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1.0 INTRODUCTION

This course,ECE 311: Introductionto Cultural and Creatve Arts is a two-credit
coursefor GraduateProgramme in Art. The coursewill consistof fifteen (15)
units of three(3) modules.Module 1 congstsof four (4) units, Module 2 corsists
of five (5) unitsand Module 3 consistsof six (6) units. The material has been
developed to suite graduate studerts in art at the National Open University of
Nigeria(NOUN). It focusesn thekey areasof culturalandcreatve arts.

The courseis desgned to cater for diverse acadenic and creatve interest of
students and prepare them for various professionaland administrative job
opportunities. After a succesdll completion of the course,the learnerwould,
definitely be equippedwith a thoraugh knowledge of the arts. Such knowledge
will enablethe learner,on graduatng, to seve his or her countryand humanity in
generalas a practitionerand teacherof art in the public savices and private
sectors.

The purposeof this courseguideis to tell you, in brief, what the courseentails,
what coursemateials you will be utilizing and how you can work your way
through thesematerials. It proffers some generalinstructionson the duration of
time you areexpectedo expendon eachunit of the courseo enableyou condude
it without any problem.  Additionally, it provides you with the necesary
assistancen your tutor-marked assgnments. The sepaate assgnment file which
will be presentedn due coursecontainsdetailed information on tutor-marked
assgnments.

20 WHAT YOU WILL LEA RN IN THIS COURSE

In this course, you will be introducedto culture andthe creatve artsin general,
andthe involvement of Nigeriain both areas. As you embak on the course,you
will learn aboutsome importantaspectsof culture, and the study, practiceand
teachingof the credte artsin generalandNigeriain particular.

3.0 COURSEAIMS

Thecourseaims at giving youanunderstading of the culturesand cusbms in the
Nigerian societyandthe studyand pracice of creatve artsandtheir teaching in



schools,in additionto giving you an insight into their role and interactionswith
the Society.

40 COURSEOBJECTIVES

The courseis desgned to acquaintyou with a propergrasp of culture and the
creatve arts. It brings forth, in perspeadwve, the Nigerian angle. The course,
therefore highlights key aspectandtopicsessential in the studyf culture andthe
creatie arts. The desiredgoal is to producegraduatesf art (culturalandcreatve)
equippedwith the rght tools of the profession.

In orderto acammplish the objectveslisted above, the coursesetsoverall goals.
Additionally eachunit also hasdefinite objedives. At the beginning of eachunit;
you will find the objectves of that unit which you must read before you stat
working through the unit. You may needto referto themduring your studyof the
unit to confirm that you understod what you have readand to check if you are
making adeguate progress. You should always take a secondlook at the unit
objectves after completing eachone. By so doing, you can ascertainthat you
have acheved what is required of you by the unit. Below are the overall
objectves of the course. By acmmplishing theseobjectives,you should have
achieved the overall aims of the course. On successfulcompletion of the course,
you shouldbe ableto:

0] Define the term fic u | t lucidlg i your own words, identify concepts
associatedvith culture,describeghe charactesticsof culture,as wellas,its
variouscatkegories

(i)  Know the ethnic nomenclaturesin Nigeria; discuss the historical
baclground and the ecoromic, social, political and religious life of the
peoplein same major culturesin Nigeria.

(i)  Explainthe roleof language in culturaformation andtransnission.

(IV) Discussthe concepts ofamily and marriage, differentiatebetween théwo,
anddescribe thalifferent typesof families that existandthe statusandrole
of eachactorin the family tree.

(v)  Define art (creatve), distinguish between the vanous branchesof art,
enumerde and discussthe elements and principles of art, understandoasic
knowledge of the processes,tools and materialsusedin the fine and
appliedarts

(vi)  Discusgthe major functionsof art in the sociwy.
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(vii)  Understandthe nature, types and function of the performing arts (with
emphass on drama music and dance)asthey existin the world geneally
andin Nigeria in particular.

(viii) Define and Discussart educationand its types in Nigeria, give a brief
historical background of art educaton in Nigeria, explainthe importance
and role of art in general educaiton, acquire same useful tips for the
effective teaching of art in school,aswell asidentify and understandhe
variousartisticdevelopmental stagesn children.

(ix) Have a sound knowledge of whatart history meansand entails,discusshe
evolution of Nigerianart (from the traditionalto modern),and discussthe
nature of Nigerian traditional and conemporary arts, in addition to
knowing the pioneersindsome exponent®f theseart traditionsin Nigeria.

(xX)  Know what craft is, identify some typespracticedlocally andthe cultures
or placesrenownedor or associatewith the practiceof thesehandicrafts.

(xi)  Give a general definition of architectureand its different typesand thar
functionin Nigeria.

50 WORKING THROUGH THE COURSE

To complete this course,you are required to read the study units, read set
textbaoks and read other materialsprovided by the National OpenUniversity of
Nigeria(NOUN).

You will alsoneedto visit art workshopsand studiosto get first- handknowledge

of how artists in the variousareas of the visual arts engage in art making. Also,

you would needto make useof librariesin tertiary institutionsthat offer art

courses,attend workshops, seminars and conferenceson art, participatein art

exhibitions and competitions (if possible),and more importanty, practiceart at
every availabletime. You shouldalsoattendlive musicalanddanceperfamances
when available and watch same in electranic media if live perfamancesare
unavailable.

Eachunit conssts of sel-assessent exercigs, and at specific points during the
course you will be expectedo tenderyour assignments. Therewill alsobe afinal

examination at the end of the course. You will requireapproxmately seventeen
(17) weeks to @mpletethis course. The componentsof thecourseare erumerated
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below,in additionto whatyou must do, andhow you shouldmanage andallocate
your time to eachunit so as to ensurethat you complete the coursesuccessiily
andon schedule.

6.0COURSEMATERIA LS

Major components of the coursare:

CourseGuide

Study Units

Textbaks

TMA Assgnmentfile and
Presentatioischedule.

> D Do o D

\l

.0 STUDY UNITS

Thestudyunitsin thiscourseareas follows:

MODULE 1: CULTURE: A WAY OF LIFE
Unit 1: Introdwction to Culture

Unit 2: The Culturesof the Ngerian People.
Unit 3: Languageas arool for Culture

Unit4: TheFamily as aCulturalUnit

MODULE 2: ART AS AN ASPECT OF CULTURE

Unit 1: Introductionto Creaive Arts

Unit 2: Introdiction to FineArt

Unit 3: Introduction to Applied Arts
Unit4: Introduction to Desgn

Unit5: Introduction to the Perfaming Arts
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MODULE 3: ART IN NI GERIA

Unit 1: Art History

Unit 2: Art Educationin Nigeria
Unit 3: LocalCraftsin Nigeria
Unit 4: NigerianArchitedure
Unit 5 Child carein Nigeria
Unit 6 African Arts

8.0 ASSGNMENT FILE

In this course,you will find all the detailsof the work you must suomit to your
tutor for marking. The marks you obtainfor theseassgnmentswill counttowards
the final mark you obtainfor this course. Furtherinformat on on assgnmentswill
be foundin the assgnmentfile itself andlater in the sectionon assesmentin this
courseguide. Thereare 13 tutor marked assgnmerts in this course;the student
shouldattempt all them.

9.0 PRESENTATION SCHEDULE

The presentationschedule included in your course materials gives you the
important datesfor this year for the completion of tutor marked assgnmerns
(TMAS) and attendng tutorials. Remember, you are requiredto submit all your
assgnmentsby the duedate. You should guardagainst falling behind in your
work.

10.0 ASSESSMENTS

There are two aspectsto the assesment of the course:the first are the tutor-
marked assgnments; and secondis a written examination. In tackling the
assgnments, you are expectedto apply information, knowledge and techniques
gatheredduring the course. The assgnments must be suomitted to your tutor for
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formal assesment in accordancewith the deadlinesstatedin the Presenation
Scheduleandthe Assignmentrile. Thework you suomit to your tutor will count
for 30 percenbf yourtotal coursemark.

At the end of the course,you will needto sit for a final written examination of
0 t hhr ewedusation. This examination will also countfor 70 percentof your
total coursemark.

110 TUTOR-MARKED ASS GNMENTS (TMAS)

Thereare fifteen tutor-marked assgnmentsin this courseand you are advisedto
attampt all. Asidefrom the coursematerial provided, you are advisedto readand
researchwidely using other referenceswhich will give you a broaderviewpoint
and may provide a deeperunderstandng of the subject. Ensure all completed
assgnmentsare submitted on schedule befare setdeadlines. If for any reasons,
you canrot complete your work on time, cortact your tutor beforethe assgnment
Is due to discussthe possbility of an extension which may be grantedonly in
exceptionatasesafterthe duedate.

120 FINAL EXAMINATION AND GRADING

Thefinal examination for this course will be of threeh o u dusafion and have a
value of 50% of the total coursegrade. All areasof the coursewill be assesxl
and theexamination will consistof questionswhich reflect the type of self-
testirg, practiceexercisesand tutor-marked problems you have previously come
across.All areaf the coursavill beassessed.

Utilize the time betweenthe conclusionof the last study unit andtime scheduled
for the examinationto revise the entirecours. You may find it usefulto review

your selftests, tutor-marked assgnments and commentson them before the

examination.

Thework you submit will countfor 50% of your total coursemark. At the endof
the course,you will be requiredto take a final examination, which will alsocount
for 50% of your total mark. The table below showsa bre&down of the actual
coursemarking.



Table 1: Course Marking Scheme

ASSESSMENT

MARKS

Assgnment 27TMAs

6 assgnments, best5 will be usedfor
C.A=10x5=50%

FinalExamination

50%o0f overall coursemarks

Total

100% of course marks

14 Study Plan

This table brings togetherthe units andthe number of weeks you shouldtake to
completethem andthe assgnment thatfollow them.

Unit Title of study Unit Weeks | Assesment (end of
activity unit)

CourseGuide 1 CourseGuideform

Modulel: Culture: A Way ofLife

1 Introdiction to Culture 1 Assgnment

2 TheCulturesof the Ngerian People. 2 Assgnment

3 Language as d ool for Culture 3 Assgnment

4 TheFamily as aCulturalUnit 4 TMA1to be sbhmitted

Module2: Art as anAspectof Culture

1 Introdwction to Creatve Arts 5 Assgnment
2 Introdiction to FineArt 6 Assgnment
3 Introdiction to Applied Arts 7 Assgnment
4 Introduction to Desgn 8 Assgnment
5 Introdwction to the Perfoming Arts 9 TMA 2 to be sulmitted

Module3: Art in Nigeria

1 Art History

10 | Assgnment

2 Art Educationin Nigeria

11 Assgnment

3 Local Craftan Nigeria

12 Assgnment




4 NigerianArchitedure 13 | TMA to be sbmitted
5 Child carein Nigeria 14 | Assgnment
6 Arts in Nigeria 15 Assgnment
Revision 14
Examination 15
Total 16

130 HOW TO GET THE MOST FROM THIS COURSE

In distancelearnng, the study units arespecially developed and desgned to
replacethe university lecturer. Hence,you can work through thesematerialsat
your own pace,andat a time andplace that suits you best. Visualizeit asreadng
thelectureinsteadisteningto alecturer.

Eachof the studyunitsfollows acommon format. Thefirst itemis anintroduction
to the subjectmatterof the unit, and how a particularunit is integratedwith the
otherunits andthe courseasa whole. Nextis a setof learnng objecives. These
objectves let you know what you shoud be able to do by the time you hawe
completed the unit. You shouldusetheseobjectivesto guide your study. When
you have finished the unit, you must go back and check whether you have
achieved the objectves. If you make a habit of doing this, you will significantly
improve your chance®f passing the course.

The main body of the unit guidesyou through the requiredreading from other
sources. This will usually be either from your set bodks or from a Reading
Section

Activitiesareinterspersedhroughoutthe units. Working through thesetests will
helpyouto achieve the objecivesof the unitsandprepareyou for the asignments
andthe examinations. You shoulddo eachactivity asyou come to it in the study
unit.

Thefollowing is a practicalstraegy for working through the course. If you run
into any trouble, telephoneyour facilitator or postthe questionson the Web CT
OLE 0 discussiorboard. Rememberthat yourf a c i | joli istd loelp gos.
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Whenyou needhelp,d o nhésitateto call and askyour tutor to provide it. In
summary,

A Readthis courseguide.

A Organizea study schelule. Referto the courseoverview for more details.
Notethe time you are expected tspendon each unit andhow the assgnmerts
relateto the unit. Importantinformation e.g. details of your tutorials,andthe
dateof thefirst day of the semesteris available from the Web CT OLE. You
needto gathertogetherall thisinformationin oneplace,suchas yourdiary or a
wall calendar. Whatever methodyou chooseto use,you shoulddecideon and
write in your own datesfor working on eaclunit.

A Onceyou have createdyour own study schedule, do everything you can to
stickto it. The major reasornthat students fails thattheyget behindwith their
coursewok. If you get into diffi culties with your schedile, pleaselet your
facilitator know beforeit is too latefor help.

A Turnto unit1 andreadthe introductiorandthe objectivesfor the unit.

A Asmble the study materials. Information about what you needfor a unit is
given in the vervi e atdhe beginning of eachunit. You will alwaysneed
boththe studyunit you are waking on andone of your set bodés, on yourdesk
atthe sane time.

A Work through the unit. The contentof the unit itself has beenarrarged to
provide a sequencdor you to follow. As you work through this unit, you will
be instructedto read sectionsfrom your setbodks or other articles. Usethe
unit to guide your readng.

