, Charlot’s Fijian frescoes were

intended to provoke thought and prayer.  In these frescoes, Charlot unified the triptych

and the liturgy with the words written on Christ’s loincloth, “Omnis Honor et Gloria,” “All

Honor and Glory."348  These words, taken from the Catholic liturgy and ceremony, are

ritually spoken at the exact moment when the Host and Blood of Christ are raised

slightly above the altar for a Thanksgiving blessing as part of Low Mass.349  In the right

panel of the triptych, Charlot rendered the patron saint of the Mission, St. Francis

Xavier, performing this very act of consecration,350 providing a pictorial parallel, a visual

sign, to reinforce the verbal statement and to unify the artist’s ideological intent.

The Trinity

In the Catholic Church at Naiserelagi, Charlot used the number three to evoke

the concept of the Holy Trinity and to reinforce the association of Christ with God.  He

created a narrative that articulated the concept of not only the Christian Trinity, but also

the concept of the Trinity that is fundamental to Indo-Fijians of the Hindu faith, where it

refers to the three main Indian deities, Brahma, Siva, and Vishnu.  It follows, then, that

Charlot would chose the number three as a primary formal and symbolic design

element.  This choice united the paintings to the church architecture, where the stained
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glass windows utilize the trefoil as a basic design element.  In Charlot's murals, the idea

of the trinity is signified by the three separate altar murals, the triptych panels of the

central mural, and through the creation and manipulation of signs in sets of three.

Charlot prioritized three as a repetitive design element by painting three breadfruit, three

cowry shells, three pillars of camphor smoke, and three groups of three figures: three

holy men, three local men, and three local women.  He reinforced the concept of the

Trinity with visual and verbal parallels through his harmonious balance of index-, icon-,

and symbol-signs.  This idea was manifested on an indigenous level with the

manipulation of both Western and Fijian signs for “heart.”  In the triptych, the “heart” as

a symbol of Christian love, is presented in three forms: the flaming heart of Christ, the

stylized leaves of the yaqona plant that symbolize “hearts" by the association of their

heart-shaped leaves, and the three breadfruits, whose name, uto, also means "heart" in

Fijian (Illustration 6.8).351  It is no coincidence, then, that three uto, breadfruits,

surround the upper body of Christ, all echoing the shape of the flaming heart on his

chest, while the stylized yaqona leaves, symbolic of hearts in the West, flank his lower

body (Illustration 6.9).352

Worshipers and Offerings

In the right and left panels of the triptych, Charlot represented nine figures, five to

the left of Christ and four to the right.353  The two side panels depict prominent figures

from local history and culture.  In the left panel are a Fijian girl praying, St. Peter Chanel

holding a war club, a Fijian priest, a Fijian woman with a mat, and a Fijian man

presenting a whale’s tooth (Illustration 6.10).354  On the right panel are an Indo-Fijian

woman presenting a garland, a local Indo-Fijian cane farmer, St. Francis Xavier with the

Host and chalice of Holy Mass, and an Indo-Fijian altar boy holding a candle (Illustration

6.11).355  The figures may be segregated into three associations of three figures each:

three holy men, three local men, and three local women.  Reading left to right, the three

holy men are St. Peter Chanel, Archbishop Petero Mataca, and St. Francis Xavier.  The

three local men are the Fijian man presenting the whale’s tooth, the Indo-Fijian farmer
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and the altar boy, while the three local women are the Fijian school girl, the Fijian

woman with the mat, and the Indo-Fijian woman with the garland.

Charlot’s figures synthesized the French classical traditions associated with

Poussin and David through his placement of historic figures in a landscape, his frieze-

like composition, and his emphasis on the foreground.  His figures also recall modern

masters, such as Courbet and Manet, through his intimate portraits of contemporary

figures presented in monumental form, as well as his emphasis on contemporary

history.  In his Fijian triptych, Charlot placed the figures to form a procession of

“worshipers” who approach Christ with various offerings of goods and services.  Most of

the figures are accompanied by icon-signs, visual representations of art objects and

hand gestures, appropriate to the offering or action being indicated.

[T]hat instead of presenting the instant, I always try to represent the
succession of instants that telescope into each other, that is, and give a
sort of permanency...In fact, I think there is something rather, well,
religious and a certain sense of hope in the fact that we deny the

instant.356

Each portrait is sensitively rendered, with careful attention to the facial details and the

position of the hands.  In his sketchbooks, it is clear Charlot devoted much attention to

studying the model’s facial features, finger positions, hand gestures, and related

objects.

Charlot created universal themes of humanity in his Fijian paintings by drawing

from his experiences at the Naiserelagi Mission and from important aspects of Fijian

culture and history.  In these paintings, he showed icons that symbolically embodied

universal themes of humanity: creation, life, and death, and cultural activities, such as

ceremony, art, and labor.  He manifested the idea of divine creation by presenting Christ

as the divine source of humanity and nature.  Charlot’s Black Christ is situated amidst a

lush tropical landscape that harmonizes the fresco with its natural environment and also

illustrates the close relationship of the Fijians to their land.  Charlot’s Black Christ faces

north; when the main doors are open (as they are most of the time), the figure looks

directly north, out towards Viti Levu Bay, to the offshore islands including the other main

island of Vanua Levu, and beyond to the Pacific Ocean.  Today, as when Charlot was
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there, most Fijians in Ra District are rural subsistence farmers who farm around the

coastline and in the interior areas or “bush” of the Nakauvadra mountain range.  Charlot

was likely aware, since it is still common knowledge today, that prior to contact, the

indigenous Fijian religion dictated that the greatest of all gods, Degei the snake god,

dwelt in caves, up in the Nakauvadra mountains, behind nearby Rakiraki village, and it

was there that Degei created the first Fijian man and woman.357  The remnants of this

belief can be found in the language, as the people of the Ra District are distinguished

from other Fijians, outside of the Ra District, by being referred to with the use of the

adjective “old,” regardless of their chronological age.358

In his Fijian triptych, Charlot symbolized the cycles of life by arranging his figures

according to age, placing the youngest children on the either end to signal the beginning

of the life cycle, with a natural parallel being created by the banana flower above the

girl on the left and an unfurling fern frond above the boy on the right.  The cycle

continued with the adult figures surrounding Christ.  A visual metaphor is made in

nature by the breadfruit, the vertical male leaf and rounded female fruit, both adjacent to

the Sacred Heart.  Finally, Christ, through his crucifixion, symbolized an offering for the

whole world and the overcoming of death through the Resurrection.

The majority of figures illustrated in the triptych are people Charlot had the

opportunity of meeting, or at least observing, while in Fiji.  The Fijian school girl at the

far left is Teresia Tinai, who at the time of Charlot’s visit was attending the mission

school at Naiserelagi.  Similarly, the Indo-Fijian altar boy on the far right, Narendra, also

attended the local mission school.  The Fijian woman who carries the mat in the painting

was a local resident of Naiserelagi village and a member of the congregation named

Maria Gemma.  Selestino Koloaia was a Catholic Catechist for the mission at

Naiserelagi at the time Charlot was painting the frescoes.359  A resident of the nearby

village of Rokovuaka, Koloaia presented Charlot with a tabua on his first night in

Naiserelagi.  On another occasion, Koloaia performed a meke that recounted the

historic narrative of St. Peter Chanel.  Charlot and Koloaia drank yaqona (kava)

together on these formal occasions, as well as informally when Charlot visited him in

Rokovuaka village.360  Charlot commemorated these events in the frescoes by
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depicting Koloaia in festive dress, standing next to the yaqona bowl and plants, and by

having him present the whale’s tooth to Christ. On Christ's left stands an Indo-Fijian

woman with a garland, Teresa Naresh, who was a resident teacher at the Mission

school when Charlot arrived in Fiji.  Likewise, the Indo-Fijian man with the oxen, Peter

Ambika Nand, was working as a sugar cane farmer for the Mission at the time.  Charlot

had observed Maria Gemma presenting a mat, Teresia Tinai actively praying in church,

Peter Nand driving his oxen, and Father Petero Mataca preaching his sermon.361

These people were real individuals who directly exemplified appropriate cultural models,

through their own lives, positions, and cultures which Charlot then represented in his

Black Christ triptych.

Charlot used hieratic scaling and placement to suggest the spiritual and social

hierarchy of the figures.  Christ, the most sacred figure, is the largest figure and is

centrally placed to intersect the composition bilaterally.  The two saints and Archbishop

Mataca are rendered larger than life size compared to the other figures, whose sizes

vary by age and gender.  The three holy figures with close historic relationships to the

local mission are presented with a strong emphasis on verticality, alluding to their

sacred character.  The two Saints are identified by halos that are situated along the

same horizontal line as Christ’s head and serve as indicators of the increasing sanctity

of space, as one moves closer to the altar and the preeminent icon of Christ.  In a

Pacific cultural context, the halos signify the head as the sacred container of mana,

supernatural or divine power, functioning as an indigenous indicator of divinity and of

high social rank.362

Holy Figures

Saint Peter Chanel

The three holy men are St. Peter Chanel, Archbishop Petero Mataca, and St.

Francis Xavier.  These three figures are representative of the local history of the mission

and reinforce the role of the mission in the present day.  The figure in the Fijian (left)

panel is Fiji’s first martyred saint, St. Peter Chanel, who holds a war club as a symbol of

his death.  Chanel first came to Futuna Island on 13 September 1837, under Bishop
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Jean Baptiste François Pompallier.  In Futuna, he fell victim to the misfortunes of

hurricanes, wars, and the whims of the local chiefs.  As the local estimate of his priestly

mana rose and fell, he was eventually martyred by having his skull split open on 28 April

1841.  His remains were recovered and sent to Rome, where he was named a martyr in

1888, beatified in 1889, and made Patron Saint of Oceania on 12 June 1954.  His

remains were returned to Futuna in the 1970s and the local people annually

commemorate his martyrdom on 27 April at Poi village.363

In the Black Christ triptych, Charlot painted Chanel as a man of strong character,

holding the reputed implement of his destruction, a Fijian wooden club, e dua waka

(Illustration 6.12).364  A photograph of Charlot shows the artist sketching in front of a

statue of Chanel that was already in the church (Illustration 6.13).365  In the photograph,

the figure is depicted as an angelic youth who holds a rosary.  This study seems to have

contributed very little to the final figure.  In Charlot’s Fijian sketchbooks, there are two

pencil sketches of Chanel’s facial portrait.  The first portrait seems to adhere to the

portrait rendered in the sculpture of the Saint.  This image depicts a rounded form of a

young man, almost a boy.  In the second sketch, Charlot began to abstract the figure,

faceting the facial components in a much more angular, architectonic, or planar fashion,

all reminiscent of Cubist tendencies.  On 28 September he noted, “sketch Chanel on

wall...spread breadfruit leaves from left panel.”366  In his final image of the Saint,

Charlot has managed to create a powerful portrait whereby the face is rendered in a

three-quarter profile with the head tilted slightly back.

  Charlot’s sketchbook also contains also three pencil drawings of Chanel’s

vestment, one upper body and two lower body sketches.  In the triptych, Chanel’s black

vestment is linked directly to the narrative of Christ’s crucifixion because, as a liturgical

color, black is the color of death and mourning, and it must be worn on Good Friday, the

day memorializing Jesus’ crucifixion.367  In his sketches, Charlot transformed Chanel’s

rosary first to a single cross, and then, on adjacent pages, to a war club.368  In a typical

adaptation of religious icons, here Charlot illustrated the icon-sign of a club to represent

symbolically Chanel’s martyrdom, a bludgeoning to the head.  From a Western
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perspective, Charlot represented the club as an icon in the same manner that swords

function as icon-signs in Christian art, where they are used to represent martyred saints

who have been beheaded.

Charlot recognized that it was important to represent the correct kind of club in

order for the icon-sign to refer successfully to the Chanel narrative from a Fijian

perspective.  As evident in the sketchbooks, he was informed that the type of club he

had first sketched for Chanel’s implement of martyrdom was not of the “correct” type,

i.e., it was a decorative rather than a war club.  Charlot’s original drawing rendered a kia

kawa club, used in dance and ceremony, but rarely used in combat (Illustration

6.14).369  The second drawing depicted a club of the correct type for use in battle, a

waka club, to refer to the Saint’s martyrdom and to represent the historic narrative

correctly from a Fijian point of view.370  According to his diary, Charlot changed his idea

for the club on 19 November 1962; the entry reads, “work on left, new war club

(Illustration 6.15).”371  In her letter dated 1 December 1962, Zohmah wrote to her son

John,

I think I wrote you that one of the school teachers is the granddaughter of
a man who was one of the people who martyred Chanel.  Needless to say
we are all proud.  Papa had to redraw the war club in his fresco so it would

be of the right type.372

In his sketchbooks, Charlot made a careful and detailed study of Chanel’s hands

holding the club.  He paid close attention to the ornamentation of the club, elaborating

on the original sketch by adding a decoratively carved handle.  The ridge-like bands of

the club head make a pattern that creates a formal visual parallel next to the banana

fruits.  In a letter to her son John, Zohmah wrote, “One of the beautiful things of the

mural, every bit as beautiful, are the hands of St. Peter Chanel tenderly holding the war

club.”373

Archbishop Petero Mataca

To the right of the figure of Chanel stands Father Petero Mataca (Illustration

6.16), the first Fijian Diocesan priest and current Archbishop of Suva, Fiji (Illustration

6.17).374  At the time of the fresco production, Mataca was stationed at Naiserelagi, as
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the first stop in his ministry upon returning to Fiji after finishing his seminary studies in

Rome.375  Charlot was already working at Naiserelagi when Mataca arrived.  The artist

attended one of Mataca’s services where the priest reviewed, on his fingers, changes

brought about by Vatican II.376  In his interview, Mataca stated that the first finger

symbolized the liturgy and sacraments, while the second finger symbolized the promise

of Jesus and how his love will be promoted by the Catholic Church.377  Charlot

captured this moment in Archbishop Mataca’s animated hand gesture.  He carefully

prepared his portrait of Mataca, creating three sketches and two full-scale drawings

(Illustration 5.8).378  The final image shows Mataca in profile, strongly modeled to

suggest his striking features, and with his white-robed body simplified to a single

column.  Charlot captured and recorded local and national Church history through his

decision to represent and, thus, to immortalize the newly ordained priest in his fresco.

At the time, no one could know Mataca would one day be Archbishop and head of the

Sacred Heart Cathedral in Suva.

Saint Francis Xavier

As a complement to St. Peter Chanel, Fiji's first martyred saint, shown in the left,

Fijian panel of the triptych, Charlot depicted St. Francis Xavier, Patron Saint of India,

Japan and the Catholic Mission at Naiserelagi, in the right, Indo-Fijian panel of the

triptych (Illustration 6.18).379  His saintly status is indicated by his larger-than-life-size

body and his halo.  His head is positioned in a three-quarter profile, facing left toward

Christ.  Charlot incorporated the saint in a rare visual representation of the Holy Mass,

the sacramental offerings of the Host and Blood, the most sacred act of Catholic faith

and ritual.380

It is likely that Charlot created his facial portrait of St. Francis Xavier based on a

photo of Xavier’s portrait by Gesu, 1583, in the Cappepellette di San Ignazio, Rome.

This portrait was published in a book of saints that was apparently in Charlot’s private

library (Illustration 6.19).381  On October 9, Charlot’s entries included, “enlarge head F-

Xavier to size (square)....[S]ketch Msgr. Wasner in vestments for Xavier.”382  What is

apparent from the sketchbook, although not explicitly mentioned in the diary entries, is
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that Wasner posed not only for St. Francis’ vestments, but also for the Holy Mass

(Illustration 6.20).383  Charlot paid careful attention to the hand gestures, noting at the

bottom of one sketch “[Msgr. Wasner] correct= thumb and forefinger held together.”384   

Charlot created eight additional studies, pencil sketches of Xavier’s pose, four with the

vestments and four where the gestures were combined with a facial portrait.

Charlot illustrated the final figure of St. Francis Xavier wearing an elaborate

vestment of white and gold, the colors of Trinity Sunday.385  The figure wears a white

alb, symbolizing purity and worn over the cassock by the celebrant at Holy Communion,

as well as a stole and chasuble.  The white stole is decorated with gold trim and a gold

cross, linking it to the colors of the Host and chalice.  Charlot ornamented the chasuble

with elaborate curvilinear vegetal designs reminiscent of vines, which in Christian

iconography symbolize the blood of Christ during Holy Mass.386  These designs create

a series of visual parallels echoing the form of the yaqona leaves of the central panel,

the shepherd’s staff held by the Indo-Fijian farmer, and the unfurling fern frond above

the Indo-Fijian altar boy, the figure at the far right, who is presented as the acolyte

assistant for the Holy Thanksgiving of Mass.  This highly symbolic act, of elevating the

Host and chalice, manifested in visual form the sacred ritual, the reenactment of the

faith, through participation in the sacraments.  This gesture is linked to the Christ

figure through the words “Omnus Honor Et Gloria” as illustrated on his loincloth, words

spoken at the moment of the elevation of the Host.

Fijian Figures

Charlot reserved the left panel for the Fijian figures who, with the exception of St.

Peter Chanel, were modeled after members of the Naiserelagi congregation and/or

students of the local mission school (Illustration 6.10).  Charlot depicted the figures in

acts of pious devotion and worship in both Christian and Fijian contexts.  The figure at

the far left, a young Fijian school girl, stands in solemn prayer. In front of her stands the

figure of St. Peter Chanel.  Next to Chanel, reading left to right, stands Archbishop

Petero Mataca.  To the right of Mataca are the Fijian woman and man who present

Christ with offerings of culturally appropriate male and female goods.
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The Fijian school girl

The young Fijian school girl on the far left, modeled from Teresia Tinai, wears a

blue dress, the customary school uniform for young ladies attending the church school

at Naiserelagi (Illustration 6.21).387  Her profile and opaque blue dress provide a

beginning and ending point for the composition and the pictorial narrative. Charlot

painted both her face and body in profile, her eyes downcast and hands positioned in

prayer, while her body is oriented toward the Christ figure (Illustration 6.22).388  The

banana plant and flower above her are prominent motifs throughout Charlot’s Hawaiian

artworks; he even chose them as a major motif for the fresco he painted in his own

living room at Kahala, Hawai'i.  In the Fijian frescoes, Charlot used the banana flower as

a visual symbol to represent the young girl’s age, virtue, and devotion.

The Fijian woman with the mat

A late addition, Charlot moved the figures of Chanel and Mataca four inches to

the left to make room for the figure of the Fijian woman.  He illustrated the woman in a

full body frontal position, emerging from the background and carrying a Fijian plaited

mat or ibe (Illustration 6.23).389  The woman is attired in a traditional Fijian woman’s

clothes, a calf-length dress with a long black sulu or underskirt.  Today, this combination

of light-colored dress and black sulu is considered an ideal and preferred dress for

church services.390  The woman’s face is modeled in softer planes than those of the

male figures surrounding her, suggestive of her femininity.  Unfortunately, the portrait

sketch for this figure, modeled on Maria Gemma, is missing, although Charlot must

have memorized her facial features because he continued to use her as a model in

many of his later Fijian oils, despite the apparent lack of preparatory drawings for the

frescoes (Illustration 6.24).391  The woman’s position, slightly behind the two Fijian men

who flank her, is indicative of the social order of Fijian life, where women traditionally

present their offerings after the men.392  Following Fijian etiquette, the woman presents

the mat to Christ with both hands out, extending the offering.  Charlot sensitively

illustrated her hands with modeled planes to suggest the strength and dexterity of her

fingers, as he carefully replicated the pattern of lines of a plaited mat.  He recognized
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the importance of mats as appropriate female offerings and labor activities in Fiji,

reinforced by his presentation of the Virgin Mary plaiting a mat in the side altar fresco.

Charlot’s interest in this theme of mat-making can also be seen in his subsequent

artworks (Illustration 6.25).393 

The Fijian man with the whale’s tooth

In the left triptych panel, Charlot painted a Fijian man, the figure immediately to

the left of Christ, posed in the highly symbolic act of presenting the tabua, whale’s tooth,

to Christ (Illustration 6. 26).394  The figure was modeled on Selestino Naucukidi Koloaia

(Illustration 6.27).395  In a profile view of the proper posture, the dancer solemnly holds

out both hands, clasping the whale’s tooth or tabua as he presents it to Christ.  Charlot’s

detailed brushwork, layers of color washes, blend at a distance in the dark skin of the

Fijian man to create a parallel with the same dark-skinned color of Christ.

Charlot did a number of sketches and complete drawings of portrait studies of

Koloaia’s face, pose, and attire of masi, or barkcloth, and floral ornaments.  In the

paintings, he depicted the Fijian man in a strong portrait of a meke dancer in full festive

attire.  In three-quarter profile, the dancer rests his weight forward on his left foot, firmly

planted on the ground, while his back right toe breaks the artificial groundline.396  The

figure wears a version of a salusalu neck ornament, a masi or barkcloth lower body

cover with an outer layer of ti leaves, and vegetal arm and ankle bands.  Charlot’s

sketchbook provides evidence he simplified the designs of the original masi of the

model, changing it to plain white in the fresco, probably to contrast it with the decorative

cloth worn by Christ.  In the frescoes, the alternate folds of the green ti leaves of the

lower body cover are created by green and white lime highlights, giving the illusion of

the reflection of natural light.  The large, green leaf variety of ti plants is used for

traditional festive dress.
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Indo-Fijian Figures

Indo-Fijian woman with the garland

Indo-Fijians have been residents of the Fiji Islands since the mid-nineteenth

century when the British brought them to work as a colonial labor force for the

production of sugar cane.  Since that time, Indo-Fijians have made almost half of the

cultural population of Fiji, as well as half of the local residents at Naiserelagi, located as

it is in a predominately agricultural area.  The presence of the Indo-Fijian community

has contributed to both cultural diversity and cultural tensions among the local

population.  Today, most Indo-Fijians are practicing Hindu, although some are Christian

or Muslim.  In his Fijian paintings, Charlot united the two ethnic groups, Fijian and Indo-

Fijian, in his presentation of a universal community in Christ.

