The Mocotaugan in
Modern Times
B

Y THE MIDDLE OF THE

1500S,

THE

NORTH AMERICAN

FUR TRADE WAS WELL UNDER WAY.

Around 1850, the United States Western Frontier was just beginning to open; but the
Woodlands fur trade was essentially over. However, the Woodlands Natives were in the
midst of experiencing an even greater shock of acculturation than they had experienced
with the coming of the Iron Age. Even prior to the 1800s, as Daniel Richter notes in Facing
East from Indian Country, “Apart from food and shelter, virtually every aspect of Indian
material life depended on economic ties with Europe.” Especially in the Eastern Woodlands,
the Natives had been dispossessed of their land and forced to accept a new people’s authority, customs and laws. By 1850, the Native population, especially in the Eastern Woodlands,
had decreased significantly, and the quality of their pre-contact way of life had vastly
diminished. In place of the first hundreds of explorers, trappers and traders came wave
after wave of settlers. By 1850, in what had been New France to the North and English
colonies to the south, the estimated Native population was down to perhaps only tens of
thousands, while the non-Natives numbered about twenty-six million and were well settled
as far west as Minnesota.
It was more than sheer numbers of settlers that so profoundly affected the Woodlands
People at this time. The latest Europeans brought with them one of the greatest engines for
change that the world has ever known — the Industrial Age. Machinery replaced muscle;
mass production replaced craftsmanship. For power, there came dams, waterwheels, windmills; coal, and soon, oil. For transportation, there came roads, bridges, canals, and horsedrawn wagons. By the decade of the 1850s steam engines were being used to fell the virgin
forest for lumber, and railroads were pushing ever westward in both Canada and the United
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States. As early as 1859, paddlewheel steamships began navigating rivers deep into the
Canadian Woodlands.
As part of this collapse of the First People’s ancient culture, the mocotaugan was no
longer the man of the Woodlands’ essential tool for survival. Many of the “one thousand
and one indispensable objects” he had once made with his mocotaugan — ax handles,
bowls, snowshoes, and so much more, even dolls — were now available to him, ready-made
and cheap, at the ubiquitous general store.
Still, the ancient single-handed drawknife trait strongly persisted.
Despite the great variety of ready-made specialized cutting tools — such
as jackknives, spoke shaves, chisels and gouges in great variety and
available almost everywhere in the vast Woodlands — native men did

Frank Speck, 1912:
“Two to half a dozen
[crooked knives] are
owned by every
Penobscot man.”

not abandon their mocotaugan. As late as 1912, Frank Speck reported
in his close study of one Eastern Woodlands tribe that had been influenced especially early,
aggressively and continuously by the material culture of Europe, “The crooked knife is of
prime importance. Two to half a dozen are owned by every Penobscot man.”

Assuring the Memory of the Mocotaugan
The first explorers into the Woodlands collected some artifacts of the Native North
Americans, and the earliest trappers, traders, missionaries and adventurers collected some,
too. Mostly, these men traded some European object for an artifact they viewed as decorative, novel, or exotic; sometimes these men received the artifacts as gifts. When these men
returned to their home countries, they often displayed the artifacts simply as souvenirs in specially built curio cabinets. One of the first serious collectors was Thomas Jefferson. He displayed in his home at Monticello many natural and man-made objects that he had instructed Lewis and Clark to gather on their historic journey to the Pacific Ocean in 1804-1806.
Then, about 1850, there began an extraordinary accumulation of Native artifacts, and
their preservation. Collectors by the many hundreds, if not more, swarmed into Native territories to buy up artifacts of all kinds. Thus started the wholesale collection of indigenous
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material objects in every accessible area of North America. The first territory to feel the
brunt was the Eastern Woodlands, because it was closest to the most concentrated numbers
of buyers and sellers living in the new big cities.
The great accumulation continued for decades, reaching a peak in the late eighteenhundreds and ending about 1911, when one collector’s field agent wrote, “good relics are
scarce is put[t]ing it mildly.” As Collecting Native America, edited by Barbara Hail and
Shepherd Krech III, points out, collecting by the biggest and most notable collectors served
“Their passion for collecting artifacts was intense.
One writer described their
collecting method as ‘the
vacuum cleaner approach.’ ”

mixed purposes — “scientific, historical, educational, entertaining,
monumental or commemorative.” One of the grander purposes, for
example, was that of Canada’s David Ross McCord. Moira
McCaffrey, in the Collecting book, wrote that McCord’s goal “was to
build a collection that would stand unrivalled on the continent as a
testimony to the skill and industry of the original Masters of the