A Keep an eye on the Web CT OLE. Up-to-date courseinformation will be
continwuslypostedthere.

A Well beforethe relevant due dates(about4 weeks beforethe dates)acaessthe
Asdggnment file on the Web CT OLE and download your next required
assgnment. Keepin mind that you will learn a lot by doing the assignments
carefully. They have beendesgned to help you meet the objecives of the
course and, therefore,will help you pass the examinaton.  Submit al
assgnmentsnot laterthanthe duedates.
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A Review the objectves for each study unit confirm that you have acheved
them. If youfeel unsureabaut any of the objectives,review the study material
or consultyour tutor.

A Whenyou are confidentthat you have achieved a u n i dbjéc$ves, you can
thenstarton the next unit. Proceedunit by unit through the courseandtry to
paceyour studyso thatyou keepyourselfon schedule.

A Whenyou have submitted an asgyjnment toyour tutor for marking, do notwait
for its return before startingon the next unit. Keepto your schedule. When
the assgnment is retumed, pay particular attentionto your f aci | i t at or €
comments. Consultyour tutor assoonas possible iffou have any questionor
problems.

A After completing the last unit, review the course and prepareyourselffor the
final examination Checkthat you have achiesed the unit objecives andthe
courseobjectves.

140 TUTORS AND TUTORIALS

Thereare 13 hoursof tutorids provided in support of this course. You will be
notified of the datestimesandlocaion of thesetutorials,togetherwith the names
andphonenumber of yourtutor, as soomasyou are allocate@ tutorial group.

Your tutor will mark and comment on your assgnments,keep a closewatch on
your progressandon any difficulties you might encounteras they would provide
assistanceto you during the course. You must mail your tutor-marked
assgnmentsto your tutor well beforethe due date(at leasttwo working daysare
required). They will be marked by your tutor and returnedto you as soon as
possible. Do not hesitateto contactyour tutor by telephoneg-mail, or discusson
boardif you needhelp. The following might be circumstancesn which you
wouldfind helpnecessarywhen

A you do notunderstan@ny partof thestudyunits or the assinedreadngs.

A youhave difficulty with the selftestsor exercises.

A you have a questionor problem with an assgnmentwi t h your tut
comment on anassgnmentor with thegrading of an asginment.
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You shouldtry your possiblebestto attendthe tutorials. Thisis the onlychanceo
have face-to-face contactwith your tutor andto ask questonswhich arearswered
instantly. You canraiseany problemencouneredin the courseof your study. To
gain the maximum benefitfrom coursetutorials, preparea queston list before
attendng them. You will learnalot from participationsn discussions.

150 SUMMARY

ECE311: Introdwction to Cultural and Creatve Arts exposeghe graduatestudent
to the cultureand arts of the Nigerian Society. Upon completing the course,you

will be equippedwith the knowledge requiredto be an efficient and effecive art

practitioner,teacheror educator. You will be able to know more about the

culturesand peopleof Nigeria, theretheir cultural practices, aswell as ansver

guestionsuchas:

0] Whatcultureor art are antiowto appraisehent
(i)  How bestto practiceandteachartin Nigeria;
(i)  How bestto contributeto the fieldof studywithin the society.
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MODULE 1: CULTURE: A WAY OF LIFE

Unit 1: Introduction to Culture

Unit 2: The Culturesof the Ngerian People.
Unit 3: Languageas arool for Culture
Unit4: TheFamily as aCultural Unit

UNIT 1: INTRODUCTION TO CULTURE

Table of Contents

1.0 Introdution
2.0 Objectives
3.0 Main Content

3.1  Whatis Culture?

3.2 TheCharacteristicef Culture
3.2.1 Cultureis Symbolic
3.2.2 Cultureis Learned
3.2.3 Cultureis Shared
3.2.4 Cultureis Adaptve

3.3 Catgoriesof Culture
3.3.1 MaterialCulture
3.3.2 Social Culture
3.3.3 Ideobgical Culture
3.3.4 Art as aFormof Culture

4.0 Conclusion

50 Summary

6.0 Tutor Marked Assgnment

7.0 ReferenceandFurtherReadimgs

1.0 INTRODUCTION

Cultureis a term thatis quite commonly usel. In fact it is amostimpossible
to live in an African settng without an idea of what cultureis. You must have
heardit beingusedat some point to referto same kind of clothes and dressing,
songor danceor govemment ministry. In this unit we will examine the definition
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of thetermculture andwhatit realy meansas a foundationfor the undersanding
of the resbf thecourse.

20 OBJECTIVES
At the endof thisunit, youshouldbeableto:
A Defineculturein yourownwords;
A Identify conceptsassociatd with culture;
A Describethe characteristiasf culture;
A Describethe variouscategories of culture;

3.0 MAIN CONTENT
31 WHATIS CULTURE?

If we are going to look seriouslyat culture, we had bestcommence with some
definitionsof theword. Thetermculture actually came into useduring the Middle
Ages. It is detived from the Latin word ficu | t uwhiehomeansfiillageo for
cultivation, asin the practice of nurturing domesticaéd plantsin gardens.Thus,
theword originally referredt o0 p erolgir cenrdling nature.

British anthropobgist, EdwardB. Tylor gave oneof the first complete definitions
of culturein his book titled: Primitive Culture (publishedin 1871). Accordng to
his definition, culture includes socially acquired knowledge, belids, art, law,
morals,cusbms andhabits(Microsoft Encarg, 2009).

The Oxford Advanced Le a r n EngliShsDictionary defines culture as fithe
customsandbeliefs,art, way of life andsocialorganizationof a particularcountry
or group [of people].0 On his own part, Bodley (2008) definesculture as fithe
patternsof behavior andthinking that people living in sacial groupslearn,create,
and shareo As he rightly noted, culture is what distinguishesone human group
from the other.

| would like you to take note of the difference betweenculture and society.
Keesing (1975) states that Culture refersto the idea, meanng and knowledge
(consciousand unconscious)that people share; while society consist of the
groupings andarrargements of people.

Fromthe above definitionswe candeducethat the culture of a peopleincludesall
of the following: Their bdiefs, how they behave, the language they spek, the
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rituals theyobseve, the type of art and technology they possesstheir mode of
dressng, how they produceandcooktheir food, the religion they practice,andthe
political andeconanic sysemstheyoperate.

Sociologists have shownthatin nature,the survival of any speciesdependsn its
ability to adjustsuaessfullyto the challengesof the environmentand competition
from other organisms of the sane or different species.In doing so, same
organisms developed some biological featules of adatation, while othersdealt
with thesechallenges by forming alliance with other organisms of the same or
otherspeciesin thesealliances,eachmember of the group learnsto co-existand
collaborate with other members of the group. This is refered to as Social
Behaviour.

Humans are called social anmals becausehey live in societies. Human beings
are not the only speciesthat live in sccieties;, some species of anmals do also.
Some examples aretermite andbeecolonies,fish schools catle herds,wolf padks
and flack of birds. However, only the human society evolved culture, which
differs from the less complicated, innate types of thinking and behaviour that
governthe livesof many anmals. It is pertinent for you to note that while other
animals canlive in societieonly humanbeings hae cultures.Why is this so?The
answeris thatthe development of cultureis inseparablytinked with the evolution
of the human speciegor Homosapiensas humanare alsaeferredto).

Scientists inform us that the ability of peope to possessulture comes largely

from their physical featuressuchaslarge, complex brains;an upright posture free

handsthat can grasp and manipulate small objects,and a vocal tract that can
produceandarticulde awide range of soundsln otheranmals, all theseare either
underdevelopedor are totallyabsent.

Cultureis basically the result of mands distinctive ability to think complex
thoughts andto communicatethesethoughts and knowledge through his @pability
to uselanguage and other symbolic forms of representatiorto other peopleand
from onegeneratiorto another.

SelfAssesment Exercisel

Canyou identify some common featuresin the definitions of culture presented
above?

17



3.2 TheCharacteristicsof Culture

Culturehasseveral characteristicavhich makes us ascribethe term to humans
alone.Thesedistinguishing traitsare as follows:

1. Cultureis Symbolic
2. Cultureis Learned
3. Cultureis Shared

4. Cultureis Adaptve

In the following texts, Ishalldiscusseachof thesecharacteristicen orderfor you
to have abetterunderstandig of whattheseattributesactuallymean.

3.2.1. Cultureis Symboalic

As was notedalove, cultureis essentiallythe resultof ma n alslity to develop
andexchange complex thoughts andideaswith others,through the undersanding
anduseof language andotherforms of symbolic conmunication. You would want
to know what the term symbol means.Symbols are abstractways of referringto
and understating ideas, objects, feelings, or behaiours. This ability of man
allowshim to createexplainandrecordnewideasandinformation.

Culturesworldwide are sustainedby the ability of its people to create and
manipuate symbols while symbolism is the art of creatingsymbols. Symbolism is
whatdifferentiateshumandrom the loweranimals. Symbols, as Beckwith(1993)
notes, are fithe signifying devices, which provide the communicaive contet
through which socialworldsareimagined,inventedandchargedo

Two catiegories make up the dominant symbals in any culture,namely, visual and
verbal symbols. Verbal symbolism can be describedas a selectionof decibelsof
soundswhich signify something arbitrary. On the otherhand,as Vansina(1984)
explains, visual symbols (art objects) are fphyscal images which are the
materialzation of mentalimages that are asociatedwith definite meanings.o In
both cases,as we are told, there may be an existing natural bond betweenthe
signifier andthe sgnified or thisrelationshipmay be norexistent.
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A symbol may have an indirect or no conneciton with the object,idea,feeling, or
behaior to which it refers.For instancemost peoplein Nigeria understandhe
combination of the colous green, white and greenof our flag as signifying the
conceptof patrioism andnationality. But those colorsthemsdves have nothing to
do with theseconcepts;hencefor someone of anothercountry or nation, these
same colourswould not evoke the sane feelhgs andmeanng.

People constantly invent new symbols to corvey newideas, such as for

mathematical formulas. In addition, peoplemay useone symbol, suchasa single
word, to represeninany differentideas feelings, orvalues.Thus,symbolsprovide
a flexible way for peopleto communicateeven very complex thoughts with each
other. For example, only through symbos can architects, mBgineers, and
construction workers communicate the information necessaryto construct
buildings or bridges. Symbols are useful in many ways, for example, Ebagbe
(2004) statesthat many societiesin Nigeria (for exanple, the peopleof Benin)
eruditelyemploy the useof verbaland visual symbolsto underscoré¢heir religious
beliefs andthe cultural valueswhich give them their identity as an ethnicreality.
They embellish their artforms with meanngful visual symbolsandtheir language
Is steepin figuraive expressionsvith multiplicity of intrinsicmeanngs.

Peoplehave the capacityat birth to constuct, understand,and communicéae
through symbols, primarily by using language. The human vocal tract cancreate
andarticulate awide variety of soundgo creae millions of distinctwords.In fact,
eachhuman language usesonly a fraction of the soundshumans can make. The
human brain also containsareasconcernedvith the productionand interpretation
of speechwhich otheranimals lad.

This brings us to the issueof language. What is language? Ukoyen (1978)staes
that, fito the lay man, language is fia sygem of intelligible saunds, amenableto
symbadlic represent#on, by meansof which a human community appreheds
reality and interactswithin itself.0 He addsthat to the linguist, language is fia set
of principlesrelating meanngs and phoneticsequaceo The linguist also sees
language asfia type of patternhuman belaviour.o

Simply put, language meansverbal communication, speechor lingo. Peopleof
different cultureshave different languages. Language provides ameansto store,
process,and communicate amourts of information that greaty surpassthe
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capabilitiesof other animals. Grammar (or syntax) is crucial for communicatng
complex thoughts. Only humans fave the abilityto usegrammar.

You are avere thattherearedifferencesbetween the language spoken in your area
of origin and other ethnic groups. Disparties in languages,according to Ukoyen
(1978)arisefrom three mgjor sourcesnamely, actualdifferencesof experiencgas
a resultof geographical location,for example); diverseforms of experienceand
variedanalysisof experienceHe explaindurtherthat:

thefirst two factorsmay be physicecultural in natureand embrace
environmental differences (such as different land and weather

conditions, different flora and fauna), different items of food and
clothing, as well as hon-correspondace or non-exstenceof certain
colourwords, moral, legal, political matters gtc.

3.2.2 CultureisLearned

In contrastto the many physicaltraits and behavioral instincts that peopleinherit
biologically, culture is actually socially inherited. By this, we mean that
peopleare notbornwith culture;they have to learnculturefrom otherpeoplein a
society.For exanple, peoplemust learno speak andunderstand danguage andto
abide by the rules of a society.In most sockties, members must learn the skills
needed forself-presevation, they must learn how to survive and provide for
themsdves. Take, for exanple, the dominantritualsin asociety.By rituals| mean
asBlier (1988)describeghem, fithe presribed systams of proceeding in religious
or othersphere® Such rituals, which, asshenotesare fimarkersof | i thatbdp
thosewho perfam them to createa fireality dhat giveslife a senseof orderare of
key importanceandassuchare passedownfrom one generatiorto another.They
have to be learnby citizensof the societywhere theyexist.