Charlot symmetrically paralleled the Fijian male dancer with the figure of an Indo-

Fijian woman, modeled on Teresa Naresh, offering a garland to Christ in the Indo-Fijian

(right) panel (Illustration 6.28).397  Charlot simplified the figure of the Indo-Fijian woman

to a facial profile portrait and a body of abstracted layers of fabric, based on the

traditional Indian sari.  He rendered the woman with her head covered, acknowledging

the religious and cultural practices of Indo-Fijians.  Her narrow profile seems to peer

timidly out of her head covering as she presents her garland to Christ.  Charlot created

several sketches and drawings of Teresa Naresh, including facial portraits with her two

hands holding the garland and an unusual number of sketches of the sari dress.  The

six yards of fabric that compose a sari are indicated by three layers of cloth over her

head and torso, falling down to the artificial groundline, with her feet invisible below the

cloth.  Both the sari and the garland of flowers combine the complementary colors of

orange and lavender.  Multiculturally appropriate for Indo-Fijians and Pacific Islanders,

flowers and floral garlands are often worn on important festive occasions, used as

offerings, and to adorn important historic and sacred figures (Illustration 6.29).398

Indo-Fijian man with pair of oxen

In the Indo-Fijian panel, Charlot depicted a local Indo-Fijian farmer at his trade

farming sugar cane, symbolized by yoked oxen and the sugar cane plants below



146

(Illustration 6.30).399  This figure refers to Indo-Fijian laborers who work for the local

Mission, the residents of the nearby farming community of Bharotu, just east of

Naiserelagi, and, by extension, the larger Indo-Fijian community.  The man who

modeled for Charlot’s figure, Peter Ambika Nand, was similarly working for the Mission

at the time Charlot arrived.  Charlot created several sketches of Nand in different poses

and hand positions typical when harvesting cane.  In the final image, he positioned him

in a three-quarter profile to the left, such that the perceivers can follow his gaze back to

the Christ figure.  It is possible that Charlot was alluding to the narrative of Christ as the

Good Shepherd by rendering the farmer bringing his oxen in from the bush.  His raised

staff can be read as an icon-sign symbolizing a bishop’s crosier and authority.400  In

Fijian culture, a raised staff was a traditional symbolic gesture of surrender, such as

during times of war; here the staff is offered in service to Christ.401  The figure is

depicted driving a pair of oxen, Christian symbols of patience and service to Christ.402

Highly symbolic animals to Indo-Fijian Hindus, bulls refer to Nandi the bull, sacred

avatar of Siva, one of the major gods of the Hindu trinity.  Consequently, bulls are

revered for their sanctity and are considered forbidden food for religious

practitioners.403

Indo-Fijian altar boy with the candle

Charlot presented the Indo-Fijian boy in red, to the right of St. Francis Xavier

(Illustration 6.31).404  The portrait is based on an Indo-Fijian student, Narendra, who

was attending the Mission school when Charlot arrived in Fiji.  Charlot made several

sketches and final drawings of the Indo-Fijian boy’s facial portrait and hands holding a

candle.  In the frescoes, Charlot placed the young boy in the attire of an altar boy, a red

under-gown with white over-shirt, as the acolyte who assists St. Francis Xavier in the

Mass.  Charlot portrayed the boy holding a candle, a Christian symbol for Jesus as the

Light of the World.405  The unfolding fern frond above his head also recalls the shape of

a bishop’s crosier and, like the banana flower, served as a symbol-sign of new life in

Pacific cultures.406  A practicing Hindu and cane farmer, today the man Narendra
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resides at the base of Navunibitu Hill (Illustration 6.32).407  During his interview, he

remembered being called out of class for Charlot, who requested him to pose as a

model.

Fijian Objects as Icon-Signs

Charlot’s figures are posed with objects and in activities representing important

examples of local ceremonies, arts, and labors.  Charlot remained sensitive to what

were considered culturally meaningful objects and actions in relation to local practices,

religious beliefs, and gender roles in society, labor, and art production.  He had

occasion to observe that men in Fijian culture were responsible for building homes,

fishing, and for ceremonies involving tabua (whale’s tooth), yaqona, and certain cooked

foods.  In the arts, men customarily carved hard materials, such as wood, tortoise shell,

or ivory.  Women, in contrast, cared for the children and home and created arts using

soft materials, such as masi (bark cloth) or ibe (mats).408  In order to appreciate fully the

significance of the pictorial imagery within Fijian cultural context, it is necessary to

elaborate on the underlying meanings of the signs, particularly the icons of the tabua

and those that relate to the yaqona ceremony.

The whale’s tooth or tabua

In Fiji there is an intrinsic hierarchy that ranks objects in ceremony and in

evaluation.  As a visual icon, the tabua, or whale’s tooth, is shown with a coconut sennit

cord attached to each end.  The tabua is said to be supreme among all traditional

valuables and carries an abundance of complex symbolic meanings depending on

specific locale and occasion.  The general characteristics that help to define the

different meanings are outlined by Asesela D. Ravuvu in his text, The Fijian Ethos.409

It is the highest symbol of respect, deference, loyalty, goodwill,
acceptance, recognition, and even submission, which an individual or a
group may offer to another. It is offered on numerous occasions relating to
life crisis, and on the departure and arrival of relatives, friends, and
visitors.  It is used as a vehicle for requests of various types, and as a
means of acknowledging effort and worth.  The ‘whale’s tooth’ represents
everything that is valuable and worthwhile in Fijian society.  It embodies
everything that is chiefly in nature, including chiefly behavior and socially
valued chiefly qualities.  The ‘whale’s tooth’ also possesses a mystical
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power that makes it much more sacred than any other object of
ceremonial offering.  Being thus endowed, the ‘whale’s tooth’ is potent and
has mana or power to effect good or ill when offered and accepted.  These
qualities cause the intrinsic value of a particular ‘whale’s tooth’ to vary
according to circumstances and the relative status of offerer and

recipient.410

In the Fijian frescoes, Charlot used the offering of the whale’s tooth to represent the

presentation of all things to Christ (Illustration 6.33).411  The tabua embodied

the divine mana of God, and it identified Christ as the supreme chief.

The yaqona ceremony

Another chiefly offering second only to the tabua, is the yaqona.  Yaqona is a

vine-like plant that in a Christian context symbolized Christ and his followers.412  In a

Fijian and Pacific context, yaqona is highly symbolic of indigenous ritual and ceremony.

Yaqona is a major food crop grown in the area of Navunibitu for local consumption and

for export; ideally, the plant should be aged around four to seven years before

harvested for consumption.  A presentation of yaqona, called a sevusevu, must

immediately be offered upon the arrival of all important persons, as yaqona is always

the first and most important of several offertory gifts.  When seeking permission to enter

a village, as land is privately owned, one also presents an offering of yaqona.

Permission to enter a village is granted in a sequence of yaqona ceremonies.

Symbolically, yaqona has a number of functions and meanings in Fijian culture,

emboding a complexity of Fijian cultural beliefs.  Ravuvu wrote,

The word yaqona refers both to the plant and the drink that is made from it
by steeping the pulped fresh root or its powdered and dried equivalent in
an appropriate amount of water.  The ceremonial importance is second
only to the ‘whale’s tooth,’ but its spiritual significance is equal or greater
than the ‘whale’s tooth’ at times.  It is through the medium of yaqona that
direct communication with the spirit world can be achieved.  In some
ceremonial gatherings, yaqona may be presented immediately after the
presentation of the ‘whale’s tooth.’  At other times it is presented together
with the ‘whale’s tooth’ either as a single offering or representing other
aspects of ceremonial offering, the two being combined for the sake

of brevity and efficiency.413
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When yaqona is presented formally, the sevusevu of yaqona must be offered in its

natural form of the roots only, na waka, as they are considered the premium part of the

plant to drink.  As a formal sevusevu, the roots must be specially wrapped in paper and

then must be pounded into powder to serve, as opposed to a gift of pre-pounded

yaqona, acceptable only for less formal occasions (Illustration 6.34).414  The

presentation of the sevusevu and serving of the yaqona are accompanied by speeches,

prayers, clapping and performative arts, meke ni yaqona.415

In the central panel, to the bottom-left of the Christ figure, Charlot illustrated the

three icon-signs that symbolically refer to the yaqona ceremony: the yaqona plant, the

wooden tanoa serving bowl, and the bilo, or coconut drinking cup (Illustration 6.35).416

Charlot seemed to recognize the significance of the ceremony as an indigenous parallel

to the Catholic Mass, a traditional means to communicate with gods and ancestors, and

a presentational item of the highest order.  In her letters, Zohmah documented the

Charlots’ greeting ceremony, complete with whale’s tooth and yaqona roots, “squashed

by hand in a turtle shaped wooden bowl.”  She added, “Jean was so taken with the kava

server and the importance of the ceremony that it will become one of the visual records

in the fresco.”417  The yaqona ceremonies remained important themes in Charlot’s later

artworks featuring Fijian cultural subject matter (Illustrations 3.3 and 3.4).

In the Fijian frescoes the yaqona plant is rendered as a vine with stylized leaves

growing around the base of the cross, behind Christ’s feet.  To the left stands a tanoa,

the footed wooden serving bowl used for preparing the yaqona ceremonial drink, with

the bilo or coconut shell drinking cup shown upside down, to the left of the tanoa.  Three

cowry shells are attached to the tanoa bowl with a sennit, or coconut fiber, cord called a

magimagi.  These shells and cord are strategically directed towards the most important

and honored person during the yaqona ceremony;418  here, they identify Christ as the

divine Chief.  The trio of the cowry shells on the magimagi again echo the theme of the

Holy Trinity in the frescoes.419

Charlot represented the tanoa in the shape of a turtle, modeling it after a similar

bowl belonging to the Mission church. The turtle is an important royal and supernatural
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symbol in the Pacific whose shell was once carved into beautiful jewelry worn by high-

ranking members of Fijian society.  Turtle flesh was also a food source and a cultural

metaphor for human flesh, both flesh once consumed by royalty.420 From a Fijian

perspective, the turtle-shaped tanoa and the yaqona drink are symbolic parallels to the

body and blood of Christ consumed during Catholic Mass.421

Brass camphor bowl

On the right side of Christ, Hindu ritual is suggested by an offering of a brass

bowl that burns camphor oil (Illustration 6.36).422  In her article, “Place of Heavenly

Song,”  Zohmah provided additional details of the experience, writing, “The brass bowl

to the right is from a model brought by a young Indian man named Peter who has a

sugar cane field nearby.423  Charlot’s camphor smoke evoked the notion of the Trinity,

both Christian and Hindu, with three plumes of smoke rising up from the golden basin

like an eternal flame.  The depiction of camphor can be interpreted as a parallel to the

use of incense in Catholic ritual and worship.  Incense in pre-Christian worship can be

documented with certainty by the fifth century A.D., but the reason for its adoption by

the Catholic Church is unknown.  In the mural, it symbolically represents the rising-up of

prayer and good works to God.424  In Christian symbolism, as in Indo-Fijian and

Mesoamerican tradition, to offer incense before a person or thing is a mark of honor

thereto.425

Black Christ Figure

One feature that is unique or unusual about Charlot’s imagery in the crucified

Christ at the center of the triptych is his selection of dark pigments, applied with multiple

small brush strokes of layered washes of black and blue that blur at a distance to render

a “Black" Christ.  The artist apparently did not write about or appear to have commented

on why he chose to depict a “Black" Christ.  Zohmah never mentioned it in her letters,

but she did refer to it later in her publication, “The Place of Heavenly Song….," where

she stated that her husband wanted to paint “a dark skinned Christ for the dark skinned

Fijians.”426  Of the finished Black Christ figure, Zohmah wrote to her son John, “The

center panel of Christ of the Sacred Heart is finished.  I think Papa’s most beautiful
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Crucifixion.”427  Charlot painted Christ as the only figure in the central panel of the

triptych (Illustration 6.37).428

Charlot created at least one preparatory drawing of the Black Christ, in charcoal,

although all that remains is a photograph in the Charlot Family Albums (Illustration

6.38).429  He also completed a final drawing in brown and black crayon, which he later

mounted in the manner of a Japanese scroll (Illustration 6.39).430  The original mural

cartoon does not appear to have survived.

In the Fijian triptych, Charlot set up his composition to make Christ and the

Sacred Heart the focal point, while at the same time directing the viewer’s eye to the

rest of the composition.  The scene is framed by an artificial groundline below and the

strong horizontal on top created by the cross.  Charlot illustrated Christ crucified on a

Tau-shaped cross, an ancient symbol of life.431  The elongated arms of the Christ figure

are out-stretched to reach across the cross beam, forming a Y-shape, and his legs are

positioned perpendicular to the ground, with his feet placed together at the base of the

cross.  In earlier Catholic art, the crucifix usually represented Jesus crowned, robed,

alive, and reigning from, not hanging on, the cross, while representations of Christ

suffering or dead are more recent, dating to about thirteenth century, and only became

general with the Spanish influence of the Counter-Reformation.432  Charlot depicted a

conventional form of Christ on the cross, in that the figure is in a frontal position with

arms out-stretched on the cross, and with his feet, hands, and chest pierced with blood,

although the scars are barely visible from the ground (Illustration 6.40).433  He rendered

a sensitive portrait of Christ with an elongated face, a beard, long hair, and wearing the

crown of thorns, in keeping with the biblical narrative of the Crucifixion (Illustration

6.41).434  Charlot presented Christ's body unrobed, covered only by native barkcloth.

The nude body with loincloth motif dates back to early Western depictions of Christ from

the fifth century, and recalls the wooden crucifix Charlot saw at Trèmalo, Brittany,

France.435

Charlot’s Black Christ figure emphasized the human body of Christ as a divine

savior and mediator.  The figure stands with his feet firmly grounded, fully penetrating
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the artificial groundline of the rest of the triptych.  By doing this, Charlot physically

brought the body of Christ closer to the altar, the sacred focal point of ritual, and, by

extension, to the congregation of believers.  It fulfilled Wasner’s suggestion that the

artist represent “his body mass [as] on the altar below.”436  Charlot’s figure, through

posture and position, becomes a visual metaphor of a human sacrifice for the whole

world, a mediator between God and humankind.

 Charlot illustrated the icon of the flaming heart on the chest of Christ

(Illustration 6.9).437  He made the heart icon a major focal point of the composition

through the layers of color that project the image off the surface of Christ’s body.  The

heart is surrounded by a white circular glow and is crowned by flames, which in Roman

Catholic tradition are symbolic of intense devotion.438

There are several motivations for the inclusion of the heart motif, all underlying

Wasner’s specific request.439  In the Sacred Heart Cathedral in Suva, the Sacred Heart

motif is represented in the stained glass window above the altar as a stylized heart

encircled with a crown of thorns.  Today, the Sacred Heart Cathedral is overseen by

Archbishop Petero Mataca, who appeared in the frescoes as the young Fijian priest.

The Sacred Heart motif was brought to the Pacific by the Marist priests who settled the

South Pacific Islands and who were members of the Society of Mary and Fathers of the

Sacred Hearts.440  The Sacred Heart is also specifically associated with St. Francis

Xavier, the patron Saint of the Mission church at Naiserelagi.441  Historically, the cult of

the Sacred Heart developed out of popular devotions to Jesus’ wounds common in the

fourteenth and fifteenth centuries.442  In the Roman Catholic tradition, the Sacred Heart

is the symbol of Jesus’ love for his community and his death for their redemption,

especially for reparation for human ingratitude.443  Charlot united time and space by

illustrating the Sacred Heart motif in his Black Christ triptych to symbolize the historic,

local, and contemporary national church.444

On a personal level, the heart icon harks back to Charlot’s first liturgical woodcut

series, Chemin de Croix, Stations of the Cross, where he used the extrapolated heart as

part of his artistic signature for Station Twelve (Illustration 6.42).445  The icon was a
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popular motif for the French folk penny prints, Image d’Epinal, that Charlot collected;

three images of it are represented in his personal collection of such prints (Illustration

6.43).446  The extrapolated heart may have alluded, also, to Charlot’s Aztec ancestors

who participated in rituals of heart extraction as holy offerings to native gods.447

Charlot later used the Sacred Heart motif for a ceramic statue now installed at St.

William’s Church, Hanalei, Kaua'i, Hawai’i (Illustration 6.44).448

Charlot’s choices of motifs contain multi-referential symbolism that transcends

cultural boudaries.  One example is the icon of Christ’s loincloth and its associated

decoration (Illustration 6.45).449  In his Fijian frescoes, Charlot depicted Christ wearing

only a loincloth of a local type, a sulu, his lower body wrapped in a square cloth from

waist to knee.450  The cloth is indigenously manufactured bark cloth, known in Fijian as

masi.451 Fijian bark cloth is decorated typically with motifs painted, stamped, or rubbed

with a native brown or black dye.  The manner of wearing the cloth is in keeping with

local formal attire of men’s sulu or lower body cover.452  The cloth cuts across Christ’s

waist while the lower border falls at a slight diagonal.  Charlot modeled his cloth after a

piece of masi that was hanging on the porch of Wasner’s house.453

In Christ’s loincloth, Charlot has organized the motifs in an upper and lower

band.  Charlot painted two icon-signs, the star and the bird, that suggest the upper band

is celestial and can be interpreted as symbolic of the afterlife.  In turn, the fish and the

flower on the lower band symbolize the earthly realm of this life.  The bird motif in the

upper band may be seen from a Christian point of view as a dove.  Since pre-Christian

times, birds have symbolized the human soul.  Doves are associated with bearers of

good news, symbols of reconciliation, and the manifestation of the Holy Spirit.  Doves

are also often used in association with depictions of the Annunciation.454  In a more

general sense, doves represent the Church, the Christian soul, the seven gifts of the

Holy Spirit, and the Twelve Apostles.455  In Fijian and Pacific Island traditions, birds are

often messengers of the gods.  Stars serve similarly as metaphors for gods or spirits.456

In Fijian, lagi, refers to both “sky” and “heaven,” the traditional home of the gods, spirits,

and deified ancestors.457
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In the lower band Charlot represented one of the most common of the

early Christian symbols, the fish.  The fish is a traditional symbol of Christianity because

the letters of the Greek word for fish, ichthys, form an acrostic for “Jesus Christ, Son of

God, Savior.”  The fish is a symbol of some of the most fundamental of Catholic rituals,

particularly Holy Baptism and the Mass, through its association with water.458  In a

Christian perspective, the fish is historically a symbol of Christ, while in Fiji fish

represent a primary food staple.

The clusters of three dots found on both the upper and lower bands of Christ’s

loincloth are a motif derived from the decorative bark cloth model.  In a local context,

this motif probably originated from bark cloth made in the Tongan Islands, where it

served to represent the three main islands of Tonga.459  The influence of this Tongan

design in Fiji is a consequence of the historic exchange of goods and spouses among

island groups.460  Charlot may have incorporated this motif to refer to the Christian

Trinity, “Father, Son and Holy Ghost.”

Fijian and other Pacific Island viewers of Charlot’s frescoes shared a background

of cultural thought that influenced the reading of traditional Christian icons and symbols.

In a Pacific Island context, high-ranking individuals, such as chiefs, priests, and nobility,

could trace their genealogy from the gods.  These relationships were recorded through

oral traditions, including such genres as legends, chants, and other ethnohistoric

records.461  Charlot, cognizant of these facts, presented Christ to the Pacific Island

viewer as the highest of chiefs, through his manipulation and presentation of signs.  The

artist employed hieratic scaling, showing Christ as the largest figure, thus, the most

important figure.  This is emphasized by the composition itself, that places Christ’s body

as a central axis, the visual and symbolic intermediary between the realms of heaven

and earth, God and man, artist and audience.  Charlot documented the genealogy of

Christ in the side chapel fresco of The Annunciation, where he depicted the divine

moment of the immaculate conception of Christ, while in St. Joseph’s Workshop, he

presented Jesus as a young boy.  Charlot also alluded to Christ as a direct descendant

of God because of the placement of the Christ figure as rising up and over the altar.  In

a Pacific context, Christ can be identified as both God and divine chief by the different
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icon-signs of Fijian origin, and indigenous offertory goods including the masi loincloth,

the tabua (whale’s tooth), ibe (mat), tanoa (wooden serving bowl), and specific plants

(uto and yaqona).  Charlot carefully selected motifs and colors that would reinforce this

interpretation from a native perspective.  For example, a quatrefoil cross above Christ’s

head is a traditional icon of a Christian halo.  Charlot’s combination of red and yellow in

the halo, on the other hand, was symbolic of the sacred to the native audience; in

Polynesia these two colors are considered to be intrinsically sacred, once the domain

only of god images and divine chiefs (Illustration 6.46).462

The background of the central panel is composed of foliage of breadfruit and

yaqona leaves below; both extend into adjoining side panels, where other local plants

frame the worshippers.  In the side panels, Charlot framed the worshippers with other

local plants, the ti plant, bananas, sugar cane and tree ferns.  All these plants are

important food crops both for internal consumption and as economic resources, as well

as being sources for medicines, ritual substances, and decorative elements for formal

attire.463

The forest of tropical foliage created a shallow space that projects and

participates in the narrative.  The vegetation represented the major wild and cultivated

foods of the region that provide physical, economic, and spiritual sustenance.

Breadfruit is a common food staple in Pacific cultures, where the fruit is cooked and

used as a starch staple.  Yaqona and sugar cane are the two main crops produced for

commercial sale in the region of Ra, and bananas are a common food as well.

Traditionally, the first pick of the harvest was offered to the gods in a great Thanksgiving

in both Fijian and Indo-Fijian rituals.464

Yaqona and ti plants serve as cermonial and sacred plants in Fijian and Pacific

Island ritual and belief.465  In the Pacific Islands, ti plants may be of a green or red

variety and are used for purification and for their intrinsic properties.  Ti plants also

demarcate sacred sites, such as temples and graves, where they are planted and used

to wrap offerings placed on altars outside and in temples.466  For this reason, ti plants

have been planted on both sides of the stairwell to the main entrance of the church at
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Naiserelagi, as well as throughout the grounds surrounding the church building.467

Charlot used the red ti plant to mark the visual entry from the Fijian (left) panel into the

sacred space of the central panel, the Holy ground upon which the Christ figure

appears.