Forest and the Prairie.” Somewhat similarly, as Hail reports in the same book, Clara
Endicott Sears sought to express the beauty and spirituality of Indian culture, primarily for
the education of the public. The Reverend Sheldon Jackson, however, collected and sold
artifacts to fund his mission of converting and aiding Indians, and building churches for
them. Ernest Thompson Seton collected artifacts to encourage Boy Scouts’ interest in outdoor life. George Gustave Heye, when working as a young man in Arizona, Collecting contributor Sarah Lee Caldwell reports, one day bought a used deerskin shirt, and at once, he
says, “I wanted a rattle and moccasins. And then the collecting bug seized me and I was
lost.” George Heye ended up collecting an estimated one million or more objects.
Most of the major collectors were wealthy and cultivated. They were self-taught
anthropologists, usually hiring some of the best professionals to gain knowledge and field
agents to further add to their collections, but often visiting Native territories themselves to
both learn and buy more. Their passion for collecting artifacts was intense. One writer
described their collecting method as “the vacuum cleaner approach.” For example, one
observer said that Heye, when he visited reservations, would “be fretful and hard to live
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An Egregious Error?
Lewis Henry Morgan was one of the first collectors to apply some of the
new European science of ethnography to record the native culture of the
North American aborigine. Born in 1818 and living in upstate New York’s
Woodlands, he was a lawyer who became acknowledged as “The Father of
American Anthropology.” He studied Native culture closely and was a strong
advocate of Native rights. The Senecas adopted him and called him
Tayadaowuhkuh or “one lying across,” for his dedication to bridging the gap
between the Indians and the white man.
One of his major contributions was in the area of material culture.
About 1850, with a funding of $375 from the State of New York, he meticulously assembled and annotated more than five hundred objects that reflected practically every aspect of the daily life of the Iroquois. He carefully sorted the objects into categories. Under the category “Tools” he listed sub-categories: tools for cooking, tools for hunting, tools for play, tools for shelter,
tools for war, tools for work, etc.
But nowhere among these many dozens of tools did he list the single
most important tool of all, the tool that was used to make many, probably
most, of the other tools — the mocotaugan.
Some people might conclude that if Morgan didn’t mention it, the
Iroquois didn’t use it. Yet there seems to be substantial evidence that the
Iroquois did use mocotaugans. The location of the tribes in what is now
upper New York State along the Great Lakes gave them ready access to the
metal-bladed knife for almost two hundred years before 1850. Morgan himself wrote of “the minute delicacy and beauty of [Iroquois] carvings,” and
such carvings were almost certainly achieved only with the mocotaugan. In
William Fenton’s well-regarded book The False Faces of the Iroquois, an old
early 20th century photograph shows, as the caption states, “Tom
Harris, Seneca of Onondaga Longhouse Six Nations … smoothing
the inside [of a mask] with a crooked knife.”
The authors here believe, but are willing to stand corrected,
that Morgan did, in fact, make an egregious error.
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with until he’d bought every last dirty dishcloth and discarded shirt.”
Large-scale collectors at first kept their acquisitions in their palatial homes, or in some
other restricted buildings, for private viewing only. Eventually, however, most of the great
collections were donated or sold to one or another of the new public museums of natural
history that were springing up in profusion throughout North America from about 1840 to
1890. At the federal government level were the United States’ Smithsonian Institution,
founded in 1847, and Canada’s predecessor of today’s Canadian Museum of Civilization,
organized about 1870. Then came other public museums, funded by states and provinces,
universities, and communities ranging from major metropolises to small towns. Those five
decades were indeed “The Museum Age,” and all in all, an invaluable material record of
Native American culture has been preserved for posterity.
But, within the vast corpus of these many museum collections, to what degree is the
mocotaugan represented?
A recent survey by this book’s authors of museums with important holdings of Native
American artifacts indicates that the mocotaugan is hardly conspicuous by its presence. For
example, the American Museum of Natural History, with its many thousands of North
American Indian artifacts, lists only twenty-nine such knives. The Peabody Museum at
Harvard has only six. The National Museum of Man in Canada, among its many tens of
thousands of Indian artifacts, lists fifty-four such knives. The Smithsonian, with its many
hundreds of thousands of indigenous North American artifacts, lists one hundred ninetyeight, but visual inspection shows fewer than that can be correctly classified as mocotaugans. Furthermore, of the true mocotaugans, very few — hardly half a dozen — could be
considered to have any merit at all as art. (At the time of the survey, records of the massive
Heye collection, now part of the Smithsonian’s National Museum of the American Indian,
was in transit from New York City to its new site outside Washington, and its records were
unavailable.)
Rightly or wrongly, for better or worse, it is the private collectors of today who are the
principal preservationists of the mocotaugan as an art form. The authors are aware of three
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large private collections that comprise a corpus of some of the best