Usually children learn culture from aduls of the society, a processknown as
enculturation,or cultural transmision Enculturationis a protractedprocessthat
occursin every society. Justlearning the intricaciesof a humanlanguage, whichis
a major part of enculturaton, for instancetakesmany years.In African cultures,
especiallyin pre-colonialtimes,the family, especiallythe parentsandcommunity
playedanimportantrole in the developmentand integration, especiallythe moral
educationof the young. It is the family and community that gives the young
members of the community a steadyinitiation to life and societyandinstill in
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them African values. The young are taught many moral values such as the
consequencesf bringing shame on the family, friends, colleaguesor community.
They are also made to undersand violators of societallaws mug face different
sanctionssuch as public disgrace, denial of certain privileges and society and
family rejection,etcetera.

In Africa, families commonly protectandenailturatechildrenin the householdsf
their birth for 15 yearsor more. It is only after the succesful completion of this
processthat children are allowed to leave the family and establishtheir own
householdsPeoplealsokeepon learnng throughouttheir existencelf you take a
moment to reflect you will seethat you are still learning eventoday. It is for
reasonthat societiesrevere ther elders;they have leamt the prevailing cultural
valuesin their societesfor anentirelifetime and theyarethe cusbdiansof values
andare responsibleor imparting the knowledge to the yainger generaiton.

It will interestyou to know thathumansare notthe onlyanimals withthe abilityto
learn behaviours. Psychola@ists (expertswho study behaior and intelligencein

animals and people) have drawn attentionto the ability of some animals to learn
and mastercertan tricks. But, as they are quick to add, the trait shouldnot be
interpretedasintelligencein theanimals asit is oftenerroneouslyhought. Rather,
suchbehaviours are merely conditionedresppnses.Foranostamongst the anmals
that have suchtraits arechimpanzeesRkReseatherstell usthat membersof a group
of chimpanzeesheystudiedwereableto learnhow to use a unique sourceof food
or to fashionsome simple tools. behavioursthat might distinguishthem from other
chimpanzeegroups.All the sme these pbearin mind that suchdistincive traits are
trivial in comparisonto the amount and complexity of the rich way of life that
distinguishdifferent human societiesLacking speechanmals are very limitedin
whattheycanlearnandcommunicate to other®r andpassonto theiryoungones.

3.2.3 Cultureis Shared

Cultureis also shared A single personcannotconstitutea culture.Cultureis an
upshotof peopleliving collecively in the same society. A society consists of
people of both gender with different chamcters and of different ages living
together in a partiaular geographical location. To live together peacefullyand
purposefully,peoplein a societyadoptcommon behaviours andways of thinking
to help moderateindividual differencesThis is why it is sad, as you may have

21



heard that all the peopleof a societyjointly createand maintain culture. Societies
preseve culturefor muchlonger thanthe life spanof any one person.Peopleare
born, they live their livesanddie, but, culture continuesand outlives people.The
reasonwhy cultureslive on isbecausgeoplesustainthem. Cultureis presevedin
the form of knowledge, such as scientiic discoveries; culture is preseved in
objects,suchasworks of art; andin traditions, suchasthe obsewvanceof fesivals
andceranonieswhich are passedownfrom generatiorto generation.
Peopleliving togetherin a community often sharea common language, dressin
similar styles,andeatmany of the same foods, et cetera.This is what givesthem
their identity asa people.lt is what makesit possibleto differentiateone society
from another.

Peopleof different cultureshave establishedpatternsof actions (referredto as
value sysems) that they recognize as the pemissible standardof ethics that
govern their society.Eachsocietyis structuredpredaninantly on what the entire
societyhasaccepéd asthe way its members should conduct themsdves. These
values that are culturally defined (sacredor secular)are fundanental to the
continuedexistenceof the people.They are the principal meansthrough which
security, peace, progress, social stability and cohesionin the society are
maintaned. As a resut, theyarenat only treasured,perpetuate@nd preseved by
the peopleitheyare alssharedtransnitted).

Members of eachsockty aretaught in variouswaysto upholdthe socialrulesthat
aredominantin their societyas sacredand concertedefforts are madeto transmit
themfrom onegenerationto anotherDefinite policiesare alscadoptedoy thosen
authority to promote valuesthat are benefigal to their societywhile antisocial
actsthatare inmical to the surival of the societyare prohibited.

No societysimply setup rulesandvalueswithout making provision for how they
will be trasmitted, learnedandsharedThisis important if the laiddownrules are
not to disappeaiat the demise of their initiators. Hence,they must be preseved
andpassedn to otherswho alsoreagnize, sanctionand welcome them. This is
verytruein Nigerian communities.

Besidescultureis not only sharedwithin a society;sharng also occursbetween
societies. Since no human societyexistsin complete isolation, diff erent sodeties
alsoexchange andshare culture.In fact, all societieshave some interactionswith
others, both outof curiosity and becauseeven highly self-sufficient societies
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sametimesneedassistancérom their neighbars. Today,for instancemany pele
aroundthe world use similar kinds of techrology, suchas cars,telephonesand
televisions. Commercialtradeand communication technobgies, suchas computer
networks, have createda form of global culture. Therefore, it has becane
increasngly hardto find culturethatis shaed within only a single society. This
phenomenois whatis referredto as Crosgultural excharge.

3.2.4 Cultureis Adaptive

As we mentionedinitially while tracing the origins of culture, the evolution of

socigy and ultimately culture in the caseof humanswas an adapive reactionto

the challerges posed by the forces of naure. Culture helps hunan societies
continue to exist and not be obliterated intimes of changing of the natural
environment. It is culturaladaptatiorthat has made humans one of the most

successfuspecieson earth.The key to this successis mand ability to know how

to discriminate, that is, how to asses<ritically and eliminate those bad habits
which would bring destructionto the human race.lIt is alsodueto his ability to

encouragethose values that are sound and beneficial to the society, while

discourging thosethat are inimical to the survival of his society. Today, Africa

has met with progresswhich is taking her onwardsto new forms of life made

available by science and technobgy. For instance,people now take greater
advanige of major developmentsin techrology, medicine,and nutrition andthis

developmenthasimproved the quality of theirlives

In addition, many cugoms and rites, once consideredio be integral parts of
various social sysems, are seentoday, in the light of ethnobgical science,as
bizarreandunnecessargndas suchheyhave beendiscarded.

Let me take one exampleto illustratethe point | am making here.You will recall

thatin the pasttwins were consideredvil andassuchtheywerekilled at birth in

same partsof our country.But today, the cusom and some othersnot mentioned
herehave beenobliterated. Orthe otherhand, sane othertraditionalvalueswhich

have been handeddown from the past have been modified to give them new
meanng and new expressionin the face of moderncivilization. From these two

examples, | will be correctto assime that you now have a good ideaof whatis

meantby culturaladaptation.
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SELF ASSESSMENTEXERCI SE 2

Describgwith examples)the characteristiosf culture.

3.3 Categoriesof Culture

Anthropologists have describeda numberof different categories of culture. For
instancejn 1930,an American anthropobgist in the persormf Geage P. Murdock
listed 637 major subdivisions of culture. He also developed an elaboratecoding
systan, known asthe Human RelationAreaFiles. He usedthe sysem to identify
and cakegorize hundredsof distincive cultural variationsthat could be usedto
comparedifferentcultures.

A common and simpler practicetodayis to divide all of cultureinto threebroad
categories, namely: Material, social, and ideolgcal. The arts, which, has
characteristicef bothmaterial anddeological cultureis afourth category.

3.3.1 Material Culture

This includesall man-made human objeds. All societiesproduceand exchange
material goods so that peoplecan feed, clothe, shelter,and generally provide for
themsdves. This systemis commonly known as an econany. Material cultureis
subdivided into several aspectswhich include: patternof subsistenceforms of
exchame (trade)andtechnobgy, manufactureandeffecton the ervironment. For
you to understanthesepointsbetter,let us exkamine them in detail.

a) Pattern of Subsistence

Thisrefersto the various waysby which pegle obtainor producefood. The
methads includethefollowing:

I. Foraging is onemethod ofgetting food for sustenancelt is amethod
used by peoplein bandsocieties who live as huntergatheres
collecting plantsand taking animals from their ervironment. Sure
peopleare alsdknownasforagers.

ii. Horticulture (gardening) or pastoralst (anmal herdng are other
methals. The horticuturists plant gardens and after about three
years, they move to their planting to another area of forest.
Horticultureis conmonly practicedoy peopldiving in ethnicgroups
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or chiefdoms. Pastealists, suchas the Fulaniin Northern Nigeria,
may also grow food in small gardensto supplement their diets of
milk, meat andblood.

Many peoplewho live in larger societies,such asthe Yorubain the
South Western part Nigeria, practie@ marual (sametimes called
extensive) agriculture and produce surpluses of food and other
goods. They sell some of the excessto generatewealth, while
keepng some in storage for usein timesof need. In societieswhere
production is in excess,some members have to work in non
subsistencdnot food-producing) acivities. People not involved in
food production may work, for example, as artisans, religious
functionaries, or political administrators. Agriculturein non
industrializedsocietiesrelieson systems of irrigation operatedrom
naturalwaterways, ammal-poweredplowing, and naturalmethodsof
fertilization, suchasthe useof putrefiedvegetationto enrichthe soil
with more nutriems. Animal-poweredplow agricultureandirrigation
IS more time-conaiming, enegy-intensve, and require more
material inputs thanis requirein widen gardening, pastoralsm, or
huntingandgatherng.

In large industrial and commercebasedsocietes(suchasthe United
States and Wedern Europe),food produdton dependson expensve
machiney and the vast supplies of fossil fuels to power that
machiney, aubmated irrigation systems, and great quantities of
chemical fertilizers and pesticides.This form of production,known
as intensve agriculture, is more expensve than any other, but
producesquantitiesof food huge enaiugh to allow most peopleto
work in nonsubsistencacivities.

b. Forms of Exchange(Trade)

The ways in which people exchange goodsand servicesdiffer from
one societyto another.The earliestform of exchame is the barter
method wherebypeopleexchange their goads and savices for what
they need. Later on valuable materals suchas precious metalsand
stonewhere usedas meansof exchange. As was the casein many
ethnic groupsin Africa, for instance,De Negri (1969) reportsthat
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cowries and manilas were the units of excharge in ancienttimes.
Moneyasis usedtodaywasintroducedmuch later. Moneyis a means
adoptedandaccepteddy a particularsocietyas a meansof exchange.
For this reasondifferent societieshave different currenciesvhich are
partof the culturaidentity of thepeople.

c. Techndogy and M anufacture

One way that human beings usually respad to the challerges of
natureand survival is through the development of tools, equipment
and structures.This ability to fashion and use tools and equipment,
build structuresand the knowledge to do so is referred to as
technobgy. Ead culture hasit distincive technologyand how they
producethings,whetherit is food, clothesor art. It alsoincludeshow
theybuild their houses.

d. Effect of Human Activitieson the Envir onment

In abid to suvive, man engagesin many differentactiitieseitherfor
econanic purpose (like in farming, huning, and mining) or for
developmentalpurposedike in urbanizationpollution, et cetera.The
actvities of man usually have its effeds on his immediae
environment as exanplified in the various environmental pollutions
(oil spillages,depletionof the Ozonelayer, and the like) that are
beingwitnessedoday.

3.3.2 Social Culture

This pertainsto how peoplein a society interact and organize themsdves in
groups.Peple in all typesof societiesusually organize themsdves in relation to
eachotherfor work andotherduties,andto structuretheir interactions. Important
factorsin family, work, andpolitical relationsinclude age and gender(behaviours
androlesassociateavith men andvomen).

Peoplecommonly organizethemsdves accading to (i) work duties andecoromic
position, (ii) bondsby kinship and marriage and (iii) political position. You need
to find more aboutthesevarious factors, and this you can do by readingthis
section.
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Wor k Duties and Economic Position

This simply refersto the different positionsthat peoplehold in the
societieg(for instancekings, chiefs,priests,and soon) andthe jobs
members of the societies areengaged to perform (suchasteaching,
nursirg, tailoring, andso on)

Bondsof kinship and marriage

This refersto peoplewho are relatedto each othereitherby family
ties (by blood) or by marriage. Eachculture and societydetegmines
differentaspectof the relationshipamong kindredsuchasthe level
that marriage is pemissible as well as other aspects(l have
discussedheseaspectsn more detailsn unit four of module one).

Leadership and Palitical Power

Some societieshave no formal leadersip. In such societies,al
members make collecive decisons. Most dedsion-making in ethnic
groupsoccurswithin householdsOccasiondly, mostor all members
of lineagesor clansconveneto make imporiant decisionsregarding
matters in their communities, such as how they will relate with
neighbouring ethnicgroups,common laws, etceteraDescengroups
may also standardizeaccessto crucial resouces,suchas favoured
farming areas,and selection of where peoge will reside.A good
exanpleis the arly Igbo communities of South EasterrNigeria.

In most Ngerian communities,all groups commonly have abaut
equalstatus.Since every personbelangs to a descengroup, no one
personrarks too far above or below anotter. However, in some
ethnic groups, certainpeoplemight be accoded a higher statusand
respect than others either through inheritance or for personal
outstandng achevements.

In the past, chiefdms, which existed in a great number of Nigerian
societies, were the first societies to have positions of defined,
pemarent leadershipChiefdoms consistof at leasttwo very large
descengroupsorganizedunderrulersknown as chiefs,who are born
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into their positionsof leadershipThey live as full-time rulers who
may not have to work at productve duties.In Chigfdoms, Chiefs
have the sanctionto collect a quantity of of the goods people
produce,suchasfood, andredistributethem in timesof needor use
themin ceemony.

Political structures that have powerful autonamous bodies of
authority managed by formal bureaucraciesare formally known as
states. Some of the first major statesocietes existedin the area
knownas Mesop@mia, in whatis now Iraq,andin ancientEgypt.