  Charlot presented a very sensitive rendering of nature in his illustrations of

animals and plants.  In a graceful breaking of the groundline with a single cane leaf,

Charlot united nature with Christ and God the creator (Illustration 6.47).468  Charlot

depicted a living nature by constantly alluding to the connection of God, nature and

humanity.  He often emphasized the close relationship of humans to nature in his

artworks by creating visual metaphors through motifs that suggest anthropomorphic

figures within the vegetation.  In the central panel, he paralleled the Sacred Heart shape

with a breadfruit and used the yaqona leaves as a stylized sign-symbol for “hearts” in

the Western motif one might see on a Valentine card.  In other examples of his art,

Charlot further stylized breadfruit leaves into the shape of human faces that recall Noh

masks, alluding to the indigenous religion of Japan, Shintoism, where spirits manifest

in nature, just as they do in the Pacific Islands and Mesoamerica (Illustration 6.48).469

Syncretistic Origins of Charlot’s Black Christ

Granting that there are far more differences than similarities, Charlot must have

been struck by the parallels that can be drawn if one compares ancient Polynesian and

Mesoamerican cultures.  For example, the peoples of ancient Polynesia and

Mesoamerica both had a belief system that included a divine kingship based on

primogeniture and genealogical descent.  This resulted in a highly stratified social

system consisting of a noble and priestly class (that included artists, in both cases) at

the top of the hierarchy, with commoners, captives, and slaves at the bottom.  The

peoples of both cultures resided in environments adjacent to oceans and/or volcanoes.

Local peoples in both areas were extremely knowledgeable about their natural

environment and practiced extensive agriculture, as well as hunting and gathering.

Both peoples held to beliefs in a polytheistic religion where native deities manifested in

animals and plants, and both drank intoxicants, yaqona in Fiji and pulque in
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Mesoamerica, as sacred beverages that allowed priests to communicate with ancestors

and gods.470  Further, both cultures developed elaborate religious rituals of human

sacrifice.471

In Mexico, Charlot was introduced to the cult of the Black Christ.  In Mexico City,

he was exposed to popular beliefs in the Black Savior through the prints of José

Guadalupe Posada.  Charlot was an early admirer of Posada, and he assembled the

largest collection of Posada’s prints outside of Mexico, including at least two images of

Black Christs (Illustration 6.49).472  Charlot’s knowledge of the Black Christ and other

syncretistic traditions in Mexico derived from his own experiences and investigations

with local cultures and pre-Columbian religions, particularly at Chichén Itzá.  Charlot’s

pilgrimages to Chalma and Mérida would have provided ample opportunity to observe

first-hand the traditions associated with the Black Christ cults (Illustration 6.50).473

During his stay in Mexico, Charlot maintained a close friendship with Anita Brenner, who

at the time was researching Idols behind Altars (1929), a book that documented the

syncretistic religious traditions of Mexico.  In her text, Brenner included an extensive

description of the Black Christ of Esquipulas and wrote, “black in Middle America has

been considered divine, sacred and holy from time immemorial.”474

In Mexico and Central America there are approximately twenty-five churches,

parochial chapels, and sanctuaries that house an image of the Black Christ.475  Of

these, four sites have strong evidence of pre-Columbian origins.476  The cult of the

Black Christ in Mexico is associated with the manifestations of the pre-Columbian Earth

spirit in locales such as caves, cenotes (springs, sink holes) and/or associated with

sacred healing clays.  In Mexico, the Black Christ cults are associated not only with

geographic features such as caves and springs, but also with apparitions and miracles;

one example known to Charlot was the appearance of the Lord of Chalma in the place

of Ostocotheotl the Aztec cave god.477

The pilgrims would walk for days through the surrounding mountains,
wearing flowers in their hair and carrying incense burners, in order to
make offerings to a statue of Ozteotl [alternative, Ostocotheotl], the Dark

Lord of the Cave. 478
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In his Black Christ triptych, Charlot evokes a similar scene with the brass camphor bowl

at the bottom right of Christ's feet and the Indo-Fijian woman who approaches the Christ

figure with a floral garland.

In Fiji, Charlot was probably influenced in his decision to paint a Black Christ by

his discovery of a local shrine to the Virgin Mary located in a grotto at the bottom of

Navunibitu Hill.  In his diaries, Charlot mentioned starting to paint the Christ figure on

October tenth, but he does not record walking to see the grotto until October fourteenth.

While it is impossible to know for sure, I believe it likely Charlot was aware of this grotto

prior to beginning painting the Christ figure.479  In her letter to her son John, dated 13

October 1962, Zohmah wrote of the grotto, “it is a most beautiful natural rock formation

with a lovely spring....[T]he great rocks are surrounded by breadfruit, palms, mango and

other tropical trees.”480  The “grotto” that Zohmah referred to is a natural outcropping of

rocks with a small cave and a spring (Illustration 6.51).481  This shrine consists of the

cave and springs, an altar with a sculpture of the Virgin, and a well-kept garden.  The

spring flows out above the altar, down through the rocks, and out to the ocean.  In this

spiritual place, the local people have created a lovely garden area and dedicated a

shrine to the Virgin Mary (Illustration 6.52).  It is said that the altar marks the site where

the Virgin once appeared.482  The grotto also offers a clear view of Naiserelagi Church.

In Fiji, believers come from the bush to bring the first fruits of the harvest as

offerings of thanksgiving, and likewise, they bring food gifts to the church on a regular

basis.483  Charlot would have observed similar religious acts in Mexico, where pilgrims

travel to sacred shrines of the Black Christ to make offerings and give prayers for water,

agriculture, and ancestral land.484  In Mexico and Central America, religious

ceremonies honoring the Black Christ involve all night celebrations with dancing,

feasting and music, similar to Charlot’s experience with Fijian festivals, such as

vegaravi.485  In the twentieth century, Black Christs in Mexico have been associated

with peace and reconciliation.486  In Fiji, Charlot represented these ideas in his Black

Christ triptych, which united both Fijians and Indo-Fijians as one community under God.
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When Charlot arrived in Fiji, he would have been confronted with all the

necessary elements for a Black Christ as established by the syncretistic traditions that

he had experienced in Mexico.  These elements include the historic traditions of the old

Fijian religion that considered the area sacred to Degei the snake god, who created the

first Fijian man and woman in the sacred caves of the Nakauvadra mountains.  The

parallels between the Fijian frescoes and the syncretistic traditions of Mexico are also

observable in Charlot’s depiction of the Virgin Mary in the east side altar fresco.  Writing

of Mexico, Brenner stated a mat “of a sincere yellow colour...[was] spiritually an

essentially Mexican symbol.”487  In Fiji, Charlot’s Madonna is dark-skinned and plaits a

mat.  Although written almost ten years prior to Charlot's work in Fiji, the following quote

from his autobiographical chapter in Born Catholic clearly anticipated Charlot’s Fijian

Virgin Mary:

When I left Mexico for the United States, my devotions had become a
more or less integrated blend of three racial attitudes—French, Spanish,
and Indian—and I talked to God in a number of languages.  My piety
paralleled the mixed aesthetics of the image of Our Lady Of Guadalupe,
robed in tints so light and so dark of skin, dressed in the insignia of an
Aztec princess, impressed by Heaven on a lowly palm mat, but with a

clarity of a statement worthy of Poussin.488

The Virgin of Guadalupe is the dark-skinned patron saint of Mexico.  The cult of her

worship dates back to 12 December 1531 when she appeared to Juan Diego, an

indigenous man at the hill of Tepeyac, north of Mexico City.  In the Fijian fresco Charlot

renders Mary’s clothing a pinkish color.489  In Mexico, the color pink is not only

associated with the Virgin of Guadalupe, but also with Aztec royalty, metaphorically part

of Charlot’s own genealogy and heritage.490

I believe Charlot conceptualized his Fijian frescoes as the focus of a pilgrimage

center inspired by his experiences in Mexico.  I believe that this notion was at the core

of the artist’s original conception of his work in Fiji, an artistic achievement marking his

own pilgrimage to the heart of the Pacific Islands.  In Fiji, Charlot created his Black

Christ as a sacred image worthy of the long journey to St. Francis Xavier’s Catholic

Church.  Even today, the church at Naiserelagi is difficult to access, being four hours by

car on the King’s Road from either of the two major city centers, Nadi and Suva.  The
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road is paved only from Nadi on the Western side; from Suva, the road remains

unpaved and in a rough condition.  Upon arrival at Navunibitu Hill, it is still necessary to

traverse a dirt road up to the mission that is often impossible to negotiate without a four-

wheel drive vehicle.  The Naiserelagi church, situated in a such a remote location, and

even more so in 1962, when there were no paved roads and limited transportation,

demands much effort to visit, and, thus, it is easy to see how both Jean and Zohmah

Charlot could regard the site as a pilgrimage center.  In a letter to John describing the

grotto, Zohmah began with, “It seems to me that this will be the great shrine of the

Pacific.”491

Jean Charlot’s Fijian Fresco Murals in Context: Ethnohistoric Sources

The immediate response of the local population of Ra District to Charlot’s work

and art appears to have been very enthusiastic.  This attitude was expressed in a letter

written to the Charlots and presented to them at the Blessing Ceremony held for the

murals by the people of Naiserelagi.  In their letter, they offer their gratitude and thanks

for the effort on their behalf:

[T]he poor people of this Mission we are so very grateful. Truly we couldn’t
[do] this wondrous work of bedecking our church but we beseech Almighty
God that he may take care of you and your family through this short

life.492

Besides the letter, the local people demonstrated their appreciation through their

actions; the numerous honors they bestowed upon the Charlots included feasts,

presentational offerings, and other traditional ceremonies.    

Three articles about the Naiserelagi Catholic Church and Charlot's frescoes were

published in the Fiji Times while the artist was still working on them.  These articles

provide insight into the national response to the frescoes.  The first public

announcement of Charlot’s Fijian frescoes was published in the Fiji Times, Thursday, 2

October 1962, in an article entitled, “Noted Artist to Paint Mural in Colony.”  The article

described the commission, stating, “...something unique in churches in Fiji will be the 10

[foot] by 30 [foot] mural which is soon to be painted behind the altar in the church of the

Naiserelagi Roman Catholic Mission at Viti Levu Bay.”493  The article provided a brief
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background on Charlot’s work as a muralist, noting he “has painted 35 murals including

in Mexico, Honolulu, and Georgia.”494  Regarding the subject matter, the artist indicated

that the breadfruit would be used to symbolize the Sacred Heart motif in the central

panel which would show the crucifixion against a tropical background and that the two

side panels would portray people served by the mission—Fijians and Indians making

offerings.495

The second article, published on Monday, 17 December 1962, entitled

“Remarkable Mural by Jean Charlot,” served as the first public critique of the almost-

finished work.496 The author described his aesthetic response to the imagery after

viewing the murals in progress.

The first sight of Professor Jean Charlot’s 30 [foot] mural...brings
amazement...amazement at the remarkable conception that gave its
beginning in the mind of the artist….Then, after a long deep study, the
picture and its meaning and its message, begin to sink in.…The work is
most exacting and difficult, each stroke of the brush has to be just right for
once applied, it is permanent.  The central figure…is a 'black Christ'….The
vital life-size figures, the lush tropical background and other details of
Fijian and Indian life are all into one harmonious piece, telling a story of
today and the hope of a happy future, and creating a memory which will
remain a long time….[A] Fijian [man] in ceremonial dress [offers] a tabua
to the crucified Christ.  This great symbol of respect, and in this instance
devotion, is continued in the opposite panel where an Indian woman
[offers] the tribute of a garland of flowers in respect, love and homage….
The attention to detail is indicated in the club, obtained from an interior
village 25 miles away, and the large tanoa is also a fine specimen.  The
amazing unity of different colors of the whole harmonizing effect has been
achieved by the use of whiteness of the lime which comes through the
various coloured pigments to give that sense of completeness….As the
time passes [and] the lime gradually dries out the colors will

strengthen.497

The author’s enthusiastic review concluded, “the outstanding technique of the artist

merges all figures so very completely into one completely harmonized picture which

leaves a memory which will remain a long time.”498  The article is generally

complimentary to the artist and is directed towards generating the interest of the

national population.  The author mentioned briefly the blessing service marking the
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completion of the murals, noting that the service took place on Saturday, 15 December

1962, and was given by the “Very Rev. Father Clerkin.”499

On the following day, 18 December 1962, a third article was published in the Fiji

Times, entitled, “Naiserelagi Blessing of Fine Work of Art.”500  This article provided a

more detailed account of the blessing ceremony and a Fijian festivity with food offerings,

or magiti, including a yaqona ceremony and meke, Fijian dance performances.  A formal

affair, invitations were mailed out to a variety of guests from all over Fiji.  Formal thanks

were offered to Jean, Zohmah, and Martin Charlot, as well as to Franz Glinserer.

Charlot returned the thanks, articulating his view that his paintings were “indeed an

exchange; I cannot do the things they do, but I can paint, so in return I give them this

picture.”501  The article quoted Wasner, who spoke at the service and stated,

 It was not only a great work of art but also a great work of love. In it was
Christ on the cross who came not to save any particular race but to save
all people.  In it also his Sacred Heart—his love for all men….Fiji must
stand for peace and peace can come to Fiji if the two main races will
stand together as they stand together in the mural....It remains for us to
take in the beauty before our eyes and let it penetrate into our souls and
our hearts, and look at the message that it sends to us everyday—the love
of God and the love of labour, such as Professor Charlot gave in this

work.502

Wasner’s comments clearly indicate his pleasure and satisfaction with the commission.

His interpretation of the frescoes probably had a significant influence on how local

people viewed the paintings at the time, particularly members of the local church parish.

Wasner’s view represented not only that of a patron but also that of the Catholic Church

on the local level.

Another official public speech was given by clergy at the blessing ceremony in

honor of the frescoes’ completion; this was presented by Father Clerkin, representing

then Bishop Foley.  In his speech, Father Clerkin was quoted as having said that he

was privileged to bless the mural.

It was a unique occasion, for it was, as far as he knew, the only
fresco mural in any church in Fiji….[T]he mural...would last as long
as the church stood….[I]n the Christian area great cathedrals were
built and works of art were created. It was a different age from that
of today when man was so busily preparing instruments of
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destruction. Now we have had the talent of Prof. Charlot and his
belief and devotion to express it so beautifully in this work.  To all of
us who come to the altar to pray it will be a great inspiration.  To
those who will come to this Church it will bring belief to their lives
and lift up their souls to God.  And to those who come just to look at
a splendid work of art, it will also be an inspiration....During the
years to come...[the] great work would become even greater….
[T]hey should be thankful that Prof. Charlot had the faith and

devotion which enabled him to do that great work.503

Father Clerkin, as the representative of the Bishop, gave an indication of the reception

of the murals within the greater Catholic Church community.  The positive response of

the Church is further illustrated in a personal letter of thanks written to Charlot from

Bishop Foley himself.  In this letter, Foley described his subsequent visit and his

response to the murals as follows:

I have now seen the murals at Naiserelagi.  They are beautiful and what
touches me in them, in your incorporation of the two races of Fiji, is not so
much the fact that they are there but the fact that one sees a soul, almost
a living one of profound spirituality.  I feel that these images which you
have imprinted on the walls, dead things in themselves, will help the
growth of things spiritual in the minds and hearts of our peoples—which
no doubt is your purpose in your work—and for this, as Bishop, I am most

grateful.504

At some point after the completion of the frescoes, the Catholic Church published a flyer

that was made available at the local church at Naiserelagi.  The flyer stated that the

setting of the entire mural was definitely Fijian and that "in Fijian, the single word uto

means both ‘breadfruit’ and ‘heart.’  Thus, the breadfruit leaves and fruits are meant to

be a symbolic projection of the love of Christ.”505  Christ was described as “dark

skinned,” while the Sacred Heart was said to symbolize the love of Christ for all

mankind, the reason for his sacrifice, and the source of unity among all men.  The flyer

also noted that the cord and shells were stretched toward the crucified one who was

being honored.  Mary is described “at a typical Fijian occupation of braiding a vo'ivo'i

mat.”  The author also commented on the fresco process, making the point that Charlot

was assisted by Franz Glinserer, as well as by Zohmah and Martin Charlot.506

  Articles and entries about the murals soon began to appear in travel journals,

helping to establish the church of the frescoes as a popular tourist destination.  As a
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follow-up, the Fiji Times ran a front page article in December, 1963, albeit a brief

description, advertising the existence of the fresco paintings.507 Another local

magazine, the Pacific Islands Monthly, ran an article in its July 1967 issue, entitled

“Little-Known Murals of Fiji Church Capture Essence of Countryside.”  The article was

written by Jane Gregor of Suva, who described the “magnificent mural" by the famous

French painter Charlot as

a true blending of Fijian, European and Indian cultures....What makes
Naiserelagi’s frescoes so totally memorable is their identification with the
work and life of Fiji of today….Even more exciting still is the fact that each
figure in the murals, with the exception of Christ, is a recognizable
person.…I cannot too strongly emphasize the impression that the murals
of Naiserelagi made upon me; I was irresistibly convinced that the artist

had captured the very essence of all that is, and could be, best in Fiji.508

Five years later, in 1972, a second paper, The Fiji Beach Press, published a short

article, “Visitors Invited To See ‘Black Christ’ In Church,” which called the mural a “star

attraction...vivid and bold.”509

On an international level, a brief announcement of Charlot’s lecture to the British

Council in Fiji was published Monday, 29 October 1962, in the Fiji Times.510  The first

notable international publication on the murals, however, appeared in the Honolulu Star

Bulletin, on 3 November 1962, entitled “Sounds and Souls and Sensitivity” and written

by Carl Wright.  Commenting on Wasner’s mission, Wright said, “Msgr. Franz

Wasner...must have thought of music and art as the first steps in his mission for Charlot

heard from him in the beginning.”511 The majority of the article’s information is taken

directly from Zohmah’s letter to Wright dated 10 October 1962.512

A second article, featuring Charlot’s Fijian frescoes, appeared in the 3 March

1963 issue of Aloha, in the section on music and arts.  The article, written by Joanna

Eagle and entitled “Charlot Paints Fresco in Fiji,” included a brief history of the artist and

a description of the paintings.  Of the main icon, Eagle wrote, “Charlot used the Black

Christ symbol...for the Fijians to identify with.”  Referring to the background of breadfruit

leaves surrounding Christ, Eagle stated, “Charlot wished to express the Fijians’ close
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relationship to nature.”  Concluding, the author stated that the artist had “succeeded

admirably.”513

After the Charlots returned to Hawai’i, Zohmah published six articles on their

experiences, based primarily on letters written to family members during the time she

was in Fiji.  The two most insightful articles are “Charlot Paints a Fresco in Fiji,”

published in Christian Art, May 1964, and “The Place of Heavenly Song" published in

the Honolulu Beacon, December 1964.514  These two articles cover basically the same

information, beginning with the origin of the commission, the Charlots’ first impressions

of Fiji, and their first night in Fiji, highlighting experiences with the whale’s tooth, yaqona

ceremony, and lali, or Fijian drums.  Her other articles combined general statements

regarding the progression of the process, development of iconography, and other

events that occurred during their stay at the mission.

In the Honolulu Beacon article, Zohmah commented on the choice of black skin

for the Christ icon: “Jean will paint a Black Christ for black Fijians.”  In this article, she

reiterated that the “breadfruit is to be a most important part of the fresco to emphasize

the close relationship of Christ to nature.”515  The article also chronicles Zohmah’s own

experiences in Fiji; for example, she mentions going “to visit and pray in the beautiful

grotto of Our Lady of Ra.”  In this article she described the area around the church and

the predictions of the local village seer:

The village seer dreams of the eventual bus loads of people who will come
to see the pictures.  One doesn’t have to be a seer to imagine wanting to
come to Naiserelagi, for it is good to be in this happy place, where the day
begins for all the world, and where the children begin the day with prayers

and song.516

This article was reprinted, with a couple of pictorial additions of Charlot’s Fijian oils,

under a new title, “A Fiji Adventure,” in The Sketchbook of Kappa Pi.517 

In two later articles, published in the Hawaiian newspaper Suburban Press,

Zohmah recalled memories of her holiday celebrations in Fiji.  These brief accounts do

not include any new information regarding the frescoes themselves; rather they

describe the preparations, feasts, and activities of Thanksgiving and Christmas.  In the

first article, “Mrs. Jean Charlot Takes Us To Fiji for Thanksgiving,” Zohmah described
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the local people as unaccustomed to celebrating Thanksgiving in the American tradition

of a national holiday feast of turkey and trimmings, and thus, in Fiji, it was modified to be

a feast of local fish, shrimp, pineapples, bananas, rice, taro, and sago.518  In the second

article, “Mrs. Jean Charlot Cherishes Fond Fiji Yule Memories,” Zohmah recalled that

the celebration of Christmas at Naiserelagi included dancing, feasting, and the

presentation of a Christmas play.  She also described the “gift-giving,” and the presents

she received:

(T)hey became future frescoes, an I.O.U. from my husband 
promising to paint murals on the two side altars of the mission church
because I had asked for them.  From Father Dutton another I.O.U., he
was offering me his Christmas mass...The beautiful songs, the heavenly
petition, the murals I never see again are gifts that filled my heart to the

breaking point.519

Fortunately, Zohmah did see the murals again, when she and Jean returned for a short

visit in February 1977.520

In 1978, John McDermott published a short account of his visit to see the

frescoes in How to Get Lost and Found in Fiji, where he gives a general description of

the location and frescoes.521  McDermott’s account includes several errors, including

the misidentification of Maria Gemma as a local Fijian man and the mat she holds as

masi or bark cloth.522  He concluded with an interpretation similar to Wasner’s, writing,

Does the mural (triptych) heavy with symbolic objects of the two dominant
races in Fiji mean that the two peoples can come together in Christ?  In a
time of political struggle when there are indications of more and more

racial polarization, one could only kneel under the mural and pray.523

He noted, at the time of his visit, that there was nothing available at the church to

provide information about the murals.  A decade later, the magazine Fiji Calling

featured the murals in an article written by Mark Ebrey, “On the King’s Road: Rural

Murals.”  Ebrey provided a brief and general description as a neutral observer, and

noted at the end, “it is definitely worth a visit.”524

Two other contemporary and popular travel books, published in the late 1990s,

list the murals as major attractions off the King’s Road on the main island of Northern
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Viti Levu.  In the South Pacific Handbook, David Stanley wrote that the Naiserelagi

Church

was beautifully decorated with frescoes by Jean Charlot....Typical Fijian
motifs...blend in the powerful composition behind the altar....Christ and the
Madonna are portrayed in black.  The church is worth stopping to

see.525

Likewise, the church and frescoes at Naiserelagi are briefly mentioned in Fiji: Lonely

Planet, listed under “King’s Road (Suva to Lautoka)—Rakiraki & around.”526

Audience Response: A Diachronic Perspective

The intentions of the artist determine the topic and presentation of the narrative

at a particular historic moment; the perceivers are then open to interpret the narrative in

a dialectical relationship to the artwork that is ongoing in time.  In Fiji, this part of my

research proved to be most challenging, as most Fijian participants were reluctant to

give formal interviews for a variety of reasons, including the cultural practice that

discourages the asking and answering of direct questions.  For example, in his

description of neighboring New Guinea cultures anthropologist Anthony Forge noted in

his article “Problems of Meaning of Art” that “verbalizing about art, in short, is not a

feature of New Guinea cultures.”527  This has also been documented in Fiji by Andrew

Arno, who in his investigation of the Fijian rituals pertaining to kilikili (grave markers),

tabua, i yau (bark cloth and mats), and the yaqona ceremony, noted that,

even after asking those in the community who were more than ordinarily
knowledgeable about and interested in, local traditions...participants did
not have a ready answer precisely because verbal expression of the
[kilikili] stones’ meaning was not necessary to the communicative
functions of the ritual acts.  Their essential, deeper meaning did not
reside in language and would have been inadequately represented in

language.528

My formal interviews were characterized by a prepared list of questions, my pencil and

paper in hand, and a tape recorder.  In truth, the majority of these interviews with Fijians

ended up being very long sessions of informal yaqona drinking, lasting up to eight

hours, with few words directed to the discussion of Charlot’s frescoes, despite my

repeated attempts at direct and indirect questions.  In contrast, while working on the
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restoration of the Fijian frescoes, we often received visitors who freely offered food,

gifts, and informal thoughts on the paintings.