“Rightly or wrongly, for

known embellished mocotaugans. And even there, the numbers of knives

better or worse, it is the

in their collections range from perhaps as few as twenty to no more than

private collectors of today

one hundred. Surely other great examples remain in private hands, and

who are the principal

new examples will continue to surface, but the pursuit of assembling col-

preservationists of

lections still remains small and clearly in the private domain.

the mocotaugan as an

However, although mocotaugans of all kinds are proportionately

art form.”

poorly represented in public museums, and the embellished knives in
the hands of private collectors are relatively few in number, the knife — as artifact and as
art — still has enough presence to give us confidence that the memory of both forms will
never disappear.

The Knife’s Presence in the New Millennium
Today, in the early years of the 21st century, it is likely that at least a few thousand Natives,
non-Natives and Métis are still using the mocotaugan in their daily lives. This is likely most
true in the northern reaches of the Woodlands, where Natives still depend on hunting and
trapping for their livelihood. While most mocotaugans are likely general-purpose, the use of
the knife perhaps persists most prominently in the making of two artifacts that carry particularly significant historic and aesthetic content — the wood splint basket and the birch
bark canoe.
Eastern Woodlands Natives made their first splint baskets about two hundred and fifty
years ago. Adapting the fabrication introduced by European settlers, and using their steelbladed mocotaugans, Natives initially made strictly utilitarian baskets specifically for sale to
the settlers. Only within the past few generations did the Natives begin to make baskets for
the sake of art and posterity. Today, the demand is far more for the delicately detailed narrow splint and sweet grass baskets than for the workaday baskets made simply and quickly
with wide splints. Richard Silliboy, a Maine Micmac elder, estimates that within the state’s
four tribes today there are now about one hundred and ten artists, of whom ninety or so are
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making baskets. This basket making is part of a broad, organized
tribal economic development effort throughout the Eastern
Woodlands. For example, the tribes of Maine have joined to form
the Indian Basketmakers Alliance. The purpose of the Alliance is
“to help elders introduce the younger generation to the ancient
art of basket making, and to find markets for their work.” The
Alliance is supported by the state’s Arts Commission, Humanities
Council, Office of Tourism and Rural Development Council, and
by the federal Department of Agriculture’s Forestry Program and
National Endowment for the Arts. Similar government-supportAbaznoda Basket.
Late twentieth century 6 3/4" h x 4" dia.
Passamaquoddy. Dyed ash splints and
sweet grass. Artist unknown. Originally
collected in 1987, Trading Post,
Perry, Maine.