A statehas many privileges suchas clams of ownershipof all its
territory and resourceand the right to wage wars against other
nations.Importantfamilies may rule statesfor several generations,
though this wasmore rampartsin the pastBut all stateshave distinct
sacial andeconomicclassesandhigher clases have greaterpolitical
influenceor powerthando lowerclasses.

Familiesstill rulein some states, sometimes as roydty and
sametimes as electedaristocraciegaristocacies are small groups,
often families, deamed by citizens as qualified to rule). But many
statesgodayhave electedjovemmentsnot based on family lines. The
citizensof thesestatessharea commonidentity basedon language,
ideals,sharedrituals, and other cultural bonds. This form of stae is
knownas anation.

Nationsare ruled by govemments and many nationalgovemments
sewne the interestsof businessand commerce as well as those of
individualsandfamilies. For instancejn addtion to otherfunctions,
govemmentsin developednaionsarerespmsible for the econromic
support byproviding social welfare for people who cannotearn
sufficientincome.

In many casescommercialcorporations(busnessesreatedthrough
legal sanctiors) posses a great deal of political influence.
Corpordions and large ecoromic market excharges control the
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productionand distributionof goodsandservices,andthey arein
chage of moneytransfers.

3.3.3 ldeological Culture

Perhapyou ever wondeed, asotherpersonsdo sometimes, whatbinds peoplein
a societytogetherin their behaviour. A keyfactor isthe culturallydistincive ways
of thinking aboutthe world thatis, their shaed ideology. Anthropobgists referto
the body of ideasthat peopleshareasideology andthey inform us that ideology
can be divided into at leastthree specific caegories. Theseare: Beliefs, values,
andideals.P e o p bekefs gve them an understandng of how the world works
and how they should respondto the actionsof othersand their environments.
Specific beliefsclosdy intertwinedwith the daily concernsof domesticlife, such
as making a living, health and sickness, happinessand sadness,nterpersoal
relationshipsanddeath.

Thedominant cultural values(socialand moral) in a societyenlightenthem about
the differencesbetweenright andwrong or good andbad.As | have notedearlier,
peopleof different cultureshave establshed patternsof actionsknown as value
systemsthat they hold asthe acceptablestandardof ethicsthat govern their
society. These values that are culturally defined (sacred or secular) are
fundamental to the continuedexigenceof the peopleand they are the primary
means for the maintenanceof security, peace, progress, social stability and
cohesionn the society.

Theidealsof a peopleconstituteanotheraspect of their ideology. Idealsseve as
models(paradgms) for what peoplehopeto accamplishin life. Leaders often put
in placevariousplansto be followedn orderfor themto achiere their setgoals.

Manypeoplerely on religion to shapeheir valuesandidealsandto influencethar
behaiour. Beliefs, values,andideds also come from obsevations of the natuil
world. Anthropobgists commonly referto this practiceas secularis.

In my discussionabove, | mentioned two key words: religion and secularsm.
What exactlydo we meanby religion and secularian? To get the answerdo this
guestionyou have to readhe subsequenexts.
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Religion

Different scholars of varying hues have proffered a number of nuancesof
meanngs, and all of them have establishedone fact, that all forms of religion
sharea belief in a supernaturapower (or powers)to whom supplicationsare
made,directly or indirectly,through acknowledgedintermediaies.

Idowu (1963), for instance,assertshat religion in fits essences the means by
which God asa spirit andma n @ssentil self communicate On his part, Orubu
(2001) informs us that the basicreasonwhy humansworshipis to enablethem
ficopewith the intranggenceof the naturaknvironment andits dyramic effectson
humanacivities.0

Religion allows peopleto know aboutand communicate with supernaturabeings
such as spirits, gods, and spirits of their dead ancestorsReligion often helps
peoplecopewith the things they cannot understandor contol, for instancedeath
andthe forceof nature.

The constantand generalfoundationof African tradition is the spiritual view of
life. Many societiesdbdieve in theexistence osupe&naturalbeings or fores which
control and regulate the affairs of man and all other creatures(animate or in
animate). The geneal belief in suchsocietiesis that when offendedthesebeings
punishthe offenderor societywith severe cadamities, but, would bless them with
goodfortunewhentheyare appeaseg@)easedndsatisfied.

Religion helps adherentdo avoid divine wrath and punishment, and obtain the
favours and protection of thesesupernaturabeings for the well-being of each
individual or group in the society.To achiese theseobjectves,adherentperfam
specificritesandrituals.

For instance,to African tradtionalists, their traditional religion is their effort to
reconnect withthe spiritualrealm and their religious valuesand bdiefs were
conceved to ensurea hamonious relationship betweenthemsdves and the
otherworldly entitiesin a bid to cope with the ecolaical perils and spiritual
belligerence. They expresgheir percegtion of communicateto theseandsesk an
essentialink with the supernaturalWworld through their religious obsevanes. The
rituals they perform afford them the opporunity to propitiate and supplicatethe
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varioussupenaturalentities,which they recanize asindispensble in their daily
exigence.

In spiteof their beliefin several supernaturabeings (polythesm) theideaof God,
as the first or ultimate causeof all things is a strong belief of the African
traditional religionists. This concept,perceved ratherthan analyse, lived rather
than reflectedon, is expressedn very diverseways from culture to culture.
Regardlessof the mode of worship of God adoptedin differentethnic groups,the
fact remainsthat the presenceof God pemeaes African life, asthe presaceof a
higherbeing, personabndmysteious.

To the Nigerian religious traditionalsts, God is real and His preeminence is
incontrovertible. He is also associatedvith diverse attibutesi Omnipresence,
Omnipotent,Omniscientmmortality and Justice. Justas Oduoye(2001) rightly
notes, theseattributesare implicit in the names that are ascribedto Him in the
different ethnicgroups. The traditional worshppersrecognize the Creator God as
the originator of the universe and all therein.He is approachednd worshipped
through the numerousdeitiesthat the peopleconsideras intermediariesbeween
themandtheir creator.As devoteesclaim, the deitiesverecreatedby Godto assist
him in running the affairs of the universe and to help humars in their daily
existence.

In many societiesn Nigeria, asin other parts of the African continent,priests,
priestessesyisionariesand healersexist. They are personscredited the powerto
commune with supernaturalbeings andforces. With thesepowe's they guide and
instructthe other members of the socigies on how to actandwhat do. Theyalso
officiate in rituals when necessaryand are usually held in high estem in their
societies.

Seawlarism

A simple way to understandvhat secularsm meansis to view the term as the
oppositeof religion which is | have descriled above asa sysem of belief in the
supernaturathings beyondthe naturalworld. In recenttimes, with the flourish of
science,and its use in the explanationof many of the pheromena hitherto
attributedto the gods andspirits, some societeshave turnedto the obsevation of
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the naturalworld to shapetheir beliefs, values and ideals and to influencetheir
behaior. Suchsocietiesare referredo as seculasocieties.

3.3.4 Art As aForm of Culture

You will learn more aboutart in the units devoted to the subjectin the other
modules. However, the subjectwill consder herebriefly sothatyou canknow its
relevanceto culture. Art is a distinctly human production. Many peopleconsider
art as the definitive form of culture becauset can have the quality of pure
expression that is entirely sepaate from basic human needs. But some
anthropobgists acually regard artistic expresion asa basichuman needthatis as
fundamental as food and water. Some art takes the form of material production,
andmany uilitarian items have artistic qualit es.Otherforms of art, suchasmusic
or acting, residein the mind and body and take expressioras perfamance.The
material arts include painting, pottery, sculpture, textiles and clothing, and
codkery. Non-material arts include music, dance, drama and dramatic arts,
storytelling, andwritten narratves.

As Adams (1999) reports, anthrgologists have been able to show us that
peoplehadbegun making art by at least 30,000 yearsago, by painting stylized
animal figuresandabstractsymbols (referredto ascave paintings) on the walls of
the caves thatervedas theirdwelling places.

For thousandsof years people have also used forms of artistic expressionto
establishtheir personaland group identity. There are different forms of art for
these purposessuch as body adornment, (stylized body scarifications, body
paintings using pigmentsand the useof body ornamengtions, such as jewelry),
ceranonial cosumesand dancespr group symbols. For example, many Nigerian
cultureshave distindive ethnicmarks, costumesandregalia for their kings (Obas,
Obis, Emirs, etcetera)titled men, priestsandpeopleof importance.

Generallytwo distinctionsare madeof art, namely, fiart for art sake @nd fiart for
life.0 The former existin some societies,as in the Wegern world, whereart is
donepurely for decorationby fiart for | i fweoneansuchartforms that have a
functional bentsuch asthe ethnic artsof Africanorigin. A look at the natureof
suchcreatwve objectificatins, as Egonwa (2005) describegshem showsthat they
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are multifaceted and intricately interwoven with all dimensionsof life; they are
intertwinedmutually with the basicspiritualandmaterial concerntor suvival.

Smaller societiesalso useart as a primary form of doaumenting and replicating
their culture.Ceremonial dancesandperfamances,for example, generallynarrate
legends of creation,storiesabout ancestorsor moral tales contaning edifying
lessonsMany peoplealsouseart asa vehicle for spiritual expressioror to solicit
divine help from the spiritualworld. For instance,the ancestrafiguresand masks
of mostculturesin Nigeria are producedndusedfor this purpose.

In large societiesJeadersmay hire artisansto produceworks which they in turn
useto underscoreheir political statusandauhority andto perpetuateéhemsdves
in power.For example, in the Benin (Nigeria), the Oba hasvariousroyal guilds
that producethe famousroyal court arts of the empire. Theseroyal items display
insignia thatindicatehis royal status,asthey arereservedor the exclusive useof
the Oba and those to whom he begows the honour.In some cultures such as
YorubaandBenn, the Oba,in the pastasEzra (1992)reports,alsohadexdusve
right to use certainmaterialssuch as bronze,coral beadsandivory andonly he
couldgrantdeseving citizensin hiskingdom the right to usesuchmaterials.

In conemporary lage societies, many people produce art for commercial and
political purposesin additionto social, personal,and spiritual reasonsA great
number of artists make a living by working for corporatebusinessethatuseart to
advertise commercial products.

Art andart produts arevery important to boththe creatorandthe societyHence,
most large societiestodayhave copyiight laws that protectthe contentof artwarks
suchasbooks, films, songs,dancesand paintings asintellectual property,which
peopleown and canput up for sale. In Nigera, suchlaws exist also,the Nigerian
Copyiight Council (NCC), the body responsiblefor enforcing the laws was
establishedin 1988 under the Nigerian Copyright Decree. The decree,now
promulgatedinto legal actswas enactedas chapter68 of the 1990 edition of the
laws of the Federatioof Nigeria.

40 CONCLUSION

From all that | have said albove, you will seethat culture is a very broadsubject
which enmmpassesvery aspectof human life. So whatwe have tried to do as
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much as possiblein this unit is to develop a basic foundationessentialfor the
understandig andbetterapprecation of what culturedenoteslf you recallall that
| have saidin the foregone texts, you will realize thatit is importantto preserve
carefully our culture and roots. Our cultureis rich as exemplifiedin our cultural
values:respectfor life, family solidarity and supportfor relaives respectfor the
old, having senseof hospitality, honesty,maintainng peace,law and order, et
cetera. | believe you know them and are proud of them and would desireto
upholdthevaluesof yourculture.

5.0 SUMMARY

Cultureaswe have seenin this unit is the way of life of a people;we have also
learntthat cultureis symbolic, learned sharedandadaptve. We have alsolooked
at its variousaspectsvhich are: Material, Social, ideological and Art. In the next
chapterwe shall be looking at some major culturesin Nigeria andthe people of
suchsocieties.

6.0 TUTOR-MARKED ASSGNMENT
1. Definethe termcultureandstateits characteristics.

2. Write on thevariouscategoriesof cultureidentified above.
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UNIT 2: THE CULTURES OF THE NIGERIAN PEOPLE.
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In the previous unit we discussedhe generalconceptof culture.In this unit, we
will be looking into the diverse culturesof Nigeria. We havechosenjust a few
examples. We shall be treatingsome of the major andwe hopeit spursyou to do
further studyon the cultural diversty of the Country. We shall also be looking at
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INTRODUCTION

their history.

2.0

OBJECTIVES

At the endof thisunit you shouldbe ableo:

A Identify some cultural groupsin Nigeria;
A Indentfy andappreciateéhe culturaldiversity of the country;
A Discussbriefly the historyof same Nigeria cultures;

A Relateyour previouslessoron culturewith same Nigeriancultures;
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3.0 MAIN CONTENT
3.1 TheEthnic Clasdgficationsin Nigeria.

Nigeriais countrywhich has several diversecultural groups(Fig 1). Expertshave
identified over threehundred(300) cultural groupswith aboutfour hunded (400)
native Nigerianlanguages. The three lagest ethnic groupsare: the HausaFulani,
Yoruba,and Igbo. Jointly, they make up about 70 percentof the population,and
they have several distinct regional dialecs. About 10 percent of the total
population consistsof several other groups numbering more than one million
members each, includinghe Kanuri,Edo, Nwpe, Efik, ljo, Tiv, andlbibio.

Fig.1: A Map of Nigeria.
Source:Microsoft Encarta

More than 300 smaller etnic groupsaccountfor the remaining 20 percentof the
population,in regions suchasthe Niger delta, JosPlateavandsurrounding middle

belt. Hundredsof small groups make for wide linguistic variations acrossshort
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distancesHowever, asin mostof Africa, ethnicdesgnaionsin Nigeria are often

indefinite, obscuringdifferenceswithin groupsandsimilarities among groups.