Indo-Fijians were reluctant to give interviews either because they had not seen

the paintings, and/or they were inhibited to discuss something that is viewed by some

community members as pertaining to “black magic.”  Despite my reassurances that they

could read my final interview transcripts, another concern shared by local Indo-Fijians

was that they might offend a high ranking Fijian, such as the local chief, i.e., if I

documented something they said and it was later read and interpreted by that person to

be offensive.  In spite of these challenges and the limits of my final database, there

appeared to be some obvious differences in the audience responses to the frescoes.

The research data for the following section was gathered through a combination of

formal, and, by necessity, informal interviews, that took place in Fiji during my research

trips: 9 September-10 October 1999; 16-18 October 2000; 31 October-12 November

2000, and 2 June-27 July 2001.  Through local interviews and research, it has been

possible to formulate a diachronic perspective of audience response and to compare

cross-cultural responses to the frescoes with Charlot’s original artistic intentions. These

materials provided a basis for discovering (decoding) how the murals “speak” to their

current audience, and how they, in turn, understand, appreciate, and critique the

frescoes in their contemporary cultural context.529

Local Audience: Fijian Catholics

In the twenty-first century, one of the most important influences on local attitudes

towards Charlot’s frescoes has been their interpretation by the resident priest, Father

Eremodo Muavesi, who had given several sermons on the symbolism and meaning of

the subject matter of the frescoes.  Father Eremodo, an ex-soldier from the interior of

Ra District, is descended from the very first ordained Fijian priest (Illustration 6.53).530

His mission continued the syncretistic tendencies of the Order of the Sacred Heart,

carried out by Wasner, to bring Christ closer to the people.  In keeping with the

syncretistic nature of the Church mission, Father Eremodo offers the services in the

native dialect.  The majority of the congregation is Fijian, and one must be familiar with
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the Fijian language to grasp the content of Father Eremodo’s sermons.  In fact, many

people commented to me that the memorial service, given on 22 June 2001, in honor of

the Charlots, was the first service anyone remembered being offered bilingually, in both

Fijian and English (Illustration 6.54).531

In addition to language, traditional Fijian art forms are integrated into the church

including the continued use of mats in place of pews and women’s art forms of mats

and masi (bark cloth) used to decorate the altars.  Bark cloth decorations often hung

directly beneath Charlot’s fresco panels and thus echoed the paintings, with the

offerings of indigenous arts.  These syncretistic traditions are also observable in the

decoration of the current priest’s vestments, which feature the symbols of the cross and

the tanoa, the yaqona serving bowl (Illustration 6.55), motifs also closely associated in

Charlot’s triptych.532  In formal church services, the ceremonial presentation of the

gospel to the worshippers is an impressive event; the Bible is carried forth from the back

of the congregation toward the altar by an individual glistening with coconut oil, wrapped

in masi (decorated bark cloth) and processing with systematized movements that recall

the meke ni yaqona.533  Furthermore, all Fijian Catholic services that I attended were

followed by yaqona ceremonies, which were identified as fundamental components of

the faith by most Christian Fijians.  Today, yaqona is a powerful symbol of Fijian cultural

and national identity, as well as a syncretistic element of the national Catholic

missionary effort.  It is probably for this reason that the two motifs are used to ornament

priestly vestments, as a reminder of the divine sanctification of indigenous culture and

national independence.

Father Eremodo interprets the icon of the fresco’s crucified Christ as symbolic of

many ideas deeply rooted in Fijian cultural beliefs.  He stated that he conceived of the

frescoes in the contemporary context of local and national attitudes to Catholicism

within what he describes as “Black Theology.”534  Black Theology was influential within

the anti-colonial intellectual environment in the 1960s-1970s, stimulated by the

oppression of Blacks in America and providing a wider context for Pacific Islander’s own

experiences of colonialization.535  In an effort to counteract local beliefs in Fiji that the

color “black” carries negative connotations, such as “evil" of "devil,” Father Eremodo
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emphasized that “Christ is a mystery, he is black, he is white….He is God and human at

the same time.”  Speaking to a predominantly Fijian audience, Father Eremodo stressed

that Charlot's painting signified that “Christ is black just like you and me.”536  This

interpretation appeared to be shared by the majority of parishioners with whom I spoke,

who had taken very seriously the interpretation of Catholic ideology as expressed by

clergy.  In contrast, as part of an earlier generation, Selestino Koloaia and Maria

Gemma firmly stated that this interpretation stressing a “Black” Christ is a contemporary

phenomena and that in the past the figure was intended to represent simply the “Christ”

figure.537  Koloaia stated, “tourists changed the meaning to a ‘Black Christ.’”538

Today, the small dirt road from the King's Road that leads uphill to the chapel, is

marked with a sign reading “St. Francis Xavier Parish, The Church of the Black Christ”

(Illustration 6.56).539  Father Eremodo, who at the time was the priest-in-residence at

the Naiserelagi Mission, put up the sign for tourists.  In our conversations, he

complained that initially the sign kept getting knocked down.  His possible explanation

for such acts was related to local beliefs in black magic and connotations of the color

black being indicative of the devil.  Father Eremodo believed these ideas were instilled

by recent Protestant missionaries who advocated a “white” Christ and who

conceptualize evil, sinful thoughts as deriving from the dark side of the soul.540  I myself

heard such a sermon in the Anglican Church in Nadi in September 1999.  At this same

service, I witnessed an exorcism, furthering Father Eremodo’s claim of local beliefs in

black magic.  In my own experience in Fiji, I often heard of black magic used to explain

sicknesses and ill goings-on.541

These beliefs naturally tended to have a negative impact in the local

interpretation of Charlot’s frescoes, particularly a crucified Black Christ.  The issue of a

“Black” Christ seems to be a more recent idea, one that today presents a paradox for

many local Fijians and Indo-Fijians alike.  This fact that may account for the reluctance

of people to give formal interviews, and even for Narendra’s hesitation to discuss his

portrait in the paintings within his own family.  One Indo-Fijian, who wished to remain

anonymous, stated these negative beliefs were particularly relevant to Indo-Fijians in

the area, which he asserted accounted for the fact that there were relatively few
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Catholics of Indo-Fijian descent in the area, as they “fear the Black Christ.”542  In the

predominantly Fijian-Methodist village of Rakiraki, I was regularly asked to explain “why”

Christ was painted black.  Most villagers had never ventured to see the paintings,

partially inhibited by transportation problems, but they also explained the area was tabu,

“forbidden,” to them, being Methodists.  While I can only speculate, these negative

associations with "black" are perhaps encouraged by local non-Catholic Christian

groups, who, in the spirit of the historic rivalries that have characterized missions in the

Pacific Islands, desired to keep potential converts away from the Catholic Mission and

to discourage Indo-Fijian beliefs in earthly manifestations of black-skinned gods, such

as the Hindu diety Krishna.

Regional Audience: Fijian Methodists

The Fijians, regionally, responded similarly to the aesthetic and informational

systems represented in Charlot’s painting.543  Christian Fijians, be they Catholic or

Methodist, seemed to comprehend both the Christian symbolism as well as that

associated with Fijian customs.  Many members of the community are trilingual,

speaking at least one local Fijian dialect, along with their national Fijian dialect and

English, which is often used in education.  It is reasonable to assume that because most

Fijians are Christian, bicultural, and, at least, bilingual, they are able to comprehend

easily Charlot’s visual metaphors, such as his three signs for a “heart” (the Sacred

Heart, the breadfruit and the stylized yaqona leaves).  Iconographically, the most widely

recognizable figure seems to be Archbishop Petero Mataca, who is not only the current

Archbishop of Suva, but also is related by marriage to the late Tui Navitilevu Ratu

Bolobolo, longtime chief of nearby Rakiraki Village.  Members of the larger Catholic

community of Ra District generally recognized the other local figures, some of whom still

reside in the local area (the Fijian school girl, Teresia Tinai, and the Indo-Fijian altar

boy, Narendra) or who are recently deceased (the Fijian man and woman, Selestino

Koloaia and Maria Gemma).

The icons in the Black Christ triptych that seem to hold the strongest symbolic

meaning to all the Fijians with whom I spoke were the whale’s tooth and the yaqona,
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conceived to be the two highest offerings in Fijian ritual.  In a private interview, Father

Eremodo explained the significance of the tabua in the fresco, which to him symbolized

“a great debt, in Fijian culture; [they] have come to grasp the debt that everything is

Christ, that he is above all that is in Fijian, the highest value.”544  This interpretation was

shared by Etuate Katalau, matai , or master carpenter, and Methodist lay minister from

Rakiraki, who also worked on the restoration of the Catholic Mission Church and its

murals (Illustration 6.57).545  Referring to Koloaia’s presentation of the tabua in the

fresco, Katalau stated, “It’s like he is presenting the whole community, the whole

congregation.”546  Another resident of Rakiraki, Sakiusa Vedewaqa, urged me,  “First of

all, the most important thing I want you to write, the whale’s tooth, for us, those things

so meaningful [sic]” (Illustration 6.58).547  The breadfruit was also mentioned regularly,

in its symbolic reference to the Sacred Heart of Christ.  Another viewpoint shared by the

Fijian visitors was the relationship of the murals to their immediate natural and cultural

environment, i.e., the murals were naturally beautiful because they depicted the beauty

of the local area and people, who, by virtue of being Fijian-Christians who live there, are

themselves considered beautiful.548  Seeing the paintings for the first time, Sakaraia

Tabala, of Rakiraki stated, “It makes me very proud to be a Fijian, it really touches me”

(Illustration 6.59).549

Indo-Fijians

Based on my interviews and a large body of data gathered from comments in the

guest registry, Indo-Fijians seem to respond to the aesthetic system more than the

symbolic meanings of the frescoes.  For example, most people expressed admiration

for the paintings in terms of beauty, color and representation, but never did I hear

anyone comment on symbolism or meaning.  In fact, one man stated that, not being a

Christian, it was not the prerogative of a non-Christian to be concerned with such

meanings.550  Narendra, who served as the model for the altar boy in the far right

panel, expressed his reactions to local resident, Akenata Vulavou, who translated his

comments as, “It looks beautiful to him when he sees it.  He feels proud of himself when

he sees himself up there.”551   The stress on community and humility may account for
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the fact that Narendra, despite living a short walking distance from the church, had

never taken his wife and family to see the frescoes, nor did they know he was illustrated

in the triptych until I arrived there to inquire about the paintings.

My formal interviews with Indo-Fijians consisted of interviews with two local

farmers near Naiserelagi (Hindu) and two hotel staff in Rakiraki (Illustration 6.60).552

My longer “informal” interviews included speaking with three other hotel staff members

(all Hindu) and two taxi drivers (one Hindu and one Muslim) from Rakiraki, and one

national visitor (Indo-Fijian Catholic) from Nadi.  It seems that many of the Indo-Fijian

farmers in the immediate area of Naiserelagi do not take an interest in the Fijian

frescoes, although they were generally aware of the paintings at the "Catholic Church."

The Indo-Fijians from nearby Vaileka town and Rakiraki, while geographically further

away, tended to be more acquainted with the frescoes as a consequence of the tourist

industry, particularly those who worked within the hotel industry or who drove taxicabs.

National and International Visitors

A review of the guest book signatures suggests the frescoes have been a very

successful tourist destination for national and international religious pilgrims and art

lovers for over four decades.553  However, very few signatures exist for the next ten

years, following the 1987 political coup.  This is probably because of problems with local

transportation due to imposed curfews and because few tourists traveled to the area

after the coup.  Signatures begin to fill the pages once again, around 1997, and they are

primarily tourists from the international community.554

 Today, Charlot’s frescoes are popularly advertised tourist destinations.  Local

hotels, such as the Rakiraki Hotel and Wananavu Resorts, advertise the murals as part

of the cultural attractions of “North Coast Viti Levu.”555  Wananavu includes the

frescoes as part of their “Weddings in Paradise” page on the Internet.  The “Catholic

Church Wedding” is offered for a price of $1,005, including:

Marriage License, Transfers to and from Local Town to obtain License,
Transfers to and from Catholic Church for Bride and Groom, Catholic
Priest, Traditional Fijian Necklace (lei) for both Bride & Groom, Church

Choir, Church Donation, Bottle of Wine & Fruit Basket upon arrival.556
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The advertisement continues with a list of additional charges and a brief mention of

Charlot, who is mistakenly identified as a priest:

Navunibitu Catholic Church is approximately a 35-minutes drive from the
Resort.  The Church is famous for its Mural Painting of ‘The Black Christ’;
painted by a famous French priest—Jean Charlot while in Fiji on

Missionary work.557

The frescoes are mentioned on a second Internet site for Crystal Divers.  The site gives

a brief description of the location and continues with a somewhat detailed description of

the murals:

This church was beautifully decorated with frescoes by Jean Charlot in
1962-63.  This powerful depiction of Biblical scenes is in three panels
behind the altar.  Father Pierre Chanel, who was martyred on the island of
Fatuna in 1841, appears on the left holding a war club, the weapon that
killed him.  Christ and the Madonna are portrayed in black.  Christ on the
Cross wears a tapa cloth sulu (bark cloth sarong), while Fijians are
depicted offering hand-woven pandanus, leaf mats, and ceremonial
whales’ teeth.  Indians are seen offering flowers and oxen.  There is also a

kava bowl at Christ’s feet.558

Mistakes are apparent in both advertisements, i.e., the above should read “Futuna” and

“whale’s tooth.”

The above websites are examples of Fijian-owned businesses advertising to

local and international audiences.  Three additional websites represent larger

international businesses advertising the frescoes as major tourist attractions in Fiji.  The

Fiji Destination Guide lists the frescoes as a major attraction off the King’s Road in

Naiserelagi:

Naiserelagi is the home of the church of French artist Jean Charlot’s
mural, Black Christ, an exquisite work blending Fijian motifs with the
teachings of Christ.  Charlot painted it in 1962 at the invitation of
Monsignor Franz Wasner, the then caretaker of the mission. (Prior to
coming to Fiji, Wasner was the singing teacher of the Von Trapp family

made famous by “The Sound of Music’.559

The Fiji Hidden Heritage site advertises the Charlot frescoes as a major attraction as

part of the tour package and includes an illustration of the central triptych; however, the

reference fails to identify the artist:
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You will also visit the Church of Saint Frances Xavier—a theologian's
enigma.  What makes the Navuibitu [Navunibitu] church so unusual are
the murals, a series of frescos originally commissioned by the one time
chaplain to Austria's famous Von Trapp family, Monsignor Franz Wasner.
The central panel portrays a dark skinned crucified Christ clothed in a
loincloth of local bark, masi.  On each side of the triptych are the two
major races in Fiji—Fijian and Indian—converging on the central

figure of Christ.560

The Frommers.com website offers a one-sentence mention of the frescoes and

artist, and makes the mistake of interpreting the locale name of Naiserelagi to be

Fijian for “Black Christ.”561  Today, Charlot’s Fijian frescoes continue to be one of

the major destinations for people traveling to the Ra District, and the frescoes are

often used in advertisements to attract tourists to the remote area.

Restoration Project June-July 2001

During my period of on-site research in Septmeber 1999, I was visited at St.

Francis Xavier's Catholic Church by a Fijian woman named Akenata Vulavou.  She

stated that she had walked to the mission that day after having a dream of Charlot's

triptych, the Black Christ and Worshipers.  In her dream, the paintings looked

incomplete, unfinished.  She interpreted this as a sign, an omen, and, thus, she had

walked several miles to the church to pray before the Black Christ.  When she arrived,

we met for the first time and she told me her dream was a vision that carried the

message that I must continue my research and restore the frescoes.562  Nearly two

years after this incident, I returned to Fiji to carry out the restoration project in June-July

2001.

 Several Fijian-Catholics from Naiserelagi, along with several Fijian-Methodists

from nearby Rakiraki village, assisted me with my research in 1999 and with the

restoration project. Under the direction of Martin Charlot, Charlot's Fijian frescoes were

restored by a group of "hard-working souls" who called themselves "team fresco."  The

group included myself, Kawena Charlot, Martin's daughter, and a number of local

Fijians: Etuate Naucukidi Katalau, Sr. Udite Ratawake, Sakiusa Nawea, Adi Akisi

Ramasina, Lani Buadromo, Sirilo Rakesa, Samuela Vanini, and Sevuloni Vanavana.

Together we accomplished the primary objectives of the project, including cleaning
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Charlot's Fijian frescoes and partially restoring the church building at Naiserelagi.  Our

efforts resulted in a joint service between the two regional communities of Naiserelagi

and Rakiraki villages during the memorial service, for Jean and Zohmah Charlot, on 22

June 2001.  As an extension of the celebration, Martin Charlot was honored with a

traditional festivity, a veqaravi, which included the gifting of whale’s teeth, yaqona, and

mats.  The completed restoration project was celebrated with an additional festivity, a

vaka vini vinaka or thank you and good-bye ceremony, held on July 12, 2001, that

included the gifting of indigenous objects, food, music, and dance performances.

Nationally, our work on the restoration project became the subject of a featured

short on Dateline, Fiji One Television, 22 June 2001 (aired in July 2001).  As a

consequence of our work, I was invited by the Friends of the Museum to lecture on the

Jean Charlot Frescoes, Fiji Museum, Suva, on 27 June 2001.  These events renewed

interest in the murals and generated visitors from all over the main island of Viti Levu,

who traveled to visit Charlot’s paintings and to observe the restoration process. As our

work progressed, the restoration was described in The Fiji Times, Art column, Suva, 4

August 2001.

Summary of Audience Response

It is clear that Charlot’s Fijian frescoes are a living art, forward-thinking in their

conception and dynamic in their current environment.  The murals allow a wide range of

interpretations that reveal fascinating cultural insights pertaining to modern-day relations

among different ethnic groups.  For example, in my interviews, differences in

interpretations seemed largely related to ethnic and religious backgrounds.  Europeans,

tourists and expatriates, being predominantly of Western-European descent, were

generally familiar with Christian iconography and pictorial traditions and were thus most

likely to appreciate the symbolic and aesthetic aspects of the triptych from a Western

perspective.  Indo-Fijians were more likely to appreciate the formal aspects, i.e., the

aesthetic system, as opposed to the symbolic signs, or communicative system, in the

paintings.  The prioritization of the aesthetic system of the Fijian Frescoes by Indo-

Fijians is not that surprising, considering their cultural heritage in India’s historically
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diverse religious pictorial traditions.  Many Indo-Fijians, being bicultural and bilingual,

recognized that some of the icon-signs were directed to indigenous Fijians, especially

the tabua and the yaqona bowl.  In contrast, Fijians do not have a well-developed

history of pictorial painting, and perhaps it is for this reason that they seem to prioritize

the beauty of the painting in relationship to the land (vanua) that surrounds it.  For

example, a Fijian may find the triptych beautiful because it depicts the beautiful place

and people who live there.  Fijians, be they Catholic or Methodist, even upon seeing the

painting for the first time, seemed to comprehend easily the icon-signs and symbol-

signs associated with Fijian customs and rituals. Charlot’s Fijian murals may be

identified with both indigenous historical/traditional and contemporary/Christian

customs, thus, they assert an indigenous Fijian identity in a pluralistic society. The Fijian

frescos simultaneously signify a unified national community through the shared

representation of all three major ethnic groups, Fijian, Indo-Fijian, and European,

equally footed on the artificial groundline.

In the contemporary audience, most Fijians of all backgrounds commented on

the relationships between the frescoes and modern-day circumstances, particularly

broader social issues relating to identity and politics.  The reconciliation between Fijians

and Indo-Fijians suggested in the triptych is viewed from the current sociopolitical

milieu.  Reconciliation can be something that is happening (the predominantly Fijian

Catholic perspective), and/or as something that has yet to happen (the predominantly

Fijian Methodist perspective).  Probably in an indirect attempt to control the dominant

population of Indo-Fijians, Fijian identity today is decidedly Christian.  This position was

intensified by the syncretistic movement of the Catholic Church and other local

missions, who advocated Black Theology, an ideology that empowered indigenous

peoples.  In local cultures, the social application of this Christian concept, which morally

justified the equality of all mankind, often challenged indigenous social structures and

elevated the status of commoners.  While not necessarily overtly political, the outgrowth

of these attitudes later led to Liberation Theology movements.563

Charlot’s murals can be seen as participating in the tranformation of the people

and their nation as they continue to develop their modern national identity.  Charlot’s
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Fijian murals play a vital role by presenting, in monumental form, a model of a

harmonious, unified, and multicultural society.  Charlot’s Fijian frescoes are a common

destination for national art lovers who travel to the Ra District.  Locally, and in keeping

with the historic role of the mission church, the murals have become integrated into the

social and religious life of the community.  The frescoes function as focal points for the

syncretistic activities of the Catholic Church through sermons and rituals, and the

integration of the murals with indigenous art forms, such as masi  (bark cloth) on the

walls below the frescoes and ibe (mats) on the altars (Illustration 6.61).560  One of the

most significant aspects of the frescoes involves the role of the murals in individual

worship.  While working at Naiserelagi, I regularly witnessed local people come to sit

and pray before the frescoes, which were clearly perceived as receptacles for prayer

and vehicles of mediation between humankind and God.