ed economic development through basket-making art is taking
place within many Native communities, from the Maritimes on
the east into Quebec and Iroquois country to the north and west.
Throughout the world today, the birch bark canoe stands as

one of the most compelling icons of Native North American culture. And of the dozen or
more distinctive tribal styles of Woodlands birch bark canoes, the Wabanaki is widely
acknowledged to be the finest, in both its handling and its aesthetic. There is a special and
strong symbiosis between this iconic canoe and the modest mocotaugan. The knife was, and
still is, essential to the making of a proper canoe. Both knife and canoe have their origins in
the same period of the Stone Age and the same area of Eastern Siberia. Both were a unique
product of a temperate zone environment containing thick forests and numerous waterways; and both were absolutely essential for survival in that environment. Both were
involved in the Woodlands’ first industry — the wholesale manufacture of fleets of freighter
canoes for the fur trade. Both can be exceptional examples of how a fundamentally utilitarian object can be changed into a remarkable work of art.
Aaron York, an Abanaki full-time canoe builder, estimates that there are perhaps only
twenty to thirty other such builders today throughout Canada and the United States. He
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“There is a special

estimates that the average output is about three or four canoes a

and strong symbiosis

year, that there are only three or four full-time builders, of whom

between the iconic

only a few are Natives, and that among the whole group only three

canoe and the modest

or so can build birch bark canoes of museum quality.

mocotaugan.”

Making an authentic birch bark canoe today is enormously

time-consuming, and thus expensive. A builder needs to spend a week or more in the forest
searching for one birch tree big, straight and healthy enough to yield a bark sheet of the size
and quality needed to build one first-class canoe. In addition, even using some power and
other modern tools along with the traditional ax, mocotaugan and awl, the building of an
authentic and beautifully decorated birch bark canoe is highly labor-intensive. The cost
today of such a canoe can run as high as $1000 per foot. The demand for the canoe at these
prices, as one might expect, is not great, yet the birch bark canoe is an object that
elicits widespread admiration both for itself and for the culture from
which it came.
The modern Woodlands birch bark canoe builder and
splint basket maker have much in common. Both
builder and maker seem to be taking a sacred journey, expressing a deep-rooted need to stay
connected to the land and to
help perpetuate their unique
cultural identity. Both builder
and maker have a profound
intimacy with the natural
world, an “environmental literacy” with which they can read
and understand the secrets of
earths and waters, and a profound

Birch Bark Canoe.
c.1999. Wabanaki style, about 17
feet long, made with winter birch
bark, cedar splints, spruce roots
and gum. Incised design. Artist:
Steve Cayard, Wellington, Maine.
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adherence to the traditional Native principle of “Seven Generations” — adhering to the past
through parents, grandparents and great-grandparents, and contributing to the future
through children, grandchildren and great-grandchildren.

The Mocotaugan as a Tool Today
Different people looking at the state of the mocotaugan today are most likely to reach one
of two decidedly opposite conclusions about its future. One conclusion is that this knife will
become even less used, and less known than it is today. The other conclusion is that this
knife will grow in importance as a distinctive antiquity that can tell us much about an
important Native American culture.
On the darker side, it may be that the interest of the general public in the mocotaugan
at the beginning of the 21st century is marginal. Museum exhibits of Native American artifacts include very few of the knives, even none at all. A small number of books on American
Indian history and art may sometimes mention the knife in passing, even citing it as
“important,” but giving no reason why. A magazine put out by the Fur Trade Museum has
published one or two articles about the knife in the last thirty-five or forty years, but better-known popular magazines show no interest in writing about it. There are a few Internet
web sites on the subject, but the audience there seems to number no more than a few hundred people with a nostalgic interest in the object. In contrast, there are tens of thousands
of enthusiasts collecting the “Art Knife” and being served by numerous clubs, web sites and
magazines. One active “Art Knife” category is “Vintage knives that are historic examples
of the cultures from around the world.” But the historic embellished mocotaugan, though
an obvious example of a vintage and artful knife, is nowhere even mentioned.
Indian art magazines tend to pass over the mocotaugan in favor of more spectacular
(though culturally less important) works of Native art. Professional journals, too, pay little attention to the knife. According to a literature search at Harvard’s Tozzer Library of
Anthropology, the only scholarly articles providing an historic overview of the mocotaugan were those written by Otis Tufts Mason, in “The Man’s Knife Among the North
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American Indians” in United States National Museum Annual Report for 1897, and by
Clark Wissler, in “The Story of the Crooked Knife” in AMNH’s 1923 edition of Natural
History magazine. The only other scholarly work since those two classics were written
was one that discussed the metallurgy of early blades, published in the Journal Canadien
d’Archaeologie in 1986.
On the far more positive side, the Native American culture is experiencing a remarkable renaissance. The population of Native Americans in both the
United States and Canada is much larger than it has been for a century
or more. That population is becoming more assertive, more confident.