Dueto the vast number of ethnicgroupsin Nigeria, three major groups, namely,
the HausaFulani, the Yoruba andthe Igbo, will be examinedfirst and later, two
exanples (the Kanuri and the peopleof Benin) will be selectedfor study from

amongst the minor groups.

3.2 TheMajor Ethnic Groupsand their History
3.2.1 The HausaFulani

Thelargestethnic group in Nigeriais the Hausawho are concentratedn the far
north andin the neghboring Republicof Niger. A good number of Hausapeople
are Muslims. They engage in agriculture, commerce and small-scale industry.
Most of the Hausapeoplelive in smaller towns and villages and othersoccuyy
several larger indigenouscities. Many peopleof nonHausa origin have bemme
assmilated into the Hausanationthrough intermarriage and acculturation One of
suchgroups is the Fulani who aretraditionaly a semi-nomadic livestak-herding
people.Many Fulani have settledin Hausacitiesandtowns and have bemme pat
of the Hausacommunity. Other Fulani have cultural autoromy, they continueto
dependon their livestek and have retaned their own language known as
Fulfulde

TheHausacultures,which asearly asthe 7th centuryAD were smelting iron ore,
arosein what is today northwesternand north central Nigeria, to Borno west.
Althogh, the origin of these culturesis a mystery; however, legend holds that
Bayajidda, a traveler from the Middle East, married the Queenof Daura,from
whom came seven sons. Eachson is reputedto have foundedone of the seven

Hausakingdoms: Kano, Rano,Katsina,Zazzau (Zaria), Gobir, Kebbi, and Auyo.
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Various Nigerian groups have similar legends which attempt to explan their
origins in similar talesinvolving migrations southwardacrossthe Saharaor from
the east or west through the savannas, followed by intermarriage and
acculturation. These legends seave to highlight the importance of such
interchanges in the cultural, ecoromic, and political development of many

Nigeriansocietes.

Regardless of how they werefounded,the £ven city-statesdevel oped as strang
trading centes, typically surroundedby a wall and with an econany basedon
intensive farming, cattleraising, craftmaking, and later slave trading. In each
Hausastate,a monarch,probablyelected,ruled over a netwak of feudal lords,
most of whom had embraceed Islam by the 14th century. The statesmaintaned
continualrivalries, which at times madethem easypreyto the expansiorof Bornu

andotherkingdoms.

A perhapgreaterif more subtle, threat to the Hausa kingdoms was the
immigration of Fulani pastoralistsThey migratedfrom the westto make a home
in the Nigeran savanna and over several centuries filtered into large areasof
Hausalandln 1804, a Fulani scholar named Usuman dan Fodio, is saidto have
declareda jihad (holy war) against the Hausastates,whoserulers he accusedf
allowing Islamic practicesto deterioratel ocal Fulanileadersmotivated by both
spiritualandlocal political concernsreceived Usuman 6btessing to overthrowthe
Hausarulers. With their superiorcavalry and cohesionthe Fulani overthrewthe
Hausarulersand also conqueredareasbeyondHausalandincluding Adamawa to

theeastandNupeandllorin to the south.

After the waraloose federation of thirty emirates emerged with each one
adknow edging the supemacy of the sultanof Sokoto, who resdesin whatis now

far northwestermNigeria. After deathof Usuman, the first sultanof Sokoto in
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1817, he was succeededby his son, Muhammad Bello. Militarily and
commercially powerful,the Sokoto caliphatedominated the region throughoutthe

19thcentury.
3.2.2TheYoruba

Yorubapeoplelive primarily in southwestNigeria. The Yorubaare predaminantly
town dwellerswho practicehoe agriculture and arewell known astradersandfor
their crafts. They are basically animistic and they worship numerous gods
(polythesm).

Thefirst well-documented kingdom in what is now southwesterrNigeria was
centredat Ife, which was establishedsthe first of the Yorubakingdoms in the
11thor 12th century.Over the next few certuries, the peopleof Ife spreadtheir
political and spiritual influence beyad the bordersof the small city-state. Ife
artisanswere highly skilled, producihg, among other things, bronze castngs of
headsin a highly naturalistic style. Terracotta, wood, and ivory were also

common media fwvouredby thelfe artisans.

Anothermajor Yoruba city-stateis Oyo, which is situatednorthwestof Ife. Oyo
used itspowerful cavalry to replace Ife as Y o r u b a pohtinatl ordre. Ife,
however, continuedto seve asthe spritual centre of Yorubaland. At thetimethe
Portuguesdirst arrivedin Yorubalandin the late 15th century, Oyo wasalrealy a
flourishing statein the region between Dahomeyandthe Nger River, so naturally,
the peoplewerein control of tradewith the Portuguese.They tradedfir st in goods
such as pepper, which they secued from the northern interior lands and

transferredo the southernoast,andlaterin daves.

In Oyo, as elsewherethroughout coastalWest Africa, the traffic in slaves had
disastrougesultson thosetraded (who were largely from the interior) andon the
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traders As African nationsvied for the lucrative commerce,conflicts increased,
and otherforms of advanement, both agricultural and ecoromic, declined.As a
result, when Britain bannedthe slave trade in the early 19th century, Oyo was
hardpressedo maintainits prosperity.The Oyo stateof Ilorin broke awayfrom
the empire in 1796 andjoined the northernSdkoto caliphatein 1831 after Fulani
residing in llorin seized power. The Oyo Empire collapsed,plunging all of
Yorubaland(Oyo, Ife, and other areas)into a bloody civil war that lasted for
decadesBYy the firsthalf of the 19thcentury,Oyo haddisintegratedinto numerous
small kingdoms. Toward the end of the 19%th centurythe Yoruba came under
British control. At presentthey numberabout27 million and make up ae-fifth of
the populationof Nigeria, living both in the rural areasand the cities of their

homeland.
3.2.3 Thelgbo

Thelgbo of southeasteriNigeria traditionally live in small, independentill ages.
Each village had an eleced council instead of a Chief. Such democraic
institutionsnotwithganding, Igbo societyis highly stratified along linesof wealth,
achievzement,andsocialrank. Overcrowdng and degraded soil have forced many

Igbo to migrateto nearbycitiesandotherpartsof Nigeria.

In southeasterNigeria, archaeabgical sites confirm sophisticatedcivilizations
datingfrom at least AD 900,whenfine bronze statuesverecraftedby predecessors
of the modernday Igbo people.Theseearly peoples,who almost certainly had
well-developediradelinks, were followed by the Nri of northernigboland. With
these exceptions,lgboland did not have the large, centralizedkingdoms that
characterizedther partsof Nigeria. A few clans maintaned power, perhapsthe
stromgest of which wasthe Aro. The peopleof Aro lived westof the CrossRiver,

nearpreserdday Nige r i saubleasternborder. Theyroseto prominencein the
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17th and 18th centuries.The Aro were oracularpriestsfor the region who used
their role to securelarge numbersof slaves. The slaveswere sold in coastalports

controlledby othergroupssuchas thejaws.

3.3 Same Other Ethnic Groupsand their History.

Otherlarge ethnicgroupsin nigeria asnotedabove includethe Kanuri, centered in
Borno State;the Tiv, from the BenueValley nearMakurdi; the Ibibio and Efik in

the Calabararen; the Edo from the Benin region; and the Nupe, centeredn the
Bida area.Although small by Nigerian stardards,theselessergroups have more

members thanmost otherAfrican ethnicities.

3.3.1 TheKanuri/ Kanem- Borno

Thenorthernregi o nfitstswell-doaumented state was the kingdom of Kanem,
which emerged eastof Lake Chadin whatis now southwesterrfChadby the 9th
centuryAD. Kanem profited from tradeties with North Africa andthe Nle Valley,
from which it also receved Islam. The Saifawas, Kanemd sruling dynasty,
periodically enlaged thar holdings by conquestand marriage into the ruling
families of vassalstates.The empire, however, failed to sustainlastingpeaceand
during one conflict-ridden period sometime betweenthe 12th and 14th centuries,
the Saifawaswereforcedto move acossLake Chadinto Bornu,in whatis now far
northeasterNigeria. There,the Kaneminter-marriedwith the naive peoplesand
the new group beame known as the Kanuri. The Kanuri state centredfirst in
Kanemandthenin Bornu,is knownasthe Kanem-Bornu Empire, laterreferredto

asBorno

The Kanuri eventually returnedto Chad and conqueredthe empire lost by the
Saifawas. Its dominance thus assired, Bornu beame a flourishing certre of

Islamic culture that rivaled Mali to the far west. The kingdom alsogrew rich in

42



trade,which focusedon salt from the Sahara andlocally producedtextiles. In the
late 16th century,the Bornu king, Idris Alooma expandedthe kingdom during his
reign, and althaugh the full extentof the expansionis not clear, Bornu exerted
considerableolitical influenceover Hausaand to the west. In the mid- andlate
18thcentury,severedroughts andfaminesweakenedthe kingdom, butin theearly
19th centuryBornu enjoyeda brief revival under Al-Kanemi, a shrewdmilitary
leader who resisteda Fulani revolution that swept over much of Nigeria. Al-
Kanamiés descendantsontinue as traditional rulers within Borno State. The
Kanem-Bornu Empire ceasedto exist in 1846 when it was absorbed into the

Wadaisultanateo the east.
3.3.2 TheEdosand Benin Kingdom

The Benin kingdom, flourishedfrom the 15th to the 17th century.Its capitalwas
Benin City, as it stll is in presentday Nigeria. Foundedby the Edo or Benin
peoplein the 12thcentury,it wasruledby aline of kings referredto as ObasThey
were originally war leaders,but later assimed a more religious character.The
extentof the kingdom is uncertain, but it probably controlled most of southern

Nigeriaatthe zenithof its power.

Accordng to Egharevba, the Beninsmigratedfrom Egypt making a brief stopin
Sudanbeforethey arrived at their present location. Another versionof the origin
of Benin holdsthat shortlyafterthe riseof Ife, the kingdom of Benin emerged to
the east.Although it was separatdrom the Yoruba kingdoms, it is said that the
kingdom 06 frst rulerswere descendedrom Oduduwa,an Ife prince.By the 15th
century,Beninwasa large, well-desgnedcity sustainedy trade(both within the
region and, later, with Europe).lts cultural legacy includesa wealth of elaborate
bronze plaquesand statuesrecading the kingdom& history and glorifying its

rulers.
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Oneof the most influential Obasof Benin was Ewuare,who ruled the kingdom
from approximately 1440 to 1470. Ewuare dramatically increasedhe territory
controlledby the kingdom, strengthenedthe centralgovernment, andestablishec
systemof primogeniture underwhich the title of Obawould passfrom fatherto
son.He isalsothought to have commissioneda seriesof fortificationssurrainding

the capitalcity.

Duringthe reign of E w u a isom,®Isa Ozdua, who reigned as Obafrom about

1480to 1504, Benin developed mutually beneficial commercial and diplomatic
relationswith Portugal. Some evidencesuggeststhatO z o | soaahdsuccesor,
Esigie, may have spoken and read Poruguese. From the 16th through the 18th
centurythe kingdom tradedwith Europeanmerchantsn palm oil, ivory, pepper,
andtextiles.Benin alsotook partin the slave trade,althoughafter the eaty 16th
centuy the king allowed only female slavesto be exported.In the 18th century,
French,Portuiguese,and Dutch trades opered ports and trading postsalong the

Beninesecoastandtheyexchamedweapongor slaves.

TheObaof Beninis a divine king whosereign is alsodivinely sanctionedAs Ezra
(1992)rightly notes,the Obais fithe centralfigure in the kingdom, combining vast
spiritual powersthat resultfrom his divine ancestrywith enormougpolitical clout
andexpertised The O b adivie ancestryendowshim with mystical powers.He
is believed, not only to have control over the forcesthat affect the well being of
his kingdom, but, he is also consideredas possessig the potentpower (asg of
making things happerashe uttersanddecreesthem to be. This mystical power,as
the peopleof Benin aver, intensifieshis blessngs andcurses. This divine ancesty
(amongst otherfactors),ensureghe stability of the Benin kingship institution and
establisheshe monarchyon a very firm foundation. Thus, the Benin adaye: fA i

gu Obasinmwi ogie0thatis, flone doesnot contestrulership with the Obao
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The Oba examplifies the spirit and essencef the state.He is the embodimentof
the people, their ethos and worldview. Till date, the Benins reagnize the
monardy as relevant to their existencebeausethrough the institution, societal
norms andpractices are to karge extentpreserved. It is no surprise therefore that
his loyal subgcts hold their Obain high eseemand fondly regard him as fithe
glory of Benind (fiObaore uyiEdod ) .

TheObasof Beninhave alwaysbeenpatronsof the artsTheysponsothe creation
of same of B e n imosbfamous art woks in diversemedia suchas bronzeterra
cotta,woodandivory. Beninvisualtraditionsexistto seve eitheraesthetic,
spiritualor symbolic purposesdit tendsto subscribéo thecompatmentalization
proposedy Trowell (1964)for African sculguregenerally.Thethreecategories
which sheidentified,namely, manregarding art, spirit-regarding art and art of

ritual displayapply appositelyto thekind of art producedby the Benins.

Brassbasreliefs,which originally hung on the palacavalls, depictscenesf life at
the court of the Obas. Traditional bronzeceranonial jewelry from the kingdom,
which was handcastand highly detaled, is consideredo be one of the finest

achievementsof African art.