Throughout his career, Charlot maintained a sensitive approach to the study of

local cultures oppressed by the repercussions of colonialist policies.  In a contemporary

context, in this period of post-colonial and twenty-first century cultural pressures, some

of the most relevant issues of the past and today involve race relations, identity, and

civil rights.  While, denying the political implications of his work, Charlot nevertheless

created artworks that implicitly empowered indigenous Pacific Islanders by creating

monumental public images that depicted local peoples within their cultural contexts.

Through his selection of images, Charlot created a shared national identity of Fijians as

consisting of indigenous Fijian peoples and immigrant Indo-Fijians.  With the exception

of the figure of St. Peter Chanel, Charlot chose not to represent expatriates, who

represent a small but very powerful minority, even today, and more so during the period

of colonization when he was painting the frescoes.  By placing Fijians and Indo-Fijians

on equal footing, literally through the creation of an artificial groundline, Charlot

presented a unified Fiji.  Certainly for the Catholic Church, and by extension most

indigenous/Christian Fijians, nationalism can be characterized as one nation united in

Christ.  In his Fijian frescoes, Charlot rejected socially imposed hierarchies of

indigenous chiefly and imported caste systems; instead, he transformed these social

hierarchies to create a religious hierarchy, where Christ is presented as the highest
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chief, and a Fijian.
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428 Illustration 6.37.  Black Christ, central panel, Black Christ and Worshipers, Jean Charlot, fresco,
1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.
Collection of Caroline Klarr.
429 Illustration 6.38.  Charcoal study of the Black Christ, Charlot Family Album, January 1962-January
1963, "Weddings, Fiji."  Courtesy of Jean Charlot Collection.
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(JCC.DM1962.1).  Courtesy of Jean Charlot Collection.  Photo Caroline Klarr.
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and Murray and Murray, 134.   See also Hall, 6.  The tau cross is notable in art historical traditions from
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433 Illustration 6.40.  Black Christ figure, detail of central panel, Black Christ and Worshipers, Jean
Charlot, fresco,1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick,
September 2002.  Collection of Caroline Klarr.
434 Illustration 6.41.  Christ’s face, detail of central panel, Black Christ and Worshipers, Jean Charlot,
fresco,1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jessee Ulrick, September
2002.  Collection of Caroline Klarr.
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437 See Illustration 6.9.  Sacred Heart, detail of central panel, Black Christ and Worshipers, Jean Charlot,
fresco, 1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.
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Publishing Company, 2002), 111.
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441 Murray and Murray, 204.
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443 Attwater, 442.
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Five Wounds of Christ and to the wound in his side.  The later devotion to the Sacred Heart was
developed by S. John Eudes in the seventeenth century and was given impetus by the visions of (1673
and later) of S. Margaret Mary Alcoque (d. 1690) and was finally authorized in 1765.   The cult also
parallels devotion to Immaculate Heart of Mary, which can be traced back to the prophecy of Simeon
(Luke 2:35) “ a sword will pierce your own soul too” and to the Seven sorrows of Mary: a heart pierced by
a single sword or surrounded by seven swords being its principal symbol.  The devotion to the Sacred
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was first publicly preached in England by Bl. Claud de la Colombière in 1676.  Images of the Sacred
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Murray, 245.  See also Attwater, 442.
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446 Illustration 6.43.  Sacred Heart in an Image d’Epinal.  Courtesy of the Jean Charlot Collection.  Photo
Tricia Allen.
447 In pre-contact Mexico, the ancient cult of heart sacrifice was associated with sacred sites, such as
the sacred cenote at at Chichén Itzá, a Mayan site where Charlot worked with the Carnegie Institute.   The
cult was also associated with artistic sculptures of chacmool figures, a reclining figure with a flat area for
an altar over the abdomen, such as the example at the Temple of the Chacmool, Chichén Itzá, a site
where Charlot spent many hours documenting the ancient Mayan wall frescoes.  Michael D. Coe, The
Maya  (London: Thames and Hudson, 1993), 147.
448 Illustration 6.44.  Sacred Heart.  Ceramic Statue.  Jean Charlot, 1969.  St. William’s Church, Hanalei,
Kaua'i, Hawai’i.  Photo Caroline Klarr, March 2001.
449 Illustration 6.45.  Loincloth, Black Christ figure, detail of central panel, Black Christ and Worshipers,
Jean Charlot, fresco,1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick,
September 2002.  Collection of Caroline Klarr.
450 Hawaiian term kapa; tapa is the generic term used for bark cloth throughout the Pacific Islands.
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453 Please refer to Illustration 1.2.  Jean Charlot with masi (Fijian bark cloth), Naiserelagi, Fiji.  Courtesy
of Jean Charlot Collection.
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Murray and Murray, 61.
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155.
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205).
457  Capell, 128 and 396.
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the Kingdom of Tonga (Nuku’alofa, Tonga: Private printing, 1988), 22.
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461 For example, the Kumulipo, the Hawaiian creation chant, describes the divine origin of chiefs and the
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Zealand: The Polynesian Society, 1985),105-131.  See also Klarr, 46.  Illustration 6.46.  Ali’i Nui  (High
Chief), Jean Charlot, ceramic sculpture, 1971, nine and one-half feet high, Ala Moana Hotel, Honolulu,
Hawai’i.  1971.  Photo Caroline Klarr, April 2001.
463 Yaqona or kava.  Family Piperaceae, piper methysticum.  The drink is prepared with ceremonial rites
by adding the powder to water.  The drink is a mild narcotic with sedative or soporific effects.  It is also
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by spirits.  Fijian Medical plants.  R. C. Cambie and J. Ash (Adelaide, Australia: CSIRO, 1994),3 and 239.
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Family Cythaeccae.  Fijian names balabala, balabala balaka.  The most common tree fern of open sites in
Fiji.  The fronds are three or four pinnate, and are up to two and one-half meters long by one meter wide.
It is used in building, for rustic flower pots, and the scales at the apex of the trunk are used to stuff pillows
and cushions.  Cambie and Ash, 35.  Banana.  Family Musacceae.  Fijian names jaina, jaina leka,
veimama.  Cambie and Ash, 46.
464 Etuate Katalau, village elder/lay minister/carpenter (matai) of Rakiraki village, Ra District, Fiji.
Interview 6, by Caroline Klarr, 4 October 2000, Naiserelagi, Fiji.  Refer to Illustration 6.57.  I have also
witnessed Indo-Pacific Islanders present food and floral offerings in Hindu religious ceremonies in Bali,
Indonesia, June-July 1992.
465 Caroline Klarr, field notes, Hawai’i (September 1989-June 1994, with additional short-term residence
and research trips taken throughout time period of April 1995-June 2001), Fiji (9 September-8 October
1999; 16-18 October 2000; 31 October-11 November 2000; and 2 June-27 July, 2001), and New
Caledonia (19-30 October 2001).
466 Mary Kawena Pukui, E. W. Haertig, and C.A. Lee, Nana  i  ke Kumu, Look to the Source, Volume
One  (Honolulu: Hui Hanai, Queen Liliuokalani Children’s Center, 1972),190-192.  Caroline Klarr, Fiji field
notes.  Ti.  Cordyline terminalis.  Family Agavaceae.  Fijian names: vasili, qai, ti, masawe, kokotodamu.
The leaves, roots, and new shoots are used to treat a variety of illnesses of the body.  Cambie and Ash,
27.
467 Caroline Klarr, Fiji field notes.  Please refer to Illustration 5.5.
468 Illustration 6.47.  Sugar cane breaking groundline, detail of Indo-Fijian (right) panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo
Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
469 Illustration 6.48.  Breadfruit leaves anthropomorphisized in the shaped of Noh masks, detail of Indo-
Fijian (right) panel, Black Christ and Worshippers, Jean Charlot, fresco,1962, St. Francis Xavier’s Catholic
Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
470 Brenner, 172.
471 Brenner, 55.  In Fiji, for example, approximately twenty-five kilometers west of Naiserelagi, at
Rakiraki village, is the famous landmark and tomb of Ratu Udre Udre, the cannibal king, who supposedly
consumed ninety-nine corpses. Stanely, 598.
472 Jean Charlot Collection.  Illustration 6.49. José Guadalupe Posada,Verdadero Retrato del Señor del
Hospital (True Portrait of the Lord of the Hospital).  Courtesy of Jean Charlot Collection.   Published in
José Guadalupe Posada: My Mexico, edited by Tom Klobe,  (Honolulu: University of Hawai'i Art Gallery,
2001), 64-65.
473 Illustration 6.50.  Black Christ of Mérida, Mexico.  Photo reproduction courtesy of John P. Charlot,
Honolulu, Hawai’i.
474 Brenner, 148.
475 Navarrete Cáceres, 62-65.
476 In Mexico and Central America there are four examples of Black Christs where a valid argument can
be made for the influences of pre-Columbian religious beliefs that have been incorporated as part of local,
syncretistic, Catholic traditions.  The first example of the Black Christ can be found in Central Veracruz
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and is notable as a pilgrimage center devoted to the Lord of Otatitlán.  The site is located in the region of
Papaloapan and the northern Oaxaca, near to Tuxtepec, where, in antiquity, the Aztecs maintained a
military garrison to supervise the local commercial route to Xicalango, as well as a temple dedicated to
Yacatecuhtli, the Mexican deity of commerce, who is black.  The second example of a Black Christ can be
found in the front of the market El Volador, neighbor to the Temple of Tezcatlipoca, and is the building of
the Church of Porta Coeli.  In this church, a Black Christ figure was revered as the Lord of Veneno,
venom or poison, as the patron image of the merchants de La Merced.  This image was found on the
main altar of the church through the 1920s, but today it is located in the Metropolitan Cathedral.  The third
example of a Black Christ cult is in Esquipulas, in the land of the Chortís Indians, where they venerate Ek
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thousand faithful processed to the three hundred year old shrine of Our Lord of Tila (Chiapas).  “Mexican
Pilgrimage of Black Christ Becomes Call To Peace.”  In Catholic World News brief [cited 4 April 1997].
Available from http://ww.cwnews.com/Browse/ 1997/04/ 4728.htm, INTERNET.



188

487 Brenner,123.
488 Charlot in Born Catholic,107.
499 Murray and Murray, 23-24.
490 “Virgin Territory,” LA Weekly (Los Angeles, CA) Volume 21, Number 51 (November 12-18, 1999): 24-
25.
491 Zohmah Charlot, Letter of correspondence to John P. Charlot, 13 October 1962.  Private collection of
John P. Charlot.
492 “The people of Naiserelagi,” Letter of correspondence to Jean and Zohmah Charlot, 5 December
1962.  Fiji File, Jean Charlot Collection.
493 “Noted Artist to Paint Mural in Colony,”  Fiji Times, 2 October 1962.  Fiji File, Jean Charlot Collection.
494 Ibid.
495 Ibid.
496 “Remarkable Mural by Jean Charlot,”  Fiji Times, 17 December 1962.  Fiji File, Jean Charlot
Collection.
497 Ibid.
498 Ibid.
499 Ibid.
500 “Naiserelagi Blessing of Fine Work of Art,” Fiji Times, 18 December 1962.  Fiji File, Jean Charlot
Collection.
501 Ibid.
502 Ibid. 
503 Ibid.
504 Bishop Foley, Vicar Apostolic of Fiji, Letter of correspondence to Jean Charlot, 21 February 1963.
Fiji File, Jean Charlot Collection.
505 “The Jean Charlot Mural at Navunibitu, Ra, Fiji (At Naiserelagi at King’s Road)," Catholic Church flyer
about Jean Charlot's Fijian frescoes at St. Francis Xavier's Catholic Mission, Naiserelagi, Fiji.  Fiji File,
Jean Charlot Collection.
506 Ibid.
507 Fiji Times, 31 December 1963, 1.  Fiji File, Jean Charlot Collection.
508 Jane Gregor,  “Little-Known Murals of Fiji Church Capture Essence of Countryside,”  Pacific Islands
Monthly (July 1967): 61-63.
509 “Visitors Invited To See ‘Black Christ’ In Church,” The Fiji Beach Press, 13 October 1972.  Courtesy
of Nicolas House Library, Suva, Fiji.
510 Announcement of Jean Charlot’s lecture on his Fijian frescoes, an Address to the British Council, Fiji
Times, Monday, 29 October1962.
511 Carl Wright, “Sounds and Souls and Sensitivity,” Honolulu Star Bulletin, 3 November 1962, 11.
512 Zohmah Charlot, Letter of correspondence to Carl Wright, 10 October 1962.  Fiji File, Jean Charlot
Collection.
513 Joanna Eagle, “Charlot Paints Fresco in Fiji,” Aloha , Music and Arts, March 3, 1963, 8.  Fiji File,
Jean Charlot Collection.
514 Zohmah Charlot, “Charlot paints a Fresco in Fiji,” Christian Art (May 1964): 12-16.  This article was
reprinted in French in the Marist journal, Missions des îles, Fév.-Mars 1964.  “The Place of Heavenly
Song; The Evolution of a Mural: Zohmah Charlot Describes—Step by Step—Her Husband’s Work,”  16-
18, 49-54 (full reference note 268).  Fiji File, Jean Charlot Collection.
515 Zohmah Charlot, “The Place of Heavenly Song; The Evolution of a Mural: Zohmah Charlot
Describes—Step by Step—Her Husband’s Work,” 17.



189

516 Ibid. ,49.
517 Zohmah Charlot, “A Fiji Adventure,” in The Sketchbook of Kappa Pi (1970): 17-24.  Fiji File, Jean
Charlot Collection.
518 Zohmah Charlot, “Mrs. Jean Charlot Takes Us To Fiji For Thanksgiving,” Suburban Press (Honolulu,
Hawai'i), 26 November 1963, 8.
519 Zohmah Charlot, “Mrs. Jean Charlot Cherishes Fond Fiji Yule Memories,” Suburban Press (Honolulu,
Hawai'i), 18 December 1963, 16.
520 The couple returned to Naiserelagi on 6 February 1977.  Zohmah Charlot, Diary 1977, Jean Charlot
Collection.
521 John McDermott, How to Get Lost and Found in Fiji (Honolulu: Waikiki Publishing, 1978),109-110.
522 Ibid., 109
523 Ibid., 110.
524 Mark Ebrey, “On the King’s Road: Rural Murals,” Fiji Calling, Volume Two 1993/1994, 22-23.  Fiji
File, Jean Charlot Collection.
525 Stanely, 598.
526 Jones and Pinheiro, 199-200.
527 Anthony Forge, “Problems of Meaning in Art,” in Exploring the Visual Art of Oceania, edited by
Sidney Mead (Honolulu: University of Hawai’i Press, 1979), 279.
528 Arno, 808-809.
529 Caroline Klarr, Fiji field notes.  Upon arrival I was surprised to find, contrary to my reports of a “small”
congregation,  up to one thousand members and a much larger regional Christian population.
Consequently, while I recognize my preliminary interviews represent a relatively small number, I think
they speak for larger population groups.   Note that Fiji also has smaller populations of Pacific Islanders
and Chinese, but they are not considered in this study.
530 Father Eremodo Muavesi, Interview 10, by Caroline Klarr, 15 September 1999, residence,
Naiserelagi, Fiji.  Illustration 6.53.  Father Eremodo Muavesi.  Photo Caroline Klarr, July 2001,
Naiserelagi, Fiji.   
531 Illustration 6.54.  Father Eremodo Muavesi offering Mass, Jean and Zohmah charlot's Memorial
Service, 22 June 2001, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Caroline Klarr.
532 Illustration 6.55.  Father Eremodo Muavesi's clerical robe with tanoa (yaqona bowl) and cross.  Photo
Caroline Klarr, July 2001, Naiserelagi, Fiji.
533 Caroline Klarr, Fiji field notes.
534 Father Eremodo Muavesi, Interview 10, by Caroline Klarr, 15 September 1999, residence,
Naiserelagi village, Ra District, Fiji.  In addition to my formal interview, through my work at Naiserelagi, I
had several opportunities to speak with Father Muavesi in informal conversations.  Caroline Klarr, Fiji field
notes.
535 Cochrane, 32.
536 Father Eremodo Muavesi, Jean and Zohmah Charlot Memorial Service, 22 June 2001, St. Francis
Xavier Catholic Church, Naiserelagi, Fiji.  Caroline Klarr, Fiji field notes.
537 Maria Gemma, Interview 5, by Caroline Klarr, 3 October 2000, Naiserelagi, Ra District, Fiji, and
Selestino Koloaia, interview 7, by Caroline Klarr.  Refer to Illustration 6.25 and Illustration 6.28.
538 Selestino Koloaia, interview 7, by Caroline Klarr.
539 Illustration 6.56.  Signpost off King’s Road marking road up to “Black Christ,” St. Francis Xavier’s
Catholic Mission, Naiserelagi, Fiji.  Photo Caroline Klarr, October 1999.
540 Father Eremodo Muavesi, interview 10, by Caroline Klarr, 15 September 1999, Naiserelagi village,
Ra District, Fiji.
541 Caroline Klarr, Fiji field notes.



190

542 Caroline Klarr, Fiji field notes.
543 Caroline Klarr, Fiji field notes.
544 Father Eremodo Muavesi, Interview 10, by Caroline Klarr.
545 Illustration 6.57.  Etuate Naucukidi Katalau, carpenter (matai) from Rakiraki village, working on
restoration of church building, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Caroline
Klarr, June 2001.
546 Etuate Katalau, interview 6, by Caroline Klarr, 4 October 2000, St. Francis Xavier's Catholic Church,
Naiserelagi, Ra District, Fiji.
547 Sakiusa Vedewaqa, Interview 15, by Caroline Klarr, 24 September 1999, St. Francis Xavier's
Catholic Church, Naiserelagi, Ra District, Fiji.  Illustration 6.58.  Sakiusa Vedewaqa and wife, Emele
Sevu, Rakiraki Village, Fiji.  Photo Caroline Klarr, June 2001.
548 Caroline Klarr, Fiji field notes.
549 Sakaraia Tabala, interview 13, by Caroline Klarr, 22 September 1999, Naiserelagi, Ra District, Fiji.
Illustration 6.59.  Sakaraia Tabala with grandchildren, Pita and Toni.  Rakiraki Village, Fiji.  Photo Caroline
Klarr, June 2001.
550 Sundar Lal, Interview 8, by Caroline Klarr, 15 September 1999, Rakiraki Hotel, Rakiraki, Ra District,
Fiji.
551 Caroline Klarr, Fiji field notes.  See Illustration 6.33.  Narendra.
552 Illustration 6.60.  Sundar Lal and wife, Maya Wati, Rakiraki Hotel, Rakiraki, Fiji.  Photo Caroline Klarr,
June 2001.
553 Appendix F.  Comments extracted from the Guest Registry, 1963-1999, St. Francis Xavier's Catholic
Church, Naiserelagi, Fiji.
554 Guest Registry, 1963-1999, Naiserelagi, Fiji.  Caroline Klarr, Fiji field notes.
555 Pamphlet advertisement for Rakiraki Hotel, Tanoa Group Hotel, Fiji, c. 2000.
556 “Weddings in Paradise,”  In "Weddings" Wananavu Beach Resort, n.d. [cited 25 May 2001], 2,
http://www.hemispheresolutions. com/wananavu/wed_cathlc.htm, INTERNET.
557 Ibid.
558 "Fiji History."  In Crystal Divers, (cited 25 May 2001),1-2.  Available at
http://www.crystaldivers.com/history.html, INTERNET.
559 "Off the King's road."  In Fiji Destination Guide, n.d. [cited 25 May 2001].  Available at
http://netvigator.gettinghere.com/ country/fiji/attrac-viti-king.cfm, INTERNET.
560 "An eleven day package from Los Angeles."  In Fiji Hidden Heritage, n.d. [cited 24 September 2004],
2.  Available at http://www.fijihiddenheritage.com/fiji_hidden_heritage_ Itinerary.htm, INTERNET.
561 "Destinations Northern Viti Levu."  In Arthur Frommer’s Budget Travel Online, n.d.,[cited 25 May
2001], 1.  Available at http://www.frommers.com/destinations/northernvitilevu/0354032567.html,
INTERNET.
562 Akenata Vulavou, Interview 16, by Caroline Klarr, 15 September 1999, Naiserelagi, Ra District, Fiji.
563 Caroline Klarr, Fiji field notes.  The attitude at Naiserelagi that expressed a combination of the
universal community in Christ and components of Black Liberation theology would have made it more
accessible and appealing to the Indo-Fijian Christian community because most Fijian-Methodist
congregations are located in the heart of almost exclusively Fijian villages.  Ironically, the majority of the
Indo-Fijians I spoke to in Ra appeared to have reservations because of the “Black” Christ.  The tensions
between the two ethnic groups that has characterized the last hundred years continues today.  In fact,
during my on-site research in Fiji, in 1999, the people had democratically elected an Indo-Fijian Prime
Minister, Majendra Chandry, only to have a group of indigenous Fijians stage a political coup in 1999, one
year after the election, to remove Chandry and put in place a majority of native Fijians for the interim
government.