“The Native American
culture is experiencing a
remarkable renaissance.”

One of their most important priorities is to reinvigorate their ancient
traditions, and one way they are seeking to achieve that priority is to restore the values and
skills of traditional craftsmanship.
At the same time that the First People are taking charge of their lives, the governments
of both Canada and the United States are greatly expanding their efforts to assure the success of this renaissance. Just one symbol of that government support is the creation of the
Smithsonian’s massive new National Museum of the American Indian. Both governments —
and states and provinces as well — are providing direct, proactive support for the furtherance of Native arts and crafts.
With Native crafts activity of this scope, and despite the continuous change in tool
technology, it is likely that the mocotaugan as a working tool will for the foreseeable
future play at least some small role in contributing to the survival of the indigenous
Woodlands culture.
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Embellished Mocotaugans
of Modern Times
These three knives carved in the mid-20th or early 21st century show all
the characteristics of the typical high quality embellished mocotaugans of
earlier times.
Of the two known carvers, one is a Native; the other a non-Native. Both
these men live close to the land: the Native moved from Vermont to the
denser Woodlands north of Quebec; the non-Native lives in an eco-village of his own making in Nova Scotia. Both carve their knife handles
fully in the traditional form and spirit of Woodlands small-scale sculpture. At the same time, both readily take advantage of new technology:
The non-Native uses an electric motor to shape the blade and a propane
torch to temper it; the Native uses an electric wood burner to enhance
his images.
There are other men (and perhaps some women) who today keep alive
the traditions of embellishing the distinctive Woodlands knife in a distinctive fashion. May their numbers increase.
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Aaron York, an Abanaki, carves in the finest
traditions of Native Woodlands culture.
Interpreting his tribe’s sacred symbol of the sturgeon, which represents strength and renewal, he

Mocotaugan by Aaron York, 2003
Maple, brass wire and ferrule, hand forged steel
1/2" blade, overall 10 3/4" long
In the form of a fully carved Eastern Sturgeon,
wood-burnt decoration
Canada, 2003. Private Collection

has captured the powerful spirit of his people’s
manitou. His hand-forged blade, brass ferrule
and small brass beadwork show a superb craftsman’s attention to materials, details, and finishing. This is an exceptional example of a mocotaugan, comparable to the early great ones.
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David Cameron sought a vision for this knife and
came to see a horse for his creation. The horse has
long symbolized power and freedom of movement
to the Indian people. The carving’s upright composition, bulbous form and smooth surface emphasize
the horse’s basic character. Cameron’s selection of
materials, and the repeatedly tempered blade, have
created a durable tool, and his creativity has
imparted it with meaning. By all measures, a fine
mocotaugan.
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Mocotaugan by David Cameron, 2003
Maple, brass wire, glass beads,
hand-forged steel blade, 9/16" wide,
overall 9" long. In the form of a fully
carved horse’s head and upper torso
Canada, 2003. Private Collection

Artist unknown. From early in the Woodlands Iron Age to
the present, the hand has been a favorite subject matter for
the mocotaugan carver. What makes this knife exceptional
is its use of various materials, namely pewter, bone, and
Bakelite, to create a classic yet updated form.
The knife is perfectly balanced and has a blade excep-

Mocotaugan—Mid-20th century
Artist unknown
Rosewood, pewter, bone, Bakelite(?),
hand-forged stainless steel 5/8" wide
blade, overall, 8 3/4".
In the form of a fully carved,
partially closed hand
Lunenburg, Nova Scotia
Private Collection