As a traditional ruler, the O b a fiursctions and acivities are numerous (both
traditional and modean). Apart from his sodo-political obligations, he perfams
many religious functionsas stipulatedand endorsedby the Benintradition. By
virtue of his position, he is the custodianof Benin cusbm and tradiion, he is
requiredto be a patronof the royal andcommunalgodsandthe varioustraditioral
religious institutionsin Benin. He is subjectto the sacredlaws of his land and

traditioncompds himto obseve regularly severalsacredaboos.

The Oba is the spiritual guardianof his people and he facilitates the religious

actiities in his domain. The Obais the conciliatorbetweenhis peopleandthe
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divine powers that collecively engerder the kingdomé ®pulence. Thus, he
performsrequisiterites and ceremonies dedicatedto his ancestorsand the royal
deities at specifiedperiods within the palace. Prominent amongst theserites are
the annualrituals of Ugie (Igue) festival. He also worships personallyat the
communal shrineswhennecessaryhile appropriatefunctionariesn variousparts

of Benincarryoutarange of religiousfunctions on royalauthority.

Fig.2: Uku Akpolokpolo,OmoN 6 O b Erediauwa.
Source:TheBeninTraditionalCouncil (B.T.C).

Thereis a plurality of religion in Benin kingdam, like in other partsof Nigeria.
The traditionalreligion thrivesin Benin, but thereare also Islam and Christianity
amongst others. The latter, as Aisien (20Q2) reports, first came to Benin five
hundredyears ago) to mention only two of the major religions flourishing in
Benin. The people of Benin practice polytheisn. A look at Benin traditioral
religious beliefsandpractices evealsit asbeng inaccordwith known factsabaut

the belief systemsindigenousto Africa geneally. Whetherviewed asanmism,
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fetishism or paganism as it is often termed, simply put, this religion is overly
concerned with the veneration of the supernatural entities through the

representationf suchobjectsof worshipby inanimateandan mate objects.

The power of the Kingdom of Benin declined in the 18th and 19th cenuries.
Despite these changes, the Obas still perform administraive and ceremonial
functionsinto the 21stcentury.One of the innovations brought to Benin by the
presentmonarchOmo N 6 O Eradiauwa(CFR), is the change of desgnation for
the land, the people and their language from i B i (a$ usedto be the case)to

B e n iashedecreeghortlyafterhis coronationn 1979.

40 CONCLUSION

We have looked at the historical,socialand cultural characteristice®f some of the
major groupsin the country as a sample of the rich diversity of the culturesin
Nigeria. The essenceof this analysisis to develop your interestin the various
culturesin our country, which should help to foster better appreciationof our

sharedheritage as anationalertity.

50 SUMMARY
In this unit we have looked at the Yoruba, Igbo and Hausacultures,some of their

customsandtheir history. We alsolooked at the EdoandKanuri culturesas wel.

6.0 TUTOR-MARKED ASSGNMENT
1. Write on the threenajor ethnicgroups in Nigeria.
2. Write brief notesof two traditionalrulersin Nigeria.
3. Discussthe prevalent religion amongst the Hausa,the Benin and Igbo

people.
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UNIT 3 LANGUAGE ASA TOOL FOR CULTURE
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Oneof the prindpal aspectf cultureis language. It is soimportant thatin some
casedhe cultureof the peopleis identified by its language andnamed assuch. For
instance,the three main culturesin Nigeria discussedn the previous unit are

identified andnamedby their language. In this unit, we shalbe looking attherole

Introdiction
Objectives
Main Content

3.1 Definition of Language
3.2  Linguistic
3.3 LanguageAcquisition
3.3.1 FirstLanguage Acquisiion
3.3.2 SecondLanguage Acquisition
3.4  Bilingualism andMultili ngualism

3.5 TheStandardLanguage

Conclusion
Summary
Tutor Marked Assgnment

ReferenceandFurtherReadimgs

INTRODUCTION

of language inculturalformation andransmission.
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20 OBJECTIVES

At the endof thisunit you shouldbe ableto

A Defineof Language;
A Discusssame taminologiesassociateavith language;
A Highlight sane functims andfeaturesof language;

A Describethe acqisition of language;

3.0 MAIN CONTENT

3.1 Definition of Language

Simply put, language meansverbal communication, speechor lingo. Language
is the principalmeansusedby human bengs to communicatewith one another.n
the lay mans parlance, as Ukoyen (1978) states,language is fia system of
intelligible sounds,amenableto symbolic representationpy means of which a
human community apprehendsealty andinteractswithin itself.0 He addsthatto
the linguist, language is fia set of principles relating meanngs and phoretic
sequenc® The linguist, he addsalso, seeslanguage principally as fia type of

patternechuman belaviour.0

Language provides ameans to store, process, and communicate amounts of
information thatsignificantly exceedhe capailities of otheranimals. Granmar or
syntax (the structure of phrags and sentaces) is crucial for communicatng

complex thoughts andonly humans lave the abilityto usegrammar.
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Fig.3: A YorubaGirl.
Source:NigerianMagazine

As it is with a symbol, the relation betweena linguistic sign andits meaning is
arbitrary.For instancethereis no reasormtherthanconventionamong spekersof
English that a dog shouldbe calleddog. In fact, other languages have different
names for the anmal, for example, the Sparish for dog is perro, Russianscall it
sobakaandJgpanesanu. Herein Nigeria, Y orubacall a dog Aja, Igbo referto it

asNkita, the Beninsall it Ekita, et cetera.

Humans are the only specie that have and use language in the true senseof the
word. And they use language to discussa wide range of topics. You may have
heardpeopletalk of fianmal language and wonderwhat the expressiorreally
means.We all know that anmals do not talk; what is actually meant by the
expressions the form of non-verbal communication betweenanmals. Animals
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cancommunicateby smell, soundor they simply passsignalsto one anotherand
the signalsproduceresponsesrom the anmals. For example, the honeybeesuse
their idarce do communicatethe location of food sourcesA vulture cangive a
piercingcall whenit seesfood and othervulture will flock to the spotto shae in
it. You may have noticed this yourself. So you can seetha though thereis
communication among anmals, it is not verbal. The characteristic that

distinguishediuman language from animal communicationis thatit is spdken.

We cannot discuss language without dealing with a related term, that is,

linguistics. We will, thereforedirectattentionnow to discussingg, albeit,briefly.
3.2 Linguistics

Linguistics is the scientificstudy of language. Thereare subfields of linguistics
that are concernedwith the major componats of language that you need to be
acquaintedwith. Some of them that will be discussedat this point include:

phoneticsphonolayy, morphobgy andsemartics.

A Phoneticss concernedvith the soundsf languages.

A Phonobgy focuseson the waysoundsare usedn individual languages.
A Morpholagy dealswith the structuref words.

A Syntaxhasto do withthe structuref phrasesindsentences.

A Semanticsis the studyof meaning.

Thereare other major subfields of linguistics that are equally important. First is
pragmatics, which is the study of the interaction betweenlanguage and the
contextsin which it is utilized. Secondly, there is synchroniclinguistics, which
studiesa language's form at a fixed time in history (pastor present).Thirdly, we
have diachionic or historical linguistics, which investgates the way a language,

altersovertime.
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A number of linguistic fields study the connectionsbetweenlanguage and the
subjectmatterof relatedacadcemic disdplines,suchassocio-linguistics (sodgology
and language) and psycholinguistics (psydology and language). In principle,
appliedlinguistics is any useof linguistic techniquesor resultsto proffer solution
to probleans connectedto language, but in practice,it tendsto be confinedto

seondlanguage instruction.

A personmustlearnalanguage (congiously or unconsciouslyjo beableto spak
it. It is not inbornin a person,it is acquired.A good questionto ask is how do
peoplelearnlanguage? For instancehow doesa crossi river pesonlearnto speak
Efik (Fig.4). Have you ever reflected on how people learn the language or
languages they speak? This happensactually as describedbelow. Taking some

time to tdk aboutthis nowwill be helpful.

Fig.4: A CrossRiver Maiden.
Source:NigerianMagazine.
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3.3 Language Acquisition

Language acquisitionis a major field of linguistic study.lIt is the processy which
people(childrenand adults) learna language or languages. A personcanlearn to
speakmorethanonelanguage Thefirst language he or shelearnsis referredto as

first-language acquisitionandthe seconds known assecondlanguage acquisiton
3.3.1 First-LanguageAcquisition

First-language acquisitionis an intricate process. Even the linguists only parly
understandhe process.However, researchebave establishedhat young children
have certaininnate characteristicghat influence themto learn language. These
characteristicsnclude the structureof the vocal tract, which enableschildrento
make the soundsused in language, and the ability to undersand a number of
generalgrammatical principles,suchasthe hierarchicalnatureof the structureof
phrasesand sentencegsyntax).The characteristicsnentiored above, however, do
not influence children to learn only one particular language; consequemy,
childrenacquirewhats@ver language is spoken aroundthem, evenif their parents
speak a different language entirely. An interesting featue of early language
acquisitionis that children seem to dependmore on semartics (meanng) thanon

syntaxwhenspeing.
3.3.2 SecondL anguageAcquisition

Although secondanguage acquisitionliterally refersto learninga language after
having acqured a first language, the term is frequently usedto describethe
acquisition ofa secondlanguage after a personhas reachedpuberty. Experts
inform usthat generaly, peopleexpendgreatr effort learning asecondanguage

andthat they often acheve lower levels of competence in that language. Unlike
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adults,children experiencdittle difficulty in acquiring more than one language
afterpuberty.

It is easierfor peopleto gain knowledge of secondlanguages more succesfully
whenthey bemme immersedn the culturesof the communities that speak those
languages. Learnng second languages is more successfulin culturesin which
acquirhg a secondlanguage is expectedasin most African countries,thanthey
do in culturesin which secondlanguage praficiency is consideredunusual asin

most English-speaking countries.

Have you noticed that some people speak more than one language fluently?
Linguists have terms for this, namely, bilingualism and multili ngualism. Are you

sureof themeanng of theseterms? Youcanlearnmore abouthem here.
SelfAssesment Exercisel

Discusdriefly howthe firstandsecondanguage isacquired

3.4  Bilingualism and M ultil ingualism

Bilingualism s the abilityto masterthe useof two languages,and multili ngualism
Is the ability to masterthe useof more thantwo languages. Peoplein many paits

of the countryhave masteed twoor more indgenous laguages.

Bilingualism and multilingualism ofteninvolve differentdegreesof competencan
the languagesinvolved. A personmay manage one language betterthananother,
or a personmight have masteredtwo different languages better for different
purposesFor example a personmay use one language for speaking and another

for writing.
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Anotherfact you needto noteis thatlanguages charge continually andwhenthis
happensdifferentvarietiesof the lamguages a&velop. The charges that occur
may be so profound that the people may find it a little difficult to undestand
themsdves. This point can be illustrated with the caseof the Yoruba language.
Thereare many variationsof the Yorubalanguage asevidentin the differencesn
the way peoplefrom different ethnicgroupsin Yorubaland (ljebu, Lagos, Ondo,

etceteraspek.

| am sureyou have heard peopletalk aboutdialects.A dialectis a variety of a
language spoken by an identifiable sulgroup of people.Traditionally, linguists
have apdied the term (dialect)to geographicadly distinctlanguage varieties, butin
current usage the term can include speeh varieties typical of other socially

definablegroups.

In everydayusage, the term dialect signifies a variety of a language thatis distinct
from whatis consideredthe standardform of that language. Linguists, however,

considerthe standartiinguage to besimply onedialectof alanguage.

Dialectsdevelop prmarily asa resultof limited communicationbetweendifferent
partsof a community thatshareonelanguage. Undersuchcircumstancesgchanges
that t&e placein the language of one part of the community do not diffuse
elsewhere.As a result, the speeh varieties bemme more distinct from one
another.If contact continuesto be limited for a long enaugh period, sufficient
chargeswill build up to make the speechvarietiesmutualy unintelligible. When
this occurs,andespeciallyif it is accanpaniedby the socicpolitical separatiorof
a group of speaersfrom the larger communty, it usuallyleadsto the recognition

of separatéanguages.

How do we detemine whethertwo speechvarieties are dialecs of the same

language, or whether they have altered suficiently to be consideed distinct
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languages? Doing this is not an easytaskandit is a debatablelecision.Linguists
usually allude to sharedlucidity asthe major criterion in making this decision.
Linguists have worked out a way to solve the problem. They make this distinction
in two ways. Firstly, if the two speechvarietiesare not mutually intelligible, then
the speechvarietiesare consideredas different languages. Secondly,if they are
mutualy intelligible but differ sysematicaly from one another,then they are

takenas dialect®f the sane language.

Thereis a fundamental problem with this classification,however, becauseanany
levels of mutualintelligibility exist, andinguistsmustdecideat whatlevel speech
varieties shodd no longer be consideredmutually intelligible. This is hard to
establish in practice. Linguists postulate that intelligibility has a large
psychobgical component:lf aspeker of onespeechvariety wantsto understana
spe&er of anotherspeechvariety, understanahg is more likely thanif the caseis
different. In addtion, chainsof speechvarietiesexistin which coniguousspeech
varietiesare mutually intelligible, butspeechvarietiesfartherapartin the chairare
not. Moreover, sociopolitical factars almost inescapablyinterferein the process

of differentiatingbetweerdialectsandlanguages.
SelfAssesment Exercise2

Discusdriefly whatyou understandby the tem dialect
The Standard Language

Accordng to Adediran (1978), the standard language is fia codified form of
language, accepted by andsaving asa model to alarger speeh communit yand
can be usedas a fimeasureof the urbanizationof the culture of the spe&e r He
also addsthat the standardanguage perfams three symbolic and one objectve
function. Thesymbolic functionsare:the unifying function of language wherebyit
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senvesasa link betveenthe spekersof the differentdialects,thusuniting thenin
a single speechcommunity, the separast function wherebyit makesthe speakers
separatdrom the spekers of other languages. Another symbolic functionis the

function of prestge whichis attachedo the possessiarf a standardanguage.