191

564 Illustration 6.61.  Black Christ and Worshippers with masi or bark cloth, St. Francis Xavier’s Catholic
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Illustration 6.1.  Diagram of interior of church building, St. Francis Xavier’s Catholic
Church, Naiserelagi, Fiji.  Courtesy of Etuate Katalau.
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Illustration 6.2.  View of Viti Levu Bay from church grounds, St. Francis Xavier’s Catholic
Mission, Naiserelagi, Fiji.  Photo Caroline Klar, June 2001.
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Illustration 6.3.  Interior view of the church nave with mats, St. Francis Xavier’s Catholic
Church, Naiserelagi, Fiji.  Photo Caroline Klarr, June 2001.
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Illustration 6.4.  Charlot’s signature and date on triptych on left panel of triptych, Black
Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier's Catholic Church,
Naiserelagi, Fiji.  Photo Caroline Klarr, June 2001.
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Illustration 6.5.  Franz Wasner's signature on right panel of triptych, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier's Catholic Church,
Naiserelagi, Fiji.  Photo Caroline Klarr, June 2001.
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Illustration 6.6.  Jean Charlot’s signature on St. Joseph’s Workshop, 1963, east
transept, St. Francis Xavier's Catholic Church, Naiserelagi, Fiji.  Photo Caroline Klarr.
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Illustration 6.7.  Jean Charlot’s signature on The Annunciation, fresco, 1963, west
transept, St. Francis Xavier's Catholic Church, Naiserelagi, Fiji.  Photo Caroline Klarr.
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Illustration 6.8. Yaqona  and breadfruit leaves, detail of central panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,
Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.9.  Uto and sacred heart, detail of central panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,
Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.10.  Fijian (left) panel of triptych, Black Christ and Worshipers, Jean
Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo
Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.11.  Indo-Fijian (right) panel of triptych, Black Christ and Worshipers, Jean
Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo
Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.12.  St. Peter Chanel, detail of Fijian (left) panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,
Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.13.  Jean Charlot sketching Peter Chanel statue at St. Francis Xavier’s
Catholic Mission, 1962.  Original photo Martin Charlot, Charlot Family Album, January
1962-January 1963, “Weddings, Fiji,” Jean Charlot Collection, University of Hawai’i-
Manoa, Honolulu, Hawai'i.
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Illustration 6.14. Jean Charlot, sketch of kia kawa or ceremonial club, Fiji sketchbooks,
Jean Charlot Collection, University of Hawai'i-Manoa, Honolulu, Hawai'i.  Photo Caroline
Klarr.
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Illustration 6.15.  Jean Charlot, sketch of waka or war club, Fiji sketchbooks, Jean
Charlot Collection, University of Hawai'i-Manoa, Honolulu, Hawai'i.  Photo Caroline
Klarr.
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Illustration 6.16.  Portrait of Fijian priest, detail of Fijian (left) panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,
Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.17.  Archbishop Petero Mataca with tabua or whale's tooth offering, Fiji.
Courtesy of Archbishop Petero Mataca, Nicolas House, Suva, Fiji.
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Illustration  6.18.  St. Francis Xavier, detail of Indo-Fijian (right) panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,
Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.19.  St. Francis Xavier, Gesu, 1583, as published in The Face of the

Saints, Wilhelm Schamoni, translated by Anne Fremantle (New York: Pantheon

Books, 1947), 131.  The book and sketches are currently housed in the Jean

Charlot Collection,  University  of Hawai’i-Manoa, Honolulu, Hawai'i.
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Illustration 6.20.  Photo of Monsignor Franz Wasner posing for Jean Charlot.

Original photo Martin Charlot.  Charlot Family Album, January 1962-January

1963, “Weddings, Fiji,” Jean Charlot Collection, University of Hawai’i-Manoa,

Honolulu, Hawai’i.
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Illustration 6.21.  Teresia Tinai in front of Black Christ and Worshipers, Jean

Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.

Photo Caroline Klarr, October 1999.
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Illustration 6.22.  Fijian girl at far left, detail of Fijian (left) panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,

Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline

Klarr.
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Illustration 6.23.  Portrait of Fijjian woman with mat, detail of Fijian (left) panel,

Black Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s

Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.

Collection of Caroline Klarr.
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Illustration 6.24.  Maria Gemma with mats, residence, Naiserelagi, Fiji.  Photo

Caroline Klarr, October 1999.
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Illustration 6.25. Tali Ibe: Weaving Mats, Kei Viti: Melanesian Images.  Five
Lithographs in Color.  By Jean Charlot, printed by Lynton Kistler, 1978.  Photo

Jana Jandrokovic.  Collection Martin Charlot.
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Illustration 6.26.  Portrait of Fijian man with tabua or whale's tooth offering, Fijian

(left) panel, Black Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis

Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.

Collection of Caroline Klarr.
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Illustration 6.27.  Selestino Naucukidi Koloaia, Rokovuaka village, Ra District, Fiji,

Photo Caroline Klarr, October 1999.
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Illustration 6.28.  Indo-Fijian woman with garland, detail of Indo-Fijian (right)

panel, Black Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis

Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.

Collection of Caroline Klarr.
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Illustration 6.29. Postcard of Kamehameha statue adorned with lei, Honolulu,

Hawai’i.  Garlands were also appropriate offerings for indigenous deities in the

Pacific Islands, Asia, and Mexico.
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Illustration 6.30.  Portrait of Indo-Fijian farmer, detail of Indo-Fijian (right) panel,

Black Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s

Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.

Collection of Caroline Klarr.
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Illustration 6.31.  Indo-Fijian altar boy on far right, detail of Indo-Fijian (right)

panel, Black Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis

Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.

Collection of Caroline Klarr.
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Illustration 6.32.  Narendra, Naiserelagi, Fiji.  Photo Caroline Klarr, October 1999.
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Illustration 6.33.  Tabua or whale tooth offering, detail of Fijian (left) panel, Black
Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic

Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of

Caroline Klarr.
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Illustration 6.34.  Fijian man (Mr. Lagilevu) with sevusevu, Naiserelagi, Fiji.

Photo Caroline Klarr, July 2001.



226

Illustration 6.35. Tanoa  and bilo with background of yaqona  leaves, detail of

central panel, Black Christ and Worshipers, Jean Charlot, fresco, 1962, St.

Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick,

September 2002.  Collection of Caroline Klarr.
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Illustration 6.36.  Brass bowl and plumes of smoke, detail of central panel, Black
Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic

Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of

Caroline Klarr.
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Illustration 6.37.  Black Christ, central panel, Black Christ and Worshipers, Jean

Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.

Photo Jesse Ulrick, September 2002, collection of Caroline Klarr.
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Illustration 6.38.  Charcoal study of the Black Christ, Charlot Family Album,

January 1962-January 1963, “Weddings, Fiji,” Jean Charlot Collection, University

of Hawai’i-Manoa, Honolulu, Hawai’i.
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Illustration 6.39.  Black Christ, black and brown crayon, 116 x 35 inches, scroll

mount.  (JCC.DM1962.1).  Courtersy of Jean Charlot Collection, University of

Hawai’i-Manoa, Honolulu, Hawai’i.  Photo Caroline Klarr.
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Illustration 6.40.  Black Christ figure, detail of central panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,

Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline

Klarr.
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Illustration 6.41.  Christ’s face, detail of central panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,

Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline

Klarr.
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Illustration 6.42.  Self-portrait of the artist with extrapolated heart, Station XII, Chemin de
Croix, Stations of the Cross, woodblock print, Jean Charlot, 1918-1920.  Reprint edition

1978.  Photo Jana Jandrokovic.  Collection Martin Charlot.
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Illustration 6.43.  Sacred Heart in an Image d’Epinal.  Courtesy of Jean Charlot

Collection, University of Hawai’i-Manoa, Honolulu, Hawai’i.  Photo Tricia Allen.
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Illustration 6.44.  Sacred Heart, Jean Charlot, 1969, ceramic statue.  St. William’s

Church, Hanalei, Kaua'i, Hawai’i.  Photo Caroline Klarr, March 2001.
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Illustration 6.45.  Loincloth, Black Christ figure, detail of central panel, Black Christ and
Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic Church,

Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline Klarr.
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Illustration 6.46.  Ali'i Nui, Jean Charlot, 1971, ceramic sculpture (nine and one-half feet

tall), Ala Moana Hotel, Honolulu, Hawai’i.  Photo Caroline Klarr, April 2001.
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Illustration 6.47.  Sugar cane breaking groundline, detail of Indo-Fijian (right) panel,

Black Christ and Worshipers, Jean Charlot, fresco, 1962, St. Francis Xavier’s Catholic

Church, Naiserelagi, Fiji.  Photo Jesse Ulrick, September 2002.  Collection of Caroline

Klarr.
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Illustration 6.48.  Breadfruit leaves anthropomorphized in the shape of Noh masks,

detail of Indo-Fijian (right) panel, Black Christ and Worshippers, Jean Charlot, fresco,

1962, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.  Photo Jesse Ulrick,

September 2002.  Collection of Caroline Klarr.
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Illustration 6.49.  José Guadalupe Posada,Verdadero Retrato del Señor del Hospital
(The Portrait of the Lord of the Hospital).  Courtesy of Jean Charlot Collection,

University of Hawai'i-Manoa, Honolulu, Hawai'i.   Published in José Guadalupe Posada:

My Mexico, edited by Tom Klobe (Honolulu: University of Hawai’i Art Gallery, 2001),

 64-65.
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Illustration 6.50.  Black Christ of Mérida, Mexico.  Photo reproduction courtesy of John

P. Charlot.
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6.51.  Sacred Grotto with spring dedicated to the Virgin Mary, located at base of

Navunibitu Hill, Naiserelagi, Fiji.  Photo Caroline Klarr, October 1999.
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Illustration 6.52. Statue of the Virgin Mary on altar in grotto at base of Navunibitu Hill,

Naiserelagi, Fiji.  Photo Caroline Klarr, October 1999.
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Illustration 6.53.  Father Eremodo Muavesi, Naiserelagi, Fiji.  Photo Caroline Klarr, July

2001.
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Illustration 6.54.  Father Eremodo Muavesi, offering Mass, Jean and Zohmah Charlot

Memorial Service, 22 June 2001, St. Francis Xavier Catholic Church, Naiserelagi, Fiji.

Photo Caroline Klarr.
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Illustration 6.55.  Father Eremodo Muaversi's clerical robe with tanoa (yaqona  serving

bowl) and cross.  Photo Caroline Klarr, July 2001, Naiserelagi, Fiji.
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Illustration 6.56.  Signpost off King’s Road marking road up to “Black Christ,” St. Francis

Xavier’s Catholic Mission, Naiserelagi, Fiji.  Photo Caroline Klarr, October 1999.
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Illustration 6.57.  Etuate Naucukidi Katalau, carpenter (matai) from Rakiraki village, at

work on building restoration, St. Francis Xavier’s Catholic Church, Naiserelagi, Fiji.

Photo Caroline Klarr, June 2001.
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Illustration 6.58.  Sakiusa Vedewaqa with wife, Emele Sevu, in Rakiraki Village, Fiji.

Photo Caroline Klarr, June 2001.
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Illustration 6.59.  Sakaraia Tabala at home with grandchildren, Pita and Toni, Rakiraki

village, Fiji.  Photo Caroline Klarr, June 2001.
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Illustration 6. 60. Sundar Lal with wife, Maya, at Rakiraki Hotel, Rakiraki, Fiji.  Photo

Caroline Klarr, June 2001.
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Illustration 6.61.  Black Christ and Worshipers with masi (Fijian bark cloth), St. Francis

Xavier’s Catholic Church, Naiserelagi, Fiji.  Courtesy of Jean Charlot Collection,

University of Hawai’i-Manoa, Honolulu, Hawai’i.
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SUMMARY AND DISCUSSION

Jean Charlot was a prolific artist.  During his lifetime he created over seventy

public artworks, including murals and monumental sculptures, over twelve hundred oil

paintings, seven hundred and seventy-two original prints, and fifty illustrated books, in

addition to his many final drawings, cartoons, watercolors, carvings, metal castings, and

ceramics.565   Charlot stated that he was "primarily a muralist."  During his lifetime, he

painted fresco murals at forty-five different sites in Mexico, in the United States, and in

the Pacific Islands of Hawai’i and Fiji.566   In Fiji, Charlot realized his desire to create an

artistic and religious pilgrimage center through his frescoes, painted in September

1962–January 1963, at St. Francis Xavier Catholic Mission Church, Naiserelagi, Ra

District, Fiji Islands.  In Fiji, the central triptych, The Black Christ and Worshipers,

expressed general themes of humanity made meaningful by being visualized within a

local Fijian framework.  Additionally, the Fijian murals materialized a deeply personal

side of the artist, for example, the dedication of the two side altar panels, St. Joseph’s

Workshop and The Annunciation, to his wife, Zohmah.

Charlot brought to the Fijian commission his multicultural background, dual

French-American citizenship and life experiences, having lived and worked in France,

Mexico, the United States and the Pacific Islands.  Charlot's interest in and sensitivity

toward indigenous cultures motivated him to adopt a serious, scholarly approach to

learning local language and cultural history.  Charlot then combined this knowledge with

his artistic approach in order to create numerous visual and verbal artworks that

featured local cultures as primary subject matter.  In his Pacific murals, Charlot

purposefully illustrated artworks that not only prioritized local cultures as subject matter,

but also were directed to local audiences.  By taking a tri-cultural perspective, a

sophisticated system of aesthetic and symbolic signs emerges from a forty-year-old

fresco, making it clear that in his Fijian frescoes Charlot was intent on articulating a

social, religious, and political ideology firmly grounded in his own Catholic faith but

illuminated by his own cultural history.  Painted near the end of his life, the Fijian murals

represent Charlot's mature response to art-making and his realization of a sacred
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pilgrimage center devoted to the Fijians, local cultures, artistic and religious pilgrims,

and ultimately, God.

Charlot's Fijian murals are unique artworks in the Pacific Islands and in the

artist's portfolio.  They are the only example of the fresco technique in the South Pacific

Islands and represent the only example of monumental, public art painted by a French-

American artist in the twentieth century.  Charlot's Fijian frescoes mark the furthest

Western extent of the twentieth century international mural movement, which traces its

history to Mexico in the early 1920s.  Charlot's Fijian paintings also mark the furthest

Western extent of his own artwork in terms of geographic location and cultural subject

matter, as the Fijian portfolio represents his only other treatment of non-Hawaiian

Pacific culture.  Charlot's Fijian murals, paintings, and prints form the only major

portfolio or artistic treatments of Melanesians by a Western artist in the historic record.

The Fijian frescoes are outstanding technical and aesthetic achievements in

Charlot's artistic career. The murals exemplify Charlot's solutions to the technical

challenges of fresco in a remote and humid climate.  The paintings represent his visual

solutions to the problems inherent with the unification of two-dimensional and three-

dimensional forms.  In the Fijian murals, Charlot created artworks that not only fulfilled

the expectations of his commission, but also were successful in their liturgical purpose;

to inspire spiritual devotion to their multicultural audience.

The nature of public art requires a different approach to the artwork, as the artist

must necessarily consider the individual viewer as well as "mass" audience.  Charlot's

public frescoes require, therefore, a consideration of both aesthetic and communication

systems because his murals were painted for and directed to a both local and a global

community.  Charlot's Fijian murals encoded narratives drawn from local cultural history

creatively represented in a local framework.  The application of semiotics, the study of

signs, seems particularly appropriate to the analysis of any of Charlot's public murals.  

My examination of Charlot's Fijian frescoes as signs that are indexes, icons, and

symbols allowed the consideration of the artworks in relationship to the artist's intentions

and to audience responses over time.  Index-signs demonstrate physical relationships

to the signifier, the art object.  The discussion of artistic "style" can be understood from



255

the analysis of index-signs as physical (material) and formal (technical) properties.  This

type of approach is based on deductive analysis of the physical evidence present in the

actual artworks.  The treatment of ethnohistoric texts and visual documents as index-

signs facilitated an understanding of the creative process during the historic moment in

time they were created, i.e., almost forty years ago.  Insight into the synchronic context

of the Fijian commission was gained by reviewing letters, diaries, and visual records.

These materials provided a basis for understanding the parameters of the commission,

the desires of the patron, and Charlot's responses to these guidelines.  The analysis of

icon- and symbol-signs demonstrated how Charlot articulated his narrative within the

framework of local cultures, drawing from indigenous models, native ritual, and local,

syncretistic Catholic religion as practiced at St. Francis Xavier's Catholic Mission at

Naiserelagi.

Based on a visual analysis of the frescoes as signs, in conjunction with research

in the ethnohistoric record and more recent interviews, I have demonstrated how

Charlot's Fijian murals have succeeded within their historic and social contexts.  Writing

on murals in Towards a People’s Art, Lucy R. Lippard commented on the requirements

of a successful public work of art as follows,

If the skilled muralist continues to probe for the hidden histories, the

politics, and underlying tensions of a place and its people, a more real

history begins to emerge, based in lived experiences rather than imposed

ideas, revealing the stress lines and, ideally, suggesting ways to approach

them that will not only present problems but suggest solutions.  This

approach demands a critical look at place, process and product.567

Since the time of their creation, Charlot's Fijian paintings have inspired spiritual

contemplation in the lives of the local congregation at Naiserelagi Catholic Mission.

Signatures in the guest book document four decades of visitors and religious and artistic

pilgrims from all over Fiji and around the world.  It is easy to understand how Charlot's

religious attitudes, expressed in the Fijian frescoes, may have embodied the concept of

a "missionary effort," but the message of the Black Christ was not limited to this

meaning or to strictly Catholic audiences. My research indicates that Indo-Fijians

responded more to the aesthetic systems of the paintings, while indigenous Fijians
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responded to both the aesthetic and symbolic systems.  Many Fijians viewed Charlot's

frescoes as a source of national and cultural pride on local and national levels. Charlot's

murals are the main public artworks and one of the most important cultural sites that

attract international visitors to the Ra District, and, therefore, through their participation

in the tourist business, generate monies on both national and regional levels.

I believe the Fijian murals represent the culmination of Charlot’s life experiences

in the form liturgical artworks, perhaps his realization of lifelong goals established as a

youthful member of La Gilde Notre Dame.  Fiji's geographic location, as the

"crossroads" of the Pacific, where Melanesia meets Polynesia, makes it a suitable

location to establish a pilgrimage center, deep in the heart of the Pacific Islands. Charlot

could not help but be reminded of his pilgrimages in Mexico to the Black Christs at

Chalma and Mérida upon his arrival at St. Francis Xavier's Catholic Mission.  The site in

Fiji shared similar features associated with Mexican Black Christ sites, including the

isolated location of Naiserelagi, the sacred nature of the surrounding region in Fijian

cultural history, the old stone church building, and the nearby geological features

including caves and springs.  These parallels are likely part of the reason Charlot chose

to paint a "Black" Christ.

Charlot's Fijian frescoes embodied ideas integral to the future of the Catholic

Church.  In his Fijian murals, Charlot's incoporated local models, indigenous objects,

and native flora, capturing the religious climate of the early 1960s and the changes

brought about by Vatican II, changes that sought to define the future direction of the

Church in relation to indigenous cultures in mission areas.  While not overtly political,

these ideas led to liberation theological movements, especially, Black theology, and, as

such, advocated socio-political independence.  As a colonized nation, Fiji's future in the

1960s depended on indigenous representation and self-determination.  Charlot's Black

Christ, with its native savior as the head of the Church, symbolized Fijian leadership

and, by extension, sovereignty.

 Although Charlot's Fijian frescoes were a liturgical commission, the illustration of

Fijian Black Christ triptych articulated post-colonial values.  A public artwork, the murals

transcended time, ethnic, and religious boundaries, extending even into the realms of
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national society.  As a citizen of the United States, Charlot had pledged his belief in

"one people under God."  In his Fijian triptych, he promoted the idea of the "peace of

God" and a universal humanity by presenting the diversity of creation; he painted the

major ethnic groups of Fiji, native Fijian and Indo-Fijian, coming together as equals,

regardless of social status, cultural background, or ethnicity. In Fiji, as in Hawai'i,

Charlot's murals implicitly empowered Pacific Islanders through his monumental public

images.  He depicted local peoples within their cultural contexts and represented them

as equals, not only in the eyes of God, but also in the eyes of the colonialists who

dominated them.  In his Fijian frescoes, Charlot painted a Fijian Black Christ and a

natural "Paradise" for an audience of viewers in a post-colonial Pacific.

Endnotes

565 Zohmah Charlot,1986.
566 Ibid.

567 Lucy R. Lippard, “Towards a People’s Art,” Foreword in The Contemporary Mural Movement, second

edition, edited by Eva Cockcroft, John Pitman Weber, and James Cockcroft (Albuquerque: University of

New Mexico Press, 1998), xiv.
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POSTSCRIPT

Your love adorns us as a lei.  O friend whose memory is ever cherished.
It is your lei that bedecks us.  Much gratitude! Your name will live forever.
O Jean Charlot, for you, a name song, the Beloved champion of the

people. 568

Jean Charlot died on March 20, 1979, while at his home in Kahala, O'ahu,

Hawai'i.  At the end of his life, Jean Charlot’s body was wrapped in Hawaiian bark cloth

and Fijian mats, while the grave was lined with breadfruit leaves, because of the artist’s

symbolic use of the motif in the Fijian frescoes to symbolize the Sacred Heart.  When

Charlot died, a Hawaiian elder, Irmgard Aluli, brought a large piece of white kapa,

Hawaiian bark cloth, to wrap his body for burial.569  This habit is in keeping with

Hawaiian burial practices of wrapping white kapa around the bones of deceased

ancestors, as they are believed to be sacred containers of the person’s mana after

death.  When Zohmah’s body was laid to rest in Honolulu, she, too, was wrapped in

Fijian bark cloth  and mats.  Charlot, who conceived himself as sacred art maker,

requested that he be buried in a black Benedictine monk’s robe that he had received as

part of an earlier commission for the Brother’s Chapel, St. Benedictine Abbey, Atchison,

Kansas.570

The future of the Fijian frescoes is currently in the hands of the local Fijians of

Naiserelagi and the Catholic Church.  Father Eremodo Muavesi, who strongly supported

my research and the project to restore the frescoes, is now stationed in Jamaica.  Since

my project began, both Selestino Naucukidi Koloaia and Maria Gemma have passed

away, as has Tuinavitilevu Ratu Bolobolo, chief of Rakiraki village.  Currently, there is

no one group committed to their continued preservation, thus the future of Charlot’s

Fijian frescoes remains unknown. I would say the best hope for the future preservation

of the frescoes would be if the government of Fiji agreed to list the frescoes as an

historic site under the Fijian National Trust, which with the cooperation of the Catholic

Church and the Jean Charlot Foundation, would commit to their permanent care.  I

believe that the paintings would benefit by being listed as a cultural treasure by the

Fijian government, as this would ensure that their condition would, in theory, be
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assessed, at least on an annual basis, and the preservation of the paintings would be

protected under law.  An effort should be made to educate the national community as to

the historic, artistic, and cultural value of the frescoes, for example, by their inclusion in

public school curriculum, to secure their survival for future generations to admire and

appreciate.

Endnotes

568 Lyrics from Keoni Kalo: A mele inoa (name song) for Jean Charlot.  Music by Irmgard Aluli; lyrics by

Frank Palani Kahala and Hailama Farden.  Refer to Appendix V.
569 John Pierre Charlot, "The Death and Burial of Jean Charlot, February 12, 1898–March 20, 1979,"

Honolulu Magazine, Volume XIV, Number 6, December 1979, 87.
570 Ibid.
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APPENDIX A

JEAN CHARLOT’S FRESCO MURALS*

*This information is derived from Jean Charlot Books, Portfolio, Writings, Murals

(Honolulu: Private printing, 1986).  The purpose of the list is to provide a count of his

fresco sites and total frescoes for each period.  The list below differs from that

previously published in that it lists only his fresco murals and organizes them

chronologically according to geography, which corresponds to Charlot’s artistic periods.