tionally well forged and tempered. This knife is a user’s
dream and a viewer’s pleasure.
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A F T E RW O R D
by Ned Jalbert
I love the art of the mocotaugan. But I do not fool myself into elevating it to the status of great culture. It is not Michelangelo’s “David.”
The knife with its rich history and embellished handle is, at the end of the day, only a decorated
everyday tool. It is finally a small-scale example of woodcarving in the traditions of Native and
European folk art.
The mocotaugan is still “almost unknown,” but it is important.
It is with little question “one of the most distinctive antiquities of ‘the Man of the North.’” It
stands as a perfect example of how the physical environment affects a people’s lifeways. It stands as
one of the clearest symbols of the dramatic process of Old World - New World cultural interchange,
both of technology and of art.
Preparing the book has been a journey of discovery. I have gained new knowledge about the knife
and have been able to integrate it with all the bits and pieces of my previous level of understanding. I
felt compelled to flesh out and articulate some half-formed thoughts I had about the appreciation of
the aesthetics of the embellished knife.
I have also gained a memorable experience in bookmaking. I had no idea that publishing a book
of this kind required so much time and commitment, so much dependence on the work and talents of
others. I also learned that new information, emerging theories and unanswerable questions will
always leave the writer feeling that a book can never be complete.
This is a manuscript written as best we could. As far as we know, this essay is the first of its kind
in reviewing in some depth both the art and the context of the mocotaugan. Yet I know the essay is
only another stage in a long continuum. We are thankful to writers, such as Mason, Wissler, Speck,
and Hanson who addressed our subject in some depth before us; and we are hopeful that we in turn
have contributed to a better book by writers who will come after.
We trust that the essay makes some contribution beyond organizing historic facts and illustrating
the art form of the mocotaugan. In our view, for example, there is merit in presenting the pictorial
evidence of the evolution of the mocotaugan from the Stone Age to the 20th century, and merit in the
method for classifying the various forms of embellishment. There is merit, too, we believe, in presenting the proposal to use the one word, mocotaugan, to describe the Woodlands Native’s indigenous
drawknife. We don’t believe it will ever happen on a wide scale, custom being what it is, but perhaps
there will be some kind of discussion among collectors and curators that will lead to their use of a
common name for this uncommon artifact.
In all, the making of this book has been at times overwhelming but always exhilarating. Now I am
relieved that the book is finished. It is time to move on; to begin reflecting on how we could have
done better.
... And on a More Personal Note:
One of the more important outcomes of this book is the experience of having worked side by side
with my father. I have loved the precious time we spent together; the remarkable connection we
shared. I have gained a profound new respect for his intelligence, insight and sensitivity; his skills in
research and writing.
Few sons have been favored with a dad like mine.
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L I S T O F P O RT F O L I O P L AT E S W I T H A N N O TAT I O N S

1. Mocotaugan
Circa: 1820 — 1850
Maple, leather, 5/16" wide steel blade, shellac,
glass, red, blue, and black trade cloth, 9 5/8"
overall length
Fully carved beaver and “house” (possibly to
represent a trading post)
Western Great Lakes Area(?)
Private collection

6. Mocotaugan
Circa: 1850
Close up of scroll on rear of handle
Maple, lead ferrule, reworked curved 1/2" wide
iron blade, paper inserts, glass, 10 1/4" overall length
Chip-carved decoration
Penobscot
Collected in Nova Scotia
Private Collection

2. Mocotaugan
Circa: 1850 — 1870
Maple, sinew, reworked 3/8" wide iron blade,
shellac, paint, 7 1/4" overall length
Fully carved reptile (alligator?)
Possibly Southeastern United States
Private collection

7. Mocotaugan
Circa: 1840
Cherry burl wood, leather, 3/8" wide iron blade,
7 3/4" overall length
Fully dimensional chip carving
Maritimes
Collected in Upstate New York
Private Collection

3. Mocotaugan
Circa: 1850 — 1870
Maple, copper wire, and lead ferrule, reworked
7/16" wide steel blade, paint, 10 1/2"overall length
Abstract fully carved owl
Eastern Woodlands Tribe(?)
Private Collection
4. Mocotaugan
Circa: 1830 — 1850
Maple, brass wire, reworked 5/8" wide steel
trade blade, 9 3/4" overall length
Fully carved dog
Micmac/Maliseet
Collected in Ontario, Canada
Private Collection
5. Mocotaugan
Circa: 1840 — 1860
Pine, leather wrapping, reworked curved 1/2"
wide steel blade, brass tacks, 7 3/4" overall length
Fully carved beaver, with chip-carved decoration
Eastern Great Lakes Tribe(?)
Collected in New York, NY
Private Collection