As Adediran(1978) hassaid, fthe objectve functionof a standardanguage is its
role asa frame-of- referencelt is the codified norm that bemmesa yardstck for

correctnes®

4.0 CONCLUSION

As we have noted from the foregone discussion, langiage means verbal
communication, speechor lingo. Language is an importantaspectof culture. It
playsa vital role in cultural formation and trangmnission. It is the principalmeans
usedby human bengs to communicatewith one anotherandit sevesasa means

of expressiomandis a potenttool for trangnittingthe culturalvaluesof apeople.

It is also sametimes usedto desgnate a group of people.The acquisition of
language comes through learnng and it is possiblefor a personto acquiremore

thanonelanguage.

SUMMARY

Fromthe variousdefinitionsof language examined, it is clearthatlanguage is one
of the principal aspectsf culture Its importance is explicit in how it is usedto

identify, in some casesthe cultureof a people.This is exanplified, for instance,
in the threemain culturesin Nigeria. It is also apparentfrom what hasbeen said

above thatlanguage playsavital role in cultural formation andransmission.

50 TUTOR-MARKED ASS GNMENT
1. In yourownwordsdefinethe termilanguage.o
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2. Clearlyexplainwhatlinguistsmean bybili ngualismandmultili ngualism

3. Explainlegibly andin an oganizedmannerhow peopleacquire

languages?
4. Differentiatebetweernanguage andinguistics.

REFERENCESAND FURTHER READINGS

Adediran Adekunle. (1978).AThe StandardLanguage Questionin Language
Planning: A Preiminary Apprasalof Development in Yorubao

Buchloh,B. (2001).NeoAvantgardeand Culture Industry. Cambridge, MA:
MIT Press.

Carrier,D. (1991).Principlesof Art History Writing. University Park, Pa:
PennsivaniaStateUniversityPress.

Clark, T.J.(2001).Farewell to an Idea:Episodesrom a History of
ModernismNew Haven: YaleUniversity Pras.

Fitzpatrck, V. L. N. V. D. (1992).Art History: A Contextualnquiry Course
Pant of view Series.RestonVA: NationalArt EducationAssociation

FrazierN. (1999).ThePenguinConciseDictionary of Art History. New York:
Perguin Reference.

Gombrich, E. (1996).TheEssentialGombrich p. 7. London:PhaidonPress
Greenbeg, C. (1961) Art and Culture,BeaconPress.

HarrisonC., Wood,P. andGaiger, J. (2000).Art in Theory16481815:An
Anthologyof Changingdeas.Malden,MA: Bladkwell.

HarrisonC., Wood,P. andGaiger, J. (2001).Art in Theory,18151900:an
anthologyof changng ideas.Malden,MA: Blackwell.

Harrison,C. andWood, P.(2003).Art in Theory, 19032000: An Anthologyof
Changingldeas.2nd ed. Malden,MA: Bladkwell. HauserA. (1959).
ThePhilosophyof Art History. New York: Knopf.

60



Hatt,M. andKlonk, C. (2006. Art History: A Critical Introductionto Its
MethoddMlanchester

Holly, M. A. (1984).Panofskyandthe Foundations of Art History. Ithaca,
N.Y.: CornellUniversityPress.

JohnsonW. M. (1988).Art History: Its Useand Abuse Toronto:University of
Torono Press.

Kemal, S. andlvan,G. (1991).TheLanguageof Art History. Cambridge
University Press.

Mansfield,E (2002).Art History andlts Insttutions: Foundationsof a
Discipline Routledye

Minor, V. H. (1994).Critical Theoryof Art History. Englewoad Cliffs, NJ:
PrenticeHall.

Minor, V. H. (2001).Art historys history.2nded UpperSaddleRiver, NJ:
PrenticeHall.

Murray,C. (2003).KeyWriterson Att. 2 vols, Routledge Key Guides.London:
Routledge.

NelsonR. S, & Shiff, R. (1996).Critical Terms for ArtHistory. Chicago:
University of Chicago Press.

Pollok, G., (1999).Differencingthe CanonRoutledye.
Pollo, G (ed) (2006).Psychoanalysisandthe ImageOxford: Blackwell

Potts A. (2003)ASign o0in R.S. NelsonandR. Shiff, Critical Termsfor Art
History2ndednChicego

RandolphQuirk (1968)fiThe Useof Englisho Longmans

RobinsonH. (2001).FeminismArt-Theory: An Anthology;1968200Q
Malden,MA: Blackwell.

Ukoyen, J.P.A.(1978). fLinguistic Relatvity and Language Universas:
Problem and Prospectsfor the Translatoro Nigerian Journal of
Humanities BeninCity: Facultyof Arts, Universityof BeninNos. 2.

61



UNIT 4: THE FAMILY AS A CULTURAL UNIT

Table of Contents

1.0 Introduction
2.0 Objectives
3.0 Main Content

3.1 TheRoleof the Family in the Society
3.2 Typesof Families
3.2.1 TheNuclearFamily
3.2.2 TheExtended~amily
3.3 Kinship Teminology (The Family Tree)

3.4 Marriage as aSocial Institution

3.4.1 Marriage Practices

3.4.2 Selectng aPartner

3.3.2 Dating, CourtshipandEngagement
3.4 Marriage andFamily Practicesn Nigeria

4.0 Conclusion

5.0 Summary

6.0 Tutor Marked Assgnment

7.0 ReferenceandFurtherReadimgs

1.0 INTRODUCTION

We are all familiar with the term family, especially for thoseof us in Africa,
wherefamily ties areusuallyvery strong. Families develop whentwo membersof
the oppositesex known as husbandand wife go into a partnershipreferredto as
marriage, a bondthat bindspnot justthe two personggetting married,butalsotheir
families. In this unit we shall read about family and marriage, their types,

functionsandsignificance.
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20 OBJECTIVES
At the endof thisunit, youshouldbeableto:

A Definethe tems family andmarriage;

A Differentiatebetweerthes two concepts;

A Describethe differentypesof families;

A Describethe processvolved in selectig a partnerfor marriage;

A Discusgthe tems usedo describdamily members;

3.0 MAIN CONTENT
3.1 Family and Marriage

Family (deiived from Latin: familiare), is the basicsocialgroup of peopleunited
through bondsof kinship or marriage. It is an institution that is presnt in all
societies.In human societyno onecanexistin isolaion without otherpersons.in
most societies,the family is the principal institution for the socialization of
childrenand a basicinstitution that s critical to the structureof socidy. Idealy,
the family provides its members with protection, companionship, security, and
socialization.Family and marriage are two closely relatedterms. Thus,we shall

take a brief look atthe meaning of the wordmarrigge laterbelow.

Sociologists have identified different types of families. They are the nuclear

family andthe extendedamily. We will now examine them in the following texts.

3.2 Typesof Families

Thestructureof the family andthe needsthatthe family fulfills vary from society
to society.Basicaly therearetwo typesof family, namely, the nuclearfamily and

the extendedamily.
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3.2.1 The Nuclear Family

Thisis the basicfamily unit from which the extendedfamily emanateslt usually
comprises of parentsandtheir children. The structureof this type of family may

differ from societyto societyandit may takeeitherof the followingforms:

A Monogamousfamily

In manysocietes tradition dictatethat marriages are monogamous,thatis,
an individual is married to only one other person. This form of marriage
existsin all culturesandis the most common form, evenin placeswhere

otherarrargements are recgnized.

Peoplein monogamous cultures may not have more than one marriage
partnerat a time. However, if a marriage endsdueto the deathof a partner
or divorce (legal termination of marriage), re-marriage is pemitted. Thus,
peoplein monogamous cultures may have more than one spouseduring

theirlifetimes.

NDUKA CHOMA | —  parent§man&wife)

CHDI BEBELE NGOZI ucHe | — Children

Fig.5: A Diagram Showing a MonogamousFanmily.
Source:lllustraion by ValentineOmem.
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Thisdiagram illustrates the marriage between Ndka, whois the husband
and Chioma, who is the wife. The marriage has producedfour children,
namely: Chidi, Ebele,Ngozi and Uchewho are siblings. As you cansee
in the diagram, no member of the extendedfamily is includedbecauset
iIs a purely monogamous marriage. People in monogamous cultures

nomally do nothave more thanonemarriage partneratatime.
A Polygamousfamily

Wherepolygamy exists, in almost all casesit means polygyny is
practiced.In many African societiesand in Islamic cultures,where a
man may legally have as many as four wives, polygyny is also
practiced Even wherepolygyny is anappoved form of marriage, it is a
relatively rare occurrence.ln reality, most men cannotafford more than
onewife. Anthropologists believe that polygyny reflectsthe male desre
for prestge and paternty (fathehood) ratherthanthe sexdrive. It is
gererally practicedin societiesin which wealth, status, and even

immortality dependon having many children.

MUSA
(HUSBAND)
AISHA <«— Wives — | FATIMA
Children Children
FATAI BELLO GANI ABU

Fig.6. An lllustrationof a PolygamousFamily.
Saurce: lllustration by ValentineOmem
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Thediagram above showsthat Musais married to two wivesandeachwife bore
him two children. The childrenof the two wivesaresiblings or stepbothersand

stepsisterwhile the ewives are cavivesor maes.

A Polyandry is the practicewherea woman is allowed to marry more
thanone man. It is extremely rare. Whereit doesexist, it seems to be
associated with groups who live in extranely impoverished
environments. Polyandryis rife in areaswherethere is a shortge of

womenin comparisonto men.

3.2.2 Extended Family

The term extendedfamily has many distinct meanings. Firstly, it is used
synorymously with consainguineousfamily or joint family. Secondly,in societies
dominated by the conjugal family or nuclearfamily, it is usedto describe kindred

who do notbelongto the conjgal family.

In otherwords,the extended faiily is anextensiorof a nuclearfamily sharng the
sane lineage. It could spread across several generaitons which comprise of
members of a family (huand andwife) with their own children, their sepaate
parentsand siblings, and their siblings @hildren, aswell astheirc hi | dande n 6 s

S i b | dhinlgds rélEldrania some cases.

Members of an extendedfamily living together may feel a greater senseof
securityand belonging. This is one of the advantages of extenckd type of family
becauset containsmore membersto dependon during crisis and would seave as

role models to the youngéamily members.
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FAMILY

SN | Immediate Spouse(Huskand andWife), Parent(Fatherand
Family Mother),Child (Son andDaughter and,Sibling
(BrotherandSister).

Extended~amily | Grandparent)ncle,Aunt, Cousin,Nephew,
Niece,andCommon Ancestor.

Family -In-Law | FatherIn-Law, Mother-In-Law, Brother-In-La
w and, Sister-In-Law

Kinship Consaguinity, Affinity, Fictive Kingship,
Marriage, Adoption,DivorceandDisownment

Lineage Geneabgy, Patrilineality, Matrilineality,
BilateralDescentfFamily Tree, Pedyree, Family
Name, Heredity,InheritanceandHeirloom
Relationships Familial Love, Parental ove, Marital Love,
BrotherlyLove, Filial, PietyandVeneration

Fig.7: Caegoriesin aFamily
Source:http//en. Wkipedia.org/ wiki/Extencded family.

SelfAssesment Exercisel

1. Distinguishbetweerthe differenttypesof families.

2. Usingyour ethnicgroupas an exaple, descrbewhattype of family is
more common.

3.3  Kinship Terminology (The Family Tree)

The Family tree is a diagrammatic repregntation of the family showing the

relationshipof eachpersonin the family. To betterunderstanahis, it will be
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necessaryo know the meaning of the terms usedto refer to members of the

nuclearfamily which are as follows:

Father: amale parent

Mother: afemale parent

So: amale childof the parent(s)
Daughter: afemale childof the parent(s)

Brother: amale childof the sane parent(s)

S S S S S &

Sister. afemale childof the sane parent(s)

In some families, the man may have children with more than one woman or the
woman may have children with more than one man, in which case,the children
sharingonly oneparentwith eachotherarereferredto as"half-brothers"or "half-
sisters' For childrenwho do not sharebiological father or mother, or who are
adoptedthetermiis t espudedin relationto the membersof the family. Hence
you have "stepbrother”or "stepsis¢r” in respect of the children or"stegpmother” or
"stepfather’ The same terms generallyapply to childrenadoptednto a family as

to childrenborninto the family.

Typically, societieswith conjugal families also favor neolocal residence;thus
upon marriage a pe&son separatedgrom the nuclearfamily of their childhood
(family of orientation) and forms a new nudear family (family of procreation).
However, in the westen societythe single parent family hasbeengrowing more
acceptechndhasbegun to truly make animpact on culture. The majority of single

parentfamilies aremore @mmonly single mother families thansingle father.

These fanilies face many difficult issues besides the fact that they have to rear
their childrenon their own, but also have to deal with issuesrelatedto low
income. Many single parents struggle with low incomesand must copewith other

Issues,ncluding rent, child care,and other necessitiegequiredin maintaning a
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healthyandsafehome. In the extended dmily, membersof the nuclearfamilies of
members of onés own (former) nuclearfamily may classaslineal or ascollateal.
Kin who regard them aslineal referto themin temms that build on the temms used

within the nucleafamily:

A Grandparents:

Thesearethe grandfatherwho is a parent's father andthe Grandmother:who is a

parens mother.