The first number lists the chronological order of the fresco sites for each corresponding

period.  The number preceded by the letters “JC--” indicates the corresponding number

in the original text, Jean Charlot Books, Portfolio, Writings, Murals.  My final results are

summarized as follows:

Mexican mural sites 3 total frescoes: 10

American mural sites 23 total frescoes: 41

Pacific Island mural sites 19 total frescoes: 37

Total mural sites 45 total frescoes: 88

Mexican Murals

1 (JC1).  Massacre in the Main Temple.  Fresco mural, 14 x 26 feet.  Stairway, West

Court, Escuela Preparatoria, México, D. F. October 2, 1922-January 31, 1923.  Related

fresco panels on wall at left of major fresco: Eagle and Serpent, México’s National
Emblem, 4-1/2 x 5-1/4 feet.  St. Christopher,  12-3/4 x 3-3/4 feet. Cuauhtemoc, Last of
the Mexican Emperors, 12 3/4 x 3-3/4 feet.  Shield of the National University of Mexico,
with Eagle and Condor, 4-1/2 x 5-1/4 feet.

2 (JC2).  Cargadores (Burden Bearers).  Danza de los Listones (Dance of the Ribbons).

Lavanderas (Women Washing).  Fresco murals, each subject 16-1/3 x 7-2/3 feet.

Listed in order painted, from right to left, Second Court, Secretaria de Educación,

México, D. F.  May 29-August 2, 1923.  Center panel destroyed by Diego Rivera in

1924.  Nine Shields.  Second Court, second floor, Secretaria de Educación.

September-October 1923.

3 (JC3).  Shield of the National University of Mexico, with Eagle and Condor. Fresco

mural.  Biblioteca Pan-Americana, México, D. F. February 1924.

American Murals

1 (JC4).  Head, Crowned with Laurels.  Memorial to Strauben-Muller symbolizing

education.  Fresco mural, 16 x 20 inches, niche in entrance hall, Strauben-Muller Textile

High School, New York.  Begun August 1934.  W.P.A. project.  Destroyed 1935.

Facsimile in oils on canvas painted May 1935, Jean Charlot Collection.
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2 (JC7).  St. Christopher.  Fresco mural, 10 x 2 feet.  Classroom, University of Iowa,

Iowa City, Iowa.  July 13-18, 1939.

3 (JC8).  Woman with Cradle.  Fresco mural, corridor, Fine Arts Building, University of

Iowa, Iowa City, Iowa.  July 12, 1940.  Section in class mural.

4 (JC9).  Fresco Class in Action.  Fresco mural, 3-1/3 x 9 feet.  Basement, The Art

Students League of New York, New York.  January 1941.  Section in class mural.

Destroyed.

5 (JC10).  Visual Arts.  Drama.  Music.  Fresco murals, 9 x 46 feet overall.  Ante-bellum

facade, Fine Arts Building, University of Georgia, Athens, Georgia.  April 20-May 1,

1942.

6 (JC12).  Time Discloseth All Things (center).  Cortez Lands in Mexico (left).

Paratroopers Land in Sicily (right).  Listed in order painted, fresco murals, 11 x 66 feet

overall.  Corridor, Journalism Building, University of Georgia, Athens, Georgia.

January  3-February 29, 1944.

7 (JC13).  Inspiration (left).  Study (right).  Fresco murals, each 5 x 5 feet.  Pylons, New

Studies Building, Black Mountain College, Black Mountain, North

Carolina.  August 17-19, 1944.

8 (JC15).  Tortillera.  Fresco mural, ca. 3 x 2 feet.  Kitchen, residence of the artist,

Boulder Crescent, Colorado Springs, Colorado.  May 22, 1948.

9 (JC19).  Hopi Snake Dance.  Preparing Anti-Venom Serum.  Fresco mural, 25 x 25

feet.  Stairwell, Administration Building, Arizona State College, Tempe, Arizona.

June 27-July 20, 1951.

10 (JC20).  Procession in Chalma.  Fresco mural, 5 x 3 feet.  Panel over fireplace,

Pornoff house, Tempe, Arizona.  July 14, 1951.

11 (JC28).  Fresco Class in Action.  Fresco mural, 11 x 25 feet.  Student lounge,

O’Shaughnessy Building, University of Notre Dame, South Bend, Indiana.  June 18-

July 15, 1955 (16/26).

12 (JC29).  Fourteen Panels Symbolizing the Fine Arts.  Fresco murals, each ca. 3 x 3-

1/2 feet.  O’Laughlin Auditorium, St. Mary’s College, Notre Dame, Indiana, August 5-16,

1955.

13 (JC30).  Psalm of the Good Shepherd.  Eleven portable fresco panels forming an

arch; outer measurements 16 x 24 feet.  Church of the Good Shepherd, Lincoln Park,

Michigan, December 10-19, 1955.

14 (JC31).  Inspiration of the Artist.  Fresco mural, maximum dimensions 16 x 14 feet.

Stairwell, Des Moines Art Center, Iowa.  May 29-June 7, 1956.

15 (JC32).  Mestrovic’s Studio.  Fresco mural, 9 x 25 feet.  Student Lounge,

O’Shaughnessy Building, University of Notre Dame, South Bend, Indiana.  July 9-17,

1956.
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16 (JC33).  The Fire of Creation.  Fresco mural, 5-2/3 x 5-1/4 feet.  Moreau Hall, St.

Mary’s College, Notre Dame, Indiana.  July 21, 1956.

17 (JC43).  Calvary.  Fresco mural, 34 x 32 feet.  St. Leonard Center, Centerville, Ohio.

July 28-August 22, 1958.

18 (JC48).  Trinity and Episodes of Benedictine Life.  Fresco mural, 21 x 29 feet.

Monastic Chapel, St. Benedict’s Abbey, Atchison, Kansas.  July 1-29, 1959.

19 (JC49).  St. Joseph’s Workshop.  Fresco mural, 4-1/2 x 6-1/2 feet.  Brothers’ Chapel,

St. Benedict’s Abbey, Atchison, Kansas.  July 1959.

20 (JC50).  Our Lady of Guadalupe and the Four Apparitions.  Fresco mural, 9-3/4 x 12

feet.  Crypt, St. Benedict’s Abbey, Kansas.  August 3-6, 1959.

21 (JC51).  Christ as the Vine, with Saints.  Fresco mural, 11 x 15 feet.  The Oratory of

St. Philip Neri, Rock Hill, South Carolina.  October 19-30, 1959.

22 (JC54).  Village Fiesta.  Fresco mural, 9 x 45 feet.  Shaw Dormitory, Syracuse

University, Syracuse, New York.  May 2- June 2, 1960.  Related film, Audio-Visual

Department, Syracuse University.

23 (JC55).  Our Lady of Sorrows and Ascension of Our Lord.  Fresco murals, ca. 1300

sq. ft., Ceiling and apsidal wall, Church of Our Lady of Sorrows, Farmington, Michigan.

July 10-August 16, 1961.  Related film, Martin Charlot.

Pacific Murals*

*Note: Fiji is the only site of Charlot's murals outside of Hawai’i

1 (JC16).  Relation of Man and Nature in Old Hawai’i.  Fresco mural, 10 x 29 feet.  First

floor, Administration Building (Bachman Hall), University of Hawai’i-Manoa, Honolulu,

Hawai’i.  October 17-November 25, 1949.

2 (JC17).  Hawaiian Drummers.  Portable fresco mural, 4 x 6 feet.  John Young House,

Honolulu, Hawai’i.  May 5, 1950.  Now in the office of Dr. Percival Chee, Kukui

Plaza, Honolulu, Hawai’i.

3 (JC21).  Early Contacts of Hawaii with the Outer World.  Fresco mural, 11 x 57 feet.

Bishop Bank (later First National Bank), Waikiki Branch, Honolulu, Hawai’i.  October 25,

1951-January 17, 1952.  Divided into approximately 70 easel-size panels when building

destroyed in 1966.  Related film, Cine-Pic.  Replaced by a second mural on same

subject in 1966.  Second fresco mural in two sections, total area: 9 x 98 feet.  First

National Bank (Now First Hawaiian Bank), Waikiki Branch, Honolulu, Hawai’i.

Related film, Joe Martin.

4 (JC22).  Lauhala Grove.  Fresco mural, oval, ca. 3 x 5 feet.  Panel over fireplace,

Harold Roberts house, Honolulu, Hawai’i.  May 23, 1953.

5 (JC23).  Nativity at the Ranch.  Fresco mural, 4 x 5 feet.  Church at Kahua Ranch,

Kohala, Kamuela, Hawai’i.  August 26-27, 1953.  Memorial to Ronald von Holt (4/55).
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6 (JC24).  Commencement.  Fresco mural, 10 x 36 feet.  Second floor, Administration

Building (Bachman Hall), University of Hawai’i-Manoa, Honolulu, Hawai’i.  September

12-November 26, 1953 (5/56).  This fresco completes decoration with Relation of Man
and Nature in Old Hawaii (number one listed above).

7 (JC25).  Four Still Lifes.  Two center panels: Japanese and Hawaiian foods.  Fresco

murals, each ca. 3 x 8 feet.  October 1953.  Two outer panels: milk and lichee,

American juicer with coffee maker, each ca. 3 x 5 feet.  March 20-27, 1954.

College Inn, Honolulu, Hawai’i.  Removed when building remodeled.

8 (JC26).  Hawaiian Petroglyphs.  Fresco mural, 9-1/2 x 4-1/4 feet.  Outdoor lanai,

Alfred Preis house, Honolulu, Hawai’i.  June 4, 1955.  Damaged.  Related film,

Cine-Pic.

9 (JC 34).  Way of the Cross.  Fourteen fresco panels surrounding the altar, each 2 x 4

feet.  St. Sylvester’s Church, Kilauea, Kaua'i, Hawai’i.  August 23-September 1, 1956.

10 (JC35).  Chief’s Canoe.  Fresco mural, 8 x 20 feet.  Conch Player, Divers,
Drummer.  Fresco mural 4-1/2 x 23-1/4 feet.  Main wall and side wall of the Catamaran

Cafe, Hawaiian Village Hotel, Waikiki, Honolulu, Hawai’i.  November 13-29, 1956.

These murals are now in the Pa Charlot or Charlot Courtyard in the Honolulu

Convention Center, Honolulu, Hawai’i.  The second mural has been changed from its

original format of one fresco in its previous location, while currently it is displayed as

three separate frescoes.

11 (JC36).  Papaya Tree.  Fresco mural, 7 x 6 feet.  Howard Cook house, Honolulu,

Hawai’i.  June 25-28, 1957.

12 (JC37).  Tropical Foliage.  Fresco mural, 12 x 12 feet.  Residence of the artist,

Honolulu, Hawai'i.  Painted weekends, August 17-October 20, 1957.

13 (JC38).  Compassionate Christ.  Fresco mural, 10 x 7 feet.  Reredos of St.

Catherine’s Church, Kapa’a, Kealia, Kaua'i, Hawai’i. 1958.

14 (JC 57).  Black Christ and Worshipers (main altar).  Fresco murals.  10 x 30 feet.

September 22-December 13, 1962.  St. Joseph’s Workshop.  The Annunciation (side

altars) (31-32/82-83).  Fresco murals, each 10 x 12 feet.  St. Francis Xavier

Church, Naiserelagi, Province of Ra, Fiji.  December 24, 1962-January 4, 1963.

15 (JC58).  Early Contacts of Hawai’i with the Outer World.  Fresco mural in two

sections, total area: 9 x 98 feet.  First National Bank (Now First Hawaiian Bank), Waikiki

Branch, Honolulu, Hawai’i.  1966.   Related film, Joe Martin.  This fresco was to replace

earlier fresco mural, 11 x 57 feet.  Bishop Bank (later First National Bank), Waikiki

Branch, Honolulu, Hawai’i.  October 25, 1951-January 17, 1952, that was destroyed.

The original fresco was divided into approximately 70 easel-size  panels when building

destroyed in 1966.  Related film, Cine-Pic.

16 (JC59).  Inspiration, Study, Creation.  Fresco mural, 15 x 16-1/2 feet. North stairwell,

Jefferson Hall, East-West Center, Honolulu, Hawai’i.  September 7-27, 1967.
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17 (JC60).  Battle of Malinches.  Fresco panel, 4 x 8 feet.  Library, Maryknoll

Elementary School, Honolulu, Hawai’i.  November 4, 1967.

18 (JC61).  Angels in Adoration.  Portable fresco panels forming arch, outer

measurements: 10 x 19 feet.  Grace Episcopal Church, Ho’olehua, Molokai, Hawai’i,

November 8-12, 1967.

19 (JC70).  The Relation of Man and Nature in Old Hawaii.  Fresco mural, 23 x 104 feet

overall (2,275 square feet).  Leeward Community College, Pearl City, O'ahu, Hawai’i.

February 14-May 17, 1974.  Hawaii State Foundation on Culture and the Arts

project.  Related film: Norman Shapiro.

Jean Charlot’s Ceramic Tile Murals and Sculpture in the Pacific Islands

Hawaiian Petroglyphs.  Outdoor lanai.  Alfred Preis home.  Honolulu, Hawai’i.  9-1/2 X

4-1/2, 1955.

Way of the Cross.  St. Catherine's Church, Kapa’a, Kaua’i, Hawai’i, fourteen ceramic

tiles; each 3 X 2, 1958.

Stations of the Cross.  St. Francis Hospital, Honolulu, Hawai’i, fourteen ceramic tile

panels, 1958.

St. Francis of Assisi Embracing the Leper
St. Luke, Physician
St. Michael, Patron of Radiologists
St. Elizabeth of Hungary
St. Albert the Great, Patron of Medical Technologies
Blessed Martin of Porres
Mother Marianne of Moloka’i
St. Luke
St. Veronica
St. Clare of Assisi
St. Tobias
Christ with the Children
Good Samaritan
The Good Shepherd

Mathew, Mark, Luke, John, Oikumene.  Kailua Methodist Church, Kailua, O’ahu,

Hawai’i.  Ceramic tiles, in collaboration with Claude Horan, each 2 X 2, 1958.

Stations of the Cross.  St. Mark’s Episcopal Church, Honolulu, Hawai’i. Fourteen

ceramic tile panels, each 10 X 12 inches, 1958.

Madonna and Child.  Covenant Garden, St. Francis Hospital, Honolulu, Hawai’i.

Ceramic statue, 5 feet high, 1959.

Night Hula.  Tradewinds Apartments.  Waikiki, Honolulu, Hawai’i.  Ceramic tile mural,  9

X 15, 1961.  This mural was reinstalled in 2003 at Saunders Hall, University of Hawai'i-

Manoa, Honolulu, Hawai’i.
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Sacred Heart.  St. William’s Church, Hanalei, Kaua'i, Hawai’i.  Ceramic statue 7-1/2 feet

high, 1969.

Chinese Rock.  Garden of Charlot residence, Honolulu, Hawai’I.  Ceramic statue, 7 feet

high, 1969.

Way of the Cross.  Church of St. John Apostle and Evangelist, Mililani.  Styrofoam

reverse sculpture cast with the cement wall; fourteen panels, each 20 X 16 inches,

1970-71.

Episodes from the Life of Christ.  Thurston Chapel, Punahou School, Honolulu, Hawai’i;

copper repousse, thirty-two panels, each 18  X 19 inches, 1971.

Ali’i Nui (High Chief).  Ala Moana Hotel, Honolulu, Hawai’i, ceramic sculpture, 9-1/2 feet

high, 1971.

Musicians of Old Hawaii.  Harbor Square Apartments, Honolulu, Hawai'i.  Acrylic on

masonite, two panels, each 16 X 8, 1971. Assistant: Martin Charlot.

In Praise of Petroglyphs.  Moanalua Intermediate School, Honolulu, Hawai’i.  Copper

plate and champlevè enamel sculpture, 8 feet high, 1972-73.  In collaboration with

Evelyn Giddings, State Foundation on Culture and Arts project.

United Public Workers Building, Honolulu, Hawai’i.  Ceramic tile murals, 1970-1975.

On Strike at the Capitol, 11 X 13, 1970.

Refuse Collectors, 11 X 13, 1971.

Road and B.W.S. Workers, 8 X 13, 1972.

Cafeteria Workers, 8 X 13, 1973.

Hospital Laundry, 11 X 13, 1974.

The Strike in Nu’uanu, 11 X 13, 1975.

Mary Our Mother, courtyard of Maryknoll Elementary School, Honolulu, Hawai’i.

Ceramic sculpture, 1979.

Damien, Church of St. Anthony, Wailuku, Maui, Hawai’i. Bronze sculpture, 45 inches

tall, made for 1967 state competition for the Capitol Damien statue.
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APPENDIX B

JEAN CHARLOT: CATALOGUE OF PAINTINGS

The following information is derived from Jean Charlot's unpublished Catalogue of

Paintings which provides a comprehensive list of his oil paintings that featured Fijian

subject matter.  The first number, in parenthesis, is the number I have assigned to the

paintings in the Fijian portfolio.  The second number is the number Charlot's number

gave to the artworks in his Catalogue of Paintings.  This information is followed by the

title and measurements of each oil painting when available.

The Fijian Portfolio (88 oils)

(1)      900.  Fiji Head, 16 x 12 inches.

(2) 901.  Fiji Head, grass lei, 20 x 16 inches.

(3) 902.  Fiji Head, no lei, 20 x 16 inches.

(4) 903.  Fiji Head, profile.  Flower in hair, 18 x 14 inches.

(5) 904.  Presenting tabua I, 24 X 18 inches.

(6) 905.  Preparing yaqona, I, 24 x 18 inches.

(7) 906.  Offering cup, II, 24 X 20 inches.

(8) 907.  The Turtle Bowl, 24 x 20 inches.

(9) 908.  The Drinker, 24 x 20 inches.

(10) 909.  The Ninth Cup., 24 x 20 inches.

(11) 910.  Still-life: Pot and tabua, 30 x 30 inches.

(12) 911.  Head, blue and purple lei.

(13) 912.  Head, with meke make-up, 24 x 20 inches.

(14) 913.  The Ladybug,  28 x 24 inches.

(15) 914.  Preparing yaqona, II. 28 x 24 inches.

(16) 915.  Offering cup, starry night, 16 x 18 inches.

(17) 916.   Forest dancer, 26 x 36 inches.

(18) 917.  Manoa, 25 x 20 inches.

(19) 918.  War dance, (red, blue and green), 28 x 24 inches.

(20) 919.  Young Chief, 30 x 26 inches.

(21) 921.  Fiji head, orange lei, 22 x 20 inches.

(22) 922.  Carrying cup,  22 x 26 inches.
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(23) 924.  Landscape with figure. Gone I, 40 x 30 inches.

(24) 925.  Landscape with figure: On the go (leaf to the right), 30 x 40 inches.

(25)  926.  Head, with war club, 18 x 18 inches.

(26)  928.  Head, with war club (violet and gray), 22-3/4 x 16 inches.

(27)   930.  Bush Fighter I, 20 x24 inches.

(28) 931.  Presenting tabua II, 36 x 22 inches.

(29) 932.  Sister Theresia, 38 x 28 inches.

(30) 933.  Celestino, 24 x 20 inches.

(31) 934.  Head with war club  (blue and yellow), 20 X12 inches.

(32) 939.  Offering cup III, 24 x 20 inches.

(33) 942.  Figure in Landscape: Gone II, (leaf at left), 40 x 30 inches.

(34) 943.  Bush Fighter II (renamed: Spearman No. I ) inches.

(35) 944.  Tabua I (still-life), 10 x 14 inches.

(36) 946.  Spearman II, 16 x 12 inches.

(37) 948.  Woman offering mat (Fiji), 16 x 12 inches.

(38) 957.  Woman offering mat (Fiji), 16 x 12 inches.

(39) 963.  Landscape with figure: Gone III, 40 x 30 inches.

(40) 965.  Spearman,No. III, fern foliage, 40 x 30 inches.

(41) 967.  Woman offering mat, 16 x 12 inches.

(42) 970.  Still-life: pot and tabua, Fiji. 30 x 30 inches.

(43) 974.  Small War Dance, No. 1,16 x 12 inches.

(44) 975.  Small War Dance, No. 2 (club lowered), 16 x 12 inches.

(45) 979.  Small War Dance, No. 3 (rose ground), 16 x 12 inches.

(46) 980.  Small War Dance, No. 4 (with fire), 16 x 12 inches.

(47) 981.  Small War Dance, No. 5 (with club and fan), 16 x 12 inches.

(48) 982.  Small War Dance No. 6 (with spear and fan), 16 x 12 inches.

(49) 988.  Three Pipe Players, Fiji (purple sleeves), 30 x 40 inches.

(50) 991.  Three Pipe Players, Fiji (No. 2), 40 x 30 inches.

(51) 992.  Three Players, with panpipe (No. 3), 16 x 12 inches.

(52) 993.  Three Pipe Players, (No. 4), 16 x 12 inches.
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(53) 994   Blue Pipe Player, red lei (No. 5), 24 x 20 inches.

(54) 995.  Pipe Player, with red belt (No. 6), 24 x 20 inches.

(55) 996.  Pipe Player (No. 7), 24 x 20 inches.

(56) 997.  Pipe Player, with checkered mat (No. 8), 24 x 20 inches.

(57) 998.  Pipe Player with breadfruit (orange ‘sleeves’) (No. 9), 24 x 20 inches.

(58) 999.  Pipe Player in Hala Grove (No. 10), 16 x 12 inches.

(59) 1000.  Pipe Player, blue, red lei (No. 11), 24 x 20 inches.

(60) 1001. Pipe player (from back) (No.12), 24 x 20 inches.

(61) 1002. Pipe Player (from back, No. 2) (No.13), 24 x 20 inches.

(62) 1003. Pipe player, orange sleeves, 30 x 40 inches.

(63) 1060.  Fiji pipe-player, 16 x12 inches.

(64) 1149. Fiji pipe player (blue lei, I), 12 x 9 inches.

(65) 1150.  Fiji Pipe Player (blue lei, II), 12 x 9 inches.

(66) 1151.  Fiji Pipe Player (blue lei, III), 12 x 9 inches.

(67) 1152.  Fiji Pipe Player (blue lei, IV), 16 x 12 inches.

(68) 1153.  Fiji Pipe Player (blue lei, V), 40 x 30 inches.

(69) 1176.  Making Kawa,  24 x 20 inches.

(70) 1180.  Gone. Fiji. IV, 40 x 30 inches.

(71) 1197.  Fiji Head (Portrait Apakuke Masi, red lei), 24 x 20 inches.