8. Mocotaugan
Circa: 1820 — 1840
Maple, hemp string, pewter ferrule, reworked
3/8" wide steel blade, 7 1/2" overall length
Profusely decorated chip carving with European
symbolism
Menominee
Collected in New York
Private collection
9. Mocotaugan
Circa: 1860 — 1875
Mahogany? hemp string, reworked steel 1/2"
wide blade, 9 1/2" overall length
Suits from cards, Mocotaugan and name
“Malloy” carved in bas-relief
Penobscot/Passamaquoddy
Collected in Connecticut
Private Collection
10. Mocotaugan
Circa: 1830 — 1845
Maple, brass wire, imported curved-tip
Mocotaugan 7/16" wide blade, “Wostenholm &
Son,” “IXC” “...on works” 9 1/4" overall length
Stacked hearts, top carved with card suits in
bas-relief, chip carving, cross hatch decoration
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Collected in Ontario, Canada
Private Collection
11. Mocotaugan
Circa: 1850 — 1870
Maple, brass wire, reworked 1/2" wide curved
file blade, 10 1/2" overall length
Stacked heart design with plain smooth handle
Penobscot
Collected in Old Town, Maine
Private collection
Exhibited: Worcester Art Museum “Native
Heritage” 1999; Worcester, MA
Private Collection
12. Mocotaugan
Circa: 1830 — 1850
Maple, polychrome paint, steel wire, lead
ferrule, iron nails, reworked 3/8" wide steel
blade, 8 1/4" overall length
Polychrome incised carved heart design, with
scored decoration
Eastern Woodlands Tribe
Collected in Santa Fe, NM
Private collection
13. Mocotaugan
Circa: 1860 — 1870
Tiger maple, paper (advertising ephemera),
glass, copper wire, 5/16" wide steel blade,
9"overall length
Non-Native
Collected in Maine
Private Collection
14. Mocotaugan
Circa: 1867
Maple, steel wire, reworked 3/8" wide steel
blade, 9 5/8" overall length
Dated “1867” with “shamrock” decoration,
Initial “AJ,” carved fish on rear
Non-Native
Collected in Halifax, Nova Scotia
Private Collection
15. Mocotaugan
Circa: 1840 — 1850
Maple, linen string, 3/8" wide steel trade blade,
11" overall length
Carved initials “GKC”(?) with carved “vine in
vase” motif and logger’s tools
Micmac/Maliseet? Non-Native?
Collected in Nova Scotia
Private Collection
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16. Mocotaugan
Close up of rear of handle (Plate #15)
Showing detail of logger’s tools, vine in vase,
and heart decoration
17. Mocotaugan
Circa: 1840 — 1850
Maple, photographic tin type, paint, copper
wire, reworked 9/16" wide steel trade blade,
12" overall length
Non-Native
Collected in Maine
Private Collection
18. Mocotaugan
Circa: 1840 — 1860
Maple, steel strapping wire, reworked 3/4"
wide steel blade, shellac on surface, 11 5/8"
overall length
Fully formed woman with stacked heart design
on reverse side
Algonquin — possibly Delaware/Leni-Lenape
Collected in Mid-Atlantic States
Private Collection
19. Mocotaugan
Close up of rear of handle (Plate #18)
Showing face and torso of woman with chipcarved edge detail
20. Mocotaugan
Circa: 1850 — 1870
Maple burl, steel wire, reworked 1/2" wide
steel file blade, 9 1/2" overall length
Fully carved hand holding a heart, fully carved
“ball in box”
Penobscot
Collected in Maine
Private collection
21. Mocotaugan
Circa: 1850 — 1870
Maple, polychrome paint, copper ferrule,
reworked 1/2" wide steel shaving blade, steel
nails, 9" overall length
Fully carved sailor(?), steamship or train
conductor(?)
Micmac/Maliseet
Collected in Lunenburg County, Nova Scotia
Private collection
22. Mocotaugan
Circa: 1820 — 1840
Maple, paint, iron wire, reworked 1/2" wide