(72) 1200. Fiji Head (Apakuke Masi) No. 2, blue lei), 24 x 20 inches.

(73) 1272 Fiji Sorcerer with hala, 8 x 6," on canvas 10 x 8 inches.

(74)  1275. Pouring water (Kawa ceremony), 8 x 6," on canvas 10 x 8 inches.

(75)  1281.  Gone, Fiji,  8 x 6," on canvas 10 x 8 inches.

(76) 1285.  Mixing Kawa, Fiji, 8 x 6” on canvas 10 x 8 inches.

(77) 1286.  Fiji War Dance.  8 x 6,” on canvas 10 x 8 inches.

(78) 1287.  Fiji pipe player.  6 x 8," on canvas 10 x 8 inches.

(79) 1292.  Woman offering mat, Fiji, 8 x 6,” on canvas 10 x 8 inches.

(80) 1301.  Spearman, Fiji,  8 x 6” on canvas 10 x 8 inches.

(81) 1302.  Offering kawa at night, 8 x 6” on canvas 10 x 8 inches.

(82) 1305.  Presenting kawa cup at night,  8 x 6” on canvas 10 x 8 inches.
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(83) 1306.  Presenting tabua, 8 x 6” on canvas 10 x 8 inches.

(84) 1361. Nun plaiting mats, Fiji,  24 x 20 inches.

(85) 1362.  Pan-pipe Player, 20 x 24 inches.

(86) 1363.  On the go, 22 x 24 inches.

(87) 1364.  Warrior (Fiji).

(88) 1365.  Warrior (Fiji), 20 x 16 inches.
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APPENDIX C

JEAN CHARLOT’S FIJIAN PRINTS*

The following information is taken excerpts from Peter Morse's text, Jean Charlot’s

Prints: A Catalogue Raisonné (Honolulu: University Press of Hawai'i and The Jean

Charlot Foundation, 1976).  The purpose of this Appendix is to provide an itemized list

of Charlot's prints that featured Fijian subject matter and comprised his Fijian portfolio.  I

have assigned the first number to indicate the number of prints in the Fijian portfolio,

while the number preceded by the letters "PM" indicates the number assigned by Peter

Morse in his catalogue.  Also given is information on the printing process and the

measurements.  For additional information on Jean Charlot's prints, please refer directly

to Morse.

Fijian Prints

(1)  Fiji War Dance.

PM 636.  Color linoleum cut, 8 x 6 inches.

 (2)  Preparing Kava.

PM 637.  Color linoleum cut, 8 x 6 inches.

 (3)  Spear Thrower.  Picture Book II, No. 20 (Fiji).

PM 682.  Lithograph, 6 x 8 inches.

(4)  Presenting the Tabua.  Picture Book II, No. 21 (Fiji).

PM683.  Lithograph, 8 x 6 inches.

(5)  War Dance.  Picture Book II, No. 22 (Fiji).

PM684.  Lithograph, 8 x 6 inches.

(6)  Bamboo Player.  Picture Book II, No. 23 (Fiji).

PM685.  Lithograph, 6 x 8 inches.

(7)  Presenting Mat.  Picture Book II, No. 24 (Fiji).

PM 686.  Lithograph, 8 x 6 inches.

 (8)  Sorcerer in Hala  Grove.  Picture Book II, No. 25 (Fiji).

PM 687.  Lithograph, 6 x 8 inches.

 (9)  On Her Way.  Picture Book II, No. 26 (Fiji).

PM688.  Lithograph, 6 x 8 inches.

 (10)  Kawa Ceremony: Pouring Water.  Picture Book II, No. 27 (Fiji).

PM689.  Lithograph, 6 x 8 inches.

(11) The Turtle Bowl.  Picture Book II, No. 28 (Fiji).

PM690.  Lithograph, 6 x 8 inches.
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(12) Cup Bearer at Night.  Picture Book II, No. 29.

PM691.  Lithograph, 6 x 8 inches.

(13) Presenting Mat.
PM 697.  Color serigraph, 20-1/4 x 16-1/4 inches.

(14) Kawa Ceremony: Pouring Water.
PM 700.  Color serigraph, 20-1/4 x 15-1/4 inches.

(15) Bamboo Player.
PM 701.  Color serigraph, 15-1/4 x 20-1/4 inches.

 (16).  Presenting the Tabua.

PM 702.  Color serigraph, 20-1/4 x 15-1/4 inches.

 (17) Sorcerer in Hala Grove.

PM 703.  Color serigraph, 20-1/4 x 15-1/4 inches.

 (18) Spear Thrower.
PM 704.  Color serigraph, 15-1/4 x 20-1/4 inches.

 (19) Indian Farmer.
PM 705.  Color serigraph, 15-1/4 x 20-1/4 inches.

 (20)  Hindu Woman with Lei.
PM706. 15-1/4 x 20-1/4 inches.

(21) On the Go Fiji
Lithograph, 1978.

(Peter Morse, Supplement, Illustration 750, 20).
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APPENDIX D

JEAN CHARLOT’S PREPARATORY DRAWINGS FOR HIS

FIJIAN FRESCO MURALS

*This information is predominantly based on and courtesy of Nancy Morris and the Jean

Charlot Collections.  When available, I have listed the catalogue number for the

drawings which corresponds to that in the collections at the end, as well as size

measurements.  The titles I use for the drawings correspond to those in the collections

unless otherwise noted.  I have supplemented this information with my own on-site

research and listed all information available at the time of this publication.

Mural:  Black Christ and Worshippers, St Francis Xavier’s Church, Naiserelagi,

Ra, Fiji Islands.

JCC.DM1962.--

Black Christ, black and brown crayon, 116 x 35 inches, scroll mount.

JCC.DM1962.1

Foliage, black and brown crayon, 85 x 35 inches, scroll mount.

JCC.DM1962.2

Foliage (large leaf center), black and brown crayon, 84 x 35 inches, scroll mount

JCC.DM1962.3

Teresia Tinai (young Fijian girl in prayer), black crayon, 72 x 24 inches, scroll mount.

JCC.DM1962.4

Narendra (Indo-Fijian boy praying, lower left), pencil on tracing paper, 42 x 19 inches,

rolled.

JCC.DM1962.5

Two oxen, pencil, 28 x 49 inches, torn, rolled.

JCC.DM1962.6

Two oxen, pencil and brown paper, 36 x 44 inches, torn, rolled.

JCC.DM1962.7

Breadfruit leaves, black and red pencil on brown paper, 41 x 64 inches, torn, rolled.

JCC.DM1962.8

Tree trunks and foliage (breadfruit and kava leaves), black and brown crayon, 36 x 34

inches, rolled.

JCC.DM1962.9

Bananas (upper left), pencil, 40 x 32-1/2 inches, irregular, rolled.

JCC.DM1962.10
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Hand on chalice (right, model was Msgr. Franz Wasner, deceased), brown and black

crayon on tan paper, 38 x 15 inches, irregular, taped, encapsulated.

JCC.DM1962.11

Hands with mat (left, model was Maria Gemma, Naiserelagi, Ra, Fiji), brown crayon and

pencil on tracing paper, 15 x 30 inches, irregular, encapsulated.

JCC.DM1962.12

Celestino (portrait of Selestino Naucukidi Koloaia, Rokovuaka, Ra, Fiji, d. 2001), brown

and black crayon on tracing paper, mounted, 25-1/2 x 14 inches, encapsulated.

JCC.DM1962.13

Hands on cane (left, model was Peter Ambika Nand, a local Indo-Fijian cane farmer),

brown and black crayon on tan paper, 21 x 17 inches, irregular, encapsulated.

JCC.DM1962.14

Banana leaves (“Palm leaves”), brown pencil, 12 x 16 inches, encapsulated.

JCC.DM1962.15

Indian woman’s face (right, model was an Indo-Fijian school teacher, Teresia Naresh),

13-1/2 x 4-1/2 inches, encapsulated.

JCC.DM1962.16

Bearded man (right, St. Francis Xavier), pencil and brown crayon tracing paper, 18 x 14

inches, encapsulated.

JCC.DM1962.17

Boy, brown, black and red pencil, 16 x 12 inches, encapsulated.

JCC.DM1962.18

Young man (Peter Ambika Nand), pencil on tracing paper, 17 x 14 inches,

encapsulated.

JCC.DM1962.19

Young man (Peter Ambika Nand), pencil, 16 x 12 inches, encapsulated.

JCC.DM1962.20

Young priest (left, Archbishop of Suva Petero Mataca), pencil on tracing paper, 21 x 16

inches, encapsulated.

JCC.DM1962.21

Young priest, (left, Archbishop of Suva Petero Mataca), brown crayon and pencil on

tracing paper (sq.), 21 x 16 in., encapsulated.

JCC.DM1962.22

St. Chanel, (left, St. Peter Chanel), brown crayon on tracing paper, 20-1/2 x 12-1/2

inches, encapsulated.

JCC.DM1962.23



274

St. Chanel, (left, St. Peter Chanel), pencil on tracing paper, 15 x 12 inches,

encapsulated.

JCC.DM1962.2.

St. Chanel, (left, St. Peter Chanel), pencil on tracing paper, 14-1/2 x 11-1/2 inches,

encapsulated.

JCC.DM1962.25

Man with tabua (left, model was Selestino Naucukidi Koloaia; he holds a whale’s tooth),

pencil on tracing paper, 14 x 11 inches, encapsulated

JCC.DM1962.26

Entire-drawing used for reproduction, pen, 8 x 22-1/2 inches on 19 x 25-1/2 inches

sheet, encapsulated.

JCC.DM1962.27

Plants (fragment), black and brown crayon, 22 x 15 inches.  I identified this fragment to

be a drawing of a fern and I believe it corresponds to JCC.DM1962.28.

Additional related drawings

Breadfruit (fragment), black and brown crayon, 36 x 35 inches (“with tab”), Jean Charlot

Collection.

Crozier (right), pencil, 21-1/2 x 11-1/2 inches, Jean Charlot Collection (I was unable to

locate this drawing).

Oxen heads, photo pictured in Charlot Family Albums, 1962-1963, “Weddings,”

“Fiji,” Jean CharlotCollection.

Crucifixion sketch of Black Christ, photo pictured in Charlot Family Albums, 1962-

1963, “Weddings,” “Fiji,” Jean Charlot Collection.

Oxen heads, private collection, Fiji.
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APPENDIX E

KEONI KALO

A Mele Inoa  (Name Song) for Jean Charlot

Music by Irmgard Aluli

Lyrics by: Frank Palani Kahala and Hailama Farden

Jean Charlot’s mele inoa (name song) was published in Hawaiian and English in A Jean

Charlot Foundation information pamphlet, University of Hawai’i-Manoa, Honolulu,

Hawai’i.

Ua  ho'omahele aku i kou aloha
I ka po'e o Hawai'i nei
Ua ha'awi aku i na mea olinolino
Ka kilakila i ka la i apuni i napua
E Keoni Kalo kahaki'i nui o Hawai'i nei.

You have shared your love

With the people of Hawai'i.

You have given brilliant things.

Majestic in the calm, standing among the flowers,

O Jean Charlot, great artist of Hawai'i.

Ua lei 'ia makou na kou aloha
E ka hoa kupa o ka 'aina
Na ko lei aloha e papainei
Mahalo wale! E ola mau kou inoa.
E Keoni Klao, ka lama kunouheinoa
Ke koa aloha lanakila o ka lehulehu.

Your love adorns us as a lei.

O friend whose memory is ever cherished

It is your lei that bedecks us.

Much gratitude! Your name will live forever.

O Jean Charlot, for you, a name song,

The beloved champion of the people.
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APPENDIX F

EXTRACTS FROM THE GUEST REGISTRY

The following quotes were taken from the guest registry at St. Francis Xavier’s Catholic

Mission, Naiserelagi village, Ra District, Fiji, 1963-1999.

“Spirit and art at peace. I feel this is a holy place.”

May Anderson, Levuka, Ovalau, Fiji, 12/1/66.

“Your beautiful murals are very moving.  Very beautiful setting for a house of

God.”  The Seifreid Family, Ohio, U.S.A., 28/12/65.

“Beautiful creation by a master artist.  A great masterpiece of this century.”

Linda and Ivan Hawkins, Honolulu, Hawai'i, 24/10/74.

“Surely the work of a Saint.”

Douglas Bellchambers, Australia, 16/12/75.

“Marvelous, beautiful, and meaningful art.”

Mathew Abraham Athiyalil, Kerala, India, 17/2/77.

“Best murals ever seen-Thanks”

Manika Tamaikele, Tokyo, Japan, 13/4/77.

“Well worth a second visit.”

The Strong Family, Wellington, New Zealand, 18/12/79.

“Nice to be back again, my third visit.”

Don Stewart, Suva, Fiji, 7/9/80.

“Well worth the three years trying to get here.”

Desmond Spiers, Belfast, N. Ireland, U.K., 4/3/82.

“Charlot’s symbolism is lovely.”

John and Irene Mundie, Montreal, Quebec, 15/7/83.

“More beautiful and inspiring than I thought possible.”

Joyce and Robert Wallace, Plymouth, MA, U.S.A., 9/9/1983.

“Worth coming thousand of miles to see.”

Norman King, Frenchs Forest, Australia, 25/10/83.

“A special place to which we have returned time and time again since 1971.”

Tom and Sylvia Fergi, Scotland, 4/8/97.

“A unique masterpiece.”

Luis Trullols, Barcelona, Spain, 14/4/97.

“The most beautiful piece of art in Fiji.”

Philippe Dantin, Nadi, Fiji, 17/9/97.
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“So simple yet filled with a colorful history.  Very moving and the paintings–mural is so

deeply meaningful.”

Willie and Alexandra Pascua, Melbourne Australia and Philippines, 17/1/99.

“It is an art not expected to be seen in this interior.”

Rysard Macies Dmowski, Poland, 29/4/99.

“We think that it is cool that Jesus is black.  It is a lovely place here.  Excellent!”

Jenny, Regina, and Ernst Wittmer. Berlin, Germany, 2/8/99.
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APPENDIX G

COPYRIGHT PERMISSION LETTER
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APPENDIX H

HUMAN SUBJECTS COMMITTEE APPROVAL LETTERS
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Human Subjects Committee Reapproval Memorandum



281

Sample Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
______________________________________________
 (Subject) (Date)
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.



301

Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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Consent Form

Researcher's name:Caroline Katherine Klarr

Project title: Painting Paradise for a Post-Colonial Pacific:
The Fijian Murals of the artist Jean Charlot

Description of Research:  This project will document for the first time the production of
Jean Charlot's altar murals at the Catholic Church at Naiseralagi, Viti Levu (Fiji).  The
project will research the commission of the project, the process of production, the artist's
choice of iconography, his artistic intentions, and compare and contrast the mural with
earlier and later examples of his artwork.  As part of the project I will be gathering
information about the location of other related paintings of Fijian subjects which are now
missing and providing lists of related research materials including written and visual
which pertain to Charlot's "Fijian" period.
To all participants please read the following:

I freely and voluntarily and without element of force or coercion, consent to be a
participant in the research project addressing the South Pacific murals of Jean Charlot,
with a focus on his Black Christ figure at Naiseralagi, Viti Levu (Fiji).  I understand the
research is being conducted by Caroline Katherine Klarr, graduate student (ABD) in Art
HIstory, as part of her dissertation research to fulfill the requirements for for a Ph.D.
degree from the School fo Visual Arts and Dance, Florida State Unviersity, Tallahassee,
Florida.

As a participant in the research project I understand that I may be tape recorded,
video taped, filmed, or photographed by the researcher for reference in her dissertation
and related publications.  I understand that these tapes, films, and photos will be kept
by the researcher for the purposes of future research until such a time they will be
donated to the Charlot Special Collections housed at the University of Hawai'i-Manoa.  I
understand that some of these materials may be duplicated prior only for use by the
Charlot Special Collections housed at the University of Hawai'i-Manoa.

I understand my participation is totally voluntary and I may stop participation at
anytime.  I understand that this consent may be withdrawn at any time without
prejudice, penalty or loss of benefits to which I am otherwise entitled.  I have been given
the right to ask and have answered any inquiry concerning the study.  Questions, if any,
have been answered to my satisfaction.

I understand that I may contact Caroline Katherine Klarr, Florida State University,
School of Visual Arts and Dance, at (850) 644-1250 or (909) 735-4924 for answers to
questions about this research or my rights.  I have read and understand this consent
form.
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University.  As a sophomore, I went on a semester study abroad program in London,

followed by three months of train travel in continental Europe.  Upon returning to the

United States, I transferred to art history at the University of California at San Diego

under Jehanne Teilhet-Fisk.  I received my Bachelor’s of Art in Art History and Criticism

(emphasis non-Western and modern art) from the University of California at San Diego

in 1987.  In March 1987, I was awarded the Russels Foundation Travel Grant (merit-

based) to conduct research on women lapidary artists at the Zuni Pueblo, New Mexico.

I made return trips to the Zuni Pueblo in March 1988, March 1989, and August 1997.

I also completed my Elementary Education Credential from San Diego State University

in 1989.

I continued my art history studies at the University of Hawai'i at Manoa, under

Deborah Waite, and received my Master of Arts (emphasis Pacific-Asian art) in 1992.

My M.A. thesis addressed Hawaiian body ornanment during the historic period prior to

photography (1778-1858).  In Hawaii, I paid for my degree through a combination of

Pacific-Asian Scholarships, merit based tuition waivers and additional work for the Art

Department as a grader/lecturer.  During my studies as a graduate student I was a

teaching assistant to Dr. Nancy Dowling for the course, Introduction to Asian Art: India,

China, and Japan.  During this time, I also worked for three years as a research

assistant for the curator of the University of Hawai'i-Manoa Pacific-Asian Costume and

Textile Collection, Dr. Mary Ellen Des Jarlais, as part of a college work-study program.

After graduation, in spring 1993, I worked with the Education Department at the

Honolulu Art Academy on a project to research the Pacific art collection, paid for by a
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National Endowment of the Arts grant.  Later, I worked with the Department of

Education and eventually spent two years teaching special education at Nu'uanu

Elementary School.  While in Honolulu, I studied Hawaiian hula under Kumu Hula

Noenoelani Zuttermeister, 1990-1995, and traveled extensively to other islands to visit

important archeological sites, such as heiau.

In 1995, while living in Honolulu, I was offered an opportunity to continue my

graduate study at Florida State University, once again under the direction of Jehanne

Teilhet-Fisk.  In Florida, I worked for Dr. Teilhet-Fisk from 1995-1997 as a grader, lector,

and as an assistant to develop the slide library in the non-Western areas, and I

participated in student exhibitions on African and Native American Art.  At the Florida

State Fine Arts Gallery, I co-curated an exhibit on Pacific textiles where I focused on the

Indonesian textiles and the techniques of ikat weaving and batik. At Florida State I

worked also as a teaching assistant to visiting professor Dr. Robert Farris Thompson for

his African art and with the late artist Ed Love.

I have presented professional papers for the the Pacific Arts Association panel at

the College Art Association Conference, Philadelphia, 2002; at the Fourth International

Conference of the Easter Island Foundation, University of New Mexico, Albuquerque,

1997; and at the First Annual Native American Conference held in Tallahassee, Florida,

1994.  I have been an invited guest lecturer nationally for the Art Departments at the

University of Hawai'i-Manoa, University of California at Santa Cruz (CA), the University

of Redlands (CA), and the Jean Charlot Foundation (Honolulu, HI).  Internationally, I

have presented lectures on my research with Charlot's Fijian frescoes and Pacific

Period at the University of Auckland (New Zealand) and the Suva Museum (Fiji).

My publications include a portfolio based on my work at the University of Hawai'i-

Manoa, Hawaiian Hula and Body Ornamentation 1778 to 1858 (Los Osos: Bearsville

and Cloud Mountain Press, 1996).  This publication was followed by two other related

articles, the first entitled, "Hawai'i's own Dance" (Le Pasefika, Vol. 4, No. 4, Summer.

Reprint in CMR: Cultural Management Resources, National Park Service).  The second

article, entitled, "The Pa'u Hula: Fashioning Change in Hawaiian Culture," was

presented at the fourth annual Easter Island Foundation and was published with the
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other papers from the symposium (Easter Island in Pacific Context: South Seas

Symposium; Proceedings of the Fourth International Conference on Easter Island and

East Polynesia, Los Osos: Bearsville and Cloud Mountain Press, 1998).  As a follow up

to my earlier work with women lapidary artists in the Zuni Pueblo, I contributed an article

on turquoise silver jewelry, "Blurred Boundaries: Jewelry as Visual Art and Cultural

Identity," published in the catalogue, Dimensions of Native America Art  (Tallahassee:

Florida State University Museum of Fine Arts,1998).  I contributed a book review of Art

of the Pacific by Anne D'Alleva for the Journal of the Pacific Arts Association, No. 19

and 20, July 1999.  I have an article addressing Jean Charlot's Fijian triptych that is

forthcoming on the Jean Charlot website.

My dissertation discussed Jean Charlot's Fijian frescoes and analyzed them

within both aesthetic and communication systems.  My investigation included on-site

research in Hawai’i, especially at the Jean Charlot Collection at the University of Hawai'i

at Manoa Library, and in Fiji, where I investigated ethnohistoric documents, conducted

interviews, and completed the restoration of the frescoes in June-July 2001.  My work in

Hawai’i and Fiji was funded by a combination of grants from the Jean Charlot

Foundation and Florida State University, as well as by private donors.  While I have

been writing my dissertation, I have also taught Western and non-Western art history at

Florida State University (Tallahassee and London campuses), the Univeristy of Hawai’i-

Manoa (Honolulu), and Woodbury University (Burbank, CA). .

I enjoy working with both historic sites and living artists.  I have always

maintained an interest in women's arts and textiles.  My interest in and knowledge of

textile techniques  allowed me to operate my own batik business while a student in

Hawai’i.  One of my batik wall hangings was exhibited as part of the annual Graduate

Student Art Show at the University of Hawaiii at Manoa Art Gallery.  In Fiji, I organized a

formal tie-dye workshop while working in Rakiraki village, Ra District (July 2001).  I have

conducted on-site field research in Hawaii (hula, body ornament, and textile arts); New

Mexico (women's lapidary arts in the Zuni Pueblo); Indonesia, including the islands of

Bali, Java, and Flores (batik techniques, ikat weaving, and textile dying); New Caledonia
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(Pacific Arts Festival 2000), and Fiji (1999-2001 on-site dissertation research and

restoration project of the Charlot frescoes).
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