steel file blade with curved tip, 8 3/4"
overall length
Fully carved man with arms and hands in relief
Iroquois (?)
Collected in Washington, DC
Private collection
23. Mocotaugan
Circa: 1870 — 1880
Oak, leather wrapping, reworked 1/2" wide
steel file blade, remains of green paint. Bears
museum markings, “A7482”
Fully carved extended hand
Penobscot
Collected in Santa Fe, NM
Private collection
24. Mocotaugan
Circa: 1860 — 1870
Maple, polychrome stain, paint, mirror, lead,
converted 1/2" wide steel trade blade, 11 3/4"
overall length
Profusely colored, chip-carved and engraved
with mirror insert and lead inlays
Penobscot/Passamaquoddy (Non-Native?)
Collected in Pennsylvania
Private Collection
25. Mocotaugan
Circa: 1880
Walnut burl, pewter ferrule and inlays, reworked
imported 3/8" wide steel Mocotaugan blade,
8 3/4" overall length
Abstract sculptural representation of a bird
with engraved star and crosshatch pattern
Eastern Sioux or Great Lakes?
Private Collection
26. Mocotaugan
Close up of front of handle showing German
silver decoration
Circa: 1840 — 1850
Bird’s eye maple, rocker engraved German silver,
steel wire, iron nails, reworked 1/2" wide iron
blade, 8 1/2" overall length
Iroquois?
Collected in Santa Fe, NM
Private Collection
27. Mocotaugan
Circa: 1860 — 1870
Close up of rear of handle (Plate #28)
Showing fully formed rum barrel with chipcarved decoration

28. Mocotaugan
Circa: 1860 — 1870
Maple, polychrome paint, copper wire,
reworked 1/2" wide steel blade, 8 1/4"
overall length
Fully carved rum barrel, engraved steam sailing
vessel with bear in canoe in bas-relief, chipcarved decoration
Micmac /Maliseet
Collected in Chicago, Illinois
Private Collection
29. Mocotaugan
Circa: 1860 — 1870
Close-up of front of handle (Plate #28)
Showing engraving of fully rigged steam sailboat
30. Mocotaugan
Circa: 1920 — 1940
Ash, steel wire, reworked 3/8" wide steel
blade, 9 1/2" overall length
Engraved with cod, stars, moose, “shamrock”
hearts and initialed “TI”
Penobscot
Collected in Old Town, Maine
Private Collection
31. Mocotaugan
Circa: 1830 — 1845
Maple, pewter ferrule and inlays, converted
3/8" wide steel knife blade, 10 1/8"
overall length
Etched with pine tree design and carved
stacked devices, initials “GWB”
Micmac
Collected in Cumberland County,
Nova Scotia, Canada
Exhibited: Worcester Art Museum “Native
Heritage” 1999, Worcester, MA
Exhibited: “Spirit of Nova Scotia, Traditional
Decorative Folk Art 1780-1930”;
Halifax, Nova Scotia, 1985
Published Spirit of Nova Scotia, Traditional
Decorative Folk Art 1780-1930; 1985
Private Collection
32. Mocotaugan
Circa: 1860 — 1875
Maple, steel wire, shellac, steel nails, reworked
5/16" wide steel blade, 9 1/4" overall length
Etched design of a bird in branches with flying
insect; chip-carved decoration
Micmac
Collected in Lunenburg, Nova Scotia
Private Collection
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33. Mocotaugans
Left:
Maple, brass wire, steel nails, converted curved
3/8" wide steel knife blade, 11 3/4"
overall length
Carved and steamed from one piece of wood
in a continuous spiral
Micmac
Collected in Massachusetts
Private Collection
Right:
Circa: 1880
Maple (?) burl, steel wire, reworked 1/2" wide
steel/iron strap blade, 10" overall length
Thick, concentrically carved spirals
Tribe unknown
Collected in New York, NY
Private Collection
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34. Mocotaugan
Circa: 1870 — 1880
Maple, stain, copper wire, converted 7/16"
wide steel file blade, 10 1/2" overall length
“Fiddle handle” style with chip carving with
hearts in punctuated design
Penobscot?
Collected in New York
Private Collection
35. Mocotaugan
Circa: 1870 — 1880
Maple, brass wire, converted 1/2" wide steel
knife blade, 9 1/2" overall length
Split “Y” or branching design
Tribe unknown
Collected in Massachusetts
Private Collection
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