A Grandchildren:

Theseare the grandson,that is, a child's son and the granddaighter, that is, a

child's daughter

Forcollateralrelaives, more classificatoryterms come into play, tems thatdo not

build on the tems usedwithin the nucleafamily:

A Uncle fathe's brother,motha's brotherfathe'symotha’s siste's husband
A Aunt: fatha's sister,motha’'s sisterfathetrs/mothefs brothe's wife
A Nephew: sistefs son,brothets son,wife's brathers son,wife's siste’'s son,

A Niece sistefs daughter, brothets daughter,wife's brothe's daughterwife's

When additional generdions intervene (in other words, when onés collateral
relatives belong to the same generaion as onés grandparets or grandchildren),
the prefixesiigreato or figrando modifies theseterms. Also, aswith grandparents
and grandchildren,as more and more geneagtions intervene the prefix bemmes
figreatgrandd adding an additionalfigreato for eachadditionalgeneration Most
collateral relaives have never had membership of the nuclear family of the

members of onés own nuclearfamily.
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Cousin: the most classificatoryterm; the children of auntsor uncles.One can
further distinguish cousinsby degreesof collaterality and by generation. Two
personsof the same generationwho sharea grandpaent countas "first cousins"
(one degree of collaterality); if they sharea greatgrandparentthey count as
"secondcousirs” (two degreesof collaterality) and so on. If two persns sharean
ancestorpneas agrancchild andthe otherasa grea-grandchildof thatindividual,
thenthe two descendnts classas "first cousins onceremoved” (removed by one
generatbn); if they sharedancestorfiguresas the grandoarentof one individual

andthe greatgreatgrandparenof the other,the individualsclassas"first cousns

Dike

Osas Ogo

Chuks

Ayo

Uche

Fig.8: Ay o Bamily Tree

AT GrandParents

Bi1 Parents

Ci1 Children

Source:lllustraion by ValentineOmem

twice removed" (removedby two generations)andso on.
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Similarly, if they sharedancestorfigures as the great-grandparenf one peron
and the greatgreatgrandparent of the other, the individuals class asfisecand
cousinsonce removed0 Hence one canrefer to a fihird cousin once removed

upwardso

Cousinsof an older generation(in other words, onés parents'first cousins)
althoughtechnicallyfir st cousinsonceremoved, are often classifiedwith "aunts"
and "uncles". Similarly, a personmay refer to closefriends of one's parents as
"aunt" or "uncle", or may refer to closefriends as"brother" or "sister", using the
pradice of fictive kinship English-speakers mark relationshipsby marriage

(exceptfor wife/husbandvith the tag'-in-law".

Themother andfatherof one's spousebemme onés motherin-law andfatherin-
law; the female spouseof one's child bemmesonés daughterin-law andthe male
spouseof onés child becomesone's sorrin-law. Thetermiisisterin- | a weers to
three essentiallydifferent relationships, either the wife of onés sibling, or the
sister of one's spouse,or, in same uses,the wife of one's spouses sibling.
fiBrothe- In-law dexpressea similar ambiguity. No speciatemrms existfor the rest
of onés spoug's family. The terms "half-brother" and "half-sister" indicate

siblingswho shareonly onebiological or adoptive parent.

SelfAssesment Exercise3

Usingthe knowledge you have gainedfrom the discussioralbove, draw your own

family tree.

3.4 Marriage as aSocial I nstitution

Marriage is commonly defined as a partneship betweentwo members of the

oppositesex known as husbandandwife. The usualrolesandresponsiHities of
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the husbandand wife include living together, having sexualrelationsonly with
one another,sharihg ecoromic resourcesand beingreagnizedas the parentsof

their children

Fig.9: A Coupleduringtheir TraditionalMarriage Ceremony
Source:Phobgraphby Dr. SweetU. Ebegbe

Marriage is both a public institution and a private, personalrelationship. On the
one hand, marriage involves an emational and sexual relationship between
particular human beings. At the same time, marriage is an institution that
transcendghe particular individuals involved in it and unites two families. In
same cultures,asin Nigeria, marriage unitestwo families in a composite set of

propertyconnectionsnvolving land, labouandotherresources.

It is not just the extendedfamily sharean interestin any childrenthe couplemay
have, the society does also. Furthemore, the legal and religious definitions of
marriage andthe lawsthatsurroundt usuallyrepresenthe synbolic expresion of

coreculturalnoms andvalues.
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In additionto beng a personatelationshipbetweentwo people marriage is oneof
S 0 c i mdstympa@tantand basicinstituions. Marriage andfamily seve astools
for ensumg social reproduction.Social reproduction includes providing food,
clothing and shelterfor family members, raising and sccializing children, and
caringfor the sick andelderly.In families andsocidies inwhich wealth,property,
or a hereditay title is to be pas®d on from one generatiorto the next,inheritarce
andthe productionof legitimateheirsis a major concernin marriage. However, in
contanporary industrialized societies, mariage functions less as a social

institutionandmore as aourceof intimacyfor the indvidualsinvolved.
3.4.1 Marriage Practices

Marriage is the sociallyreamgnized and appioved union betweenindividuals who
make a commitment to one anotherwith the anticipaton of a stableandendurng

intimate réationship. It begins with a ceemony known as a wedding, which

formally unitesthe marriage partners.

Fig.10: Signing the Marrage Registeratthe Marrige Registry

Source:Phobgraphby Dr. SweetU. Ebegbe
73



A marital relaionship usually involves some kind of contract,either written or
specifiedby tradition, which definesthe patn e rrights and obligationsto each
other,to any childrenthey may have andto their relaives.In most conemporay
societes, marriage is certified by the government. In Nigeria, couplesusually
contractmarriagein different waysnamely: Traditionalmethod, Legal (Registry),
the Christianmethodandthe Islamic method,et cetera.Couplesmay choseto use
either one or more of thesemethads. Marriageis generaly acceptedasbeing an

institutionordainedoy Godalmighty andis believedto be as oldsmankind.

Fig.11: A Couplewho performed a ChristianMarriage
Source:Phobgraphby Dr. SweetU. Ebeigbe
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3.4.2 Seleting a Partner

Although practicevary from onecultureto another,all societieshave rules about
who is eligible to marry whom, which individuals are forbiddento marry one
another,and the processof selectng a mate. In Benin, like in most Nigerian
societiesvherefamily ties arevery strong, the parentspf the prospectie marriage
partnerssearchandselectthe marriage patners. As Emovon (2003)reportsiit is in
accordwith the obligation and duties of the parentsto find a wife or husbandor
their children.He adds thatin suchsituations,the family of the suitor woosfor a
girl-child of the otherfamily that it seesas meetingtheir criteriafor good heath,

characteandsatisfactorysocialandeconanic classo

Thisis acommonpracticebecauseas we nad earlier,marriage isconsidered ot
just as a union of two individuals, but the bonding of two families. However,
many societieshave gradually changed and now pemit more freecom of choice
for the coupleand a greateremphasison love as the basisfor marriage. Thereare
two distinct stages of marriage, namely choice of partner and the marriage
ceranony. We will now considerhow individuals who choosetheir partners

themsdvesgo aboutit beforetheyfinally get married.

3.4.3 Dating, Court ship and Engagement

In societiesn whichindividualschoosetheir own partnersyoung peopletypicaly
date prior to marriage. Dating is the processof spendingtime with prospetive
partnersto beamme acquaited. Datesmay take placein groupsor between just
two indviduals. Westem-style dating is not common in rural areas, but it is
practicedby some young people in urban areas, especiallythe educatedones.
When dating bemmesmore seriousit may be referredto as courtship.Courtsip
implies a deeperintensity of commiment than datingdoes.During courtshipthe
individuals specifically conemplate marriage, rather than merely enjoying one

an ot bompay or the time being.
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Courtshipmay leadto engagement (also known as betrothal). The engagement is
the formal agreementto marry. Coupks usudly spendsome periodof time being
emgaged before they actwlly marry. They are expectedto use the period,
especiallyto learnmore abouteachother,their families andto make arrangemerts
for their on-coming marriage ceremony. There is actually no fixed durdion for
the engagement siage. This would dependon the couplénvolved usially theytake
their time to choosea convenient datefor the marriage ceremony. It could take

days,weeks, months orevenyears.

A womanwho is engagedis knownas theman 6 s f andtmema&né known as
the woma n diamcé. Men characteristicallygive an engagement ring to their

flancéeas asymbol of the greementto marry.

Fig.12: A LadyReceving Her Engagement Ring.
Source:Phobgraphby Dr. S.U. Ebepbe.
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In general peopletendto dateand marry people with whom they are compatible,
that is, with personswith whom they sharecommon charateristics. Thus, mate
selectionnormally resultsin homogamous marriage, in which the patners are
similar in a variety of ways.Characterististhat couplesendto sharancluderace,

ethnicity, religion, ecoromic statusage, andthe level of prestge of theirparerns.
SelfAssesment Exercise4

Enumerate the stges nvolvedin the selectiomf amarriage partner.

3.5 Marriage and Family Practicesin Nigeria

Marriage in Nigeriansocietyvares greatly betweenurbanand rural areasacross
ethnic and religious borders,and with levels of education.Still, most Nigerians
share a strong attachment to family and especiallyto children, to clearly
differentiatedrolesfor men andwomen, to a hierarchicalsocial structure,and to

thedominance of ralgion in shapng commurty values.

Nigerian societyunctionsin ahighly patriarchal fashion,with menexertng broad
control overthe lives of women, who aretypically lesseducatedand have limited
accesgo healthandsocialsevices. Women work far longer hoursthanmen. They
performvirtually all housewok andchild care, aswell as(for mostwomen)many
hours of income-earnng work, especidly farming. The exceptons are in some
southern states,where women are more actve in trade and exert considerale
political influence.In northernMuslim communities, especiallycities, womenare
confinedto the home accordng to purdah(the seclusionof women from public
view). Many women in purdah participate, using children as couriers, in a

concealedradein craftarticles,preparedoodstuffs,andothergoods.
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Polygyny is widely practiced among Muslims, among adherentsof traditional
religions, and among Christianswho belong to independentAfrican churches.
Among northernMuslims andin many more traditionalsocieties most girls enter
family -arranged marriages near the age of puberty. The dawghters of more
educatedpopulations, particularly in the souh, tendto marry when they are in
their late teensor early twenties.Men usualy marry at a later age, especiallyif
they come from impoverishedfamilies that are unableto afford the high cost of
weddngs andbride-price (paymentgivento theb r i ¢amily by or on behalfof

the futurehhusband).

Although specific details of the family structure vary from one ethnic group to
another,Nigerian families are generallymale dominated.Polygamy is practiced,
but its popularity varies accordng to region, ethnic group, and education.
EducatedChristianwomen living in urbancenters,for example, arelesslikely to

marry a man withotherwives tharotherwomenmight be.

While the statusof Muslim women in Nigerna is similar to thatin otherlslamic
countries, most other women enjoy a great degree of freecom .they influence
family decisionsgngage in opentradeat the marketdace,andaccountfor abouta
third of the labor force. Large families traditionally sharethe workload at home.

Nigerians have deepespector theirelders.

Some cultureshave peculiarpractiees associted with marriage. For example, in
Kanuri marriages, the breaking of the virginity is usuallyheraldedby clapping of
pansandtins by the bridesmaidsin the eaty hoursof the morning. The group
would dance round the town stopping at the residence of the b r i daedd s
bridegroomd selaives.The occasionaccordingto Imam (1969),is a greathonaur

to the parentsof the bride, fbearing excelent testmony of their rigidity of
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disciplinein bringing up the young bride asa virgin- conventiondly a sacred duty

on every Muslim parento

World-wide, marriage cusbms vary, as | have said before,but the payment of a
dowry is common to most cultures.In some culturesin Nigeria, for example, the,
groom is expeced to give money,property,or sexice to the &mily of the brideln
same casesa groom is expectedo spend unspecified periodsof time helping his

futurefatherin-law in his fam.

In most partsof Nigeria(Yoruba, Edo andligbo), the family of groom is expected
to presenthe family of his bride with a number of items aspart of the ceremony.
Thekind of itemsandtheir quantityvariesfrom culture to culture andfrom family
to family. But, generally,the gifts include food produce,kola nuts and assorted

drinks.

Fig.13: Gifts Presentethy the Groond Bamily t o t he Br i deds
Family duringa TraditionalMarriage Ceremony.
Source:Phobgraphby Dr. SweetU. Ebegbe.

Although thereis really no specifiedage for peopleto get married, however,
women usually marry by the time they are 20 yearsold andmen marry in their
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mid-20s. In some partsof Nigeria, especiallyin the northernparts, adolescents.
Marriage is often consideed a processratherthan an event, so couplesmay live
togetherbeforeor insteadof a formal marriage ceremony. Many couplessimply

find aweddingto be tocexpensve.

40 CONCLUSION

Thefamily institution is a key unit of culture. Its very existenceensureqot just
the physical continuity of man but his cultural and social continuity as well.
Famili es are formed beause people marry and give out their own children in
marriage to other persas outsidetheir own families. This arrangement, which is
as oldas mankind ensues that the human race is perpetuatedsustainedand

preseved.
50 SUMMARY

In this unit we have looked at the family which is the basc unit of the socigy.
Since a personusually becomes a member of a family either by kinship or by
marriage, hence we learntalso aboutmarriage, aninstitutionthat bindsa married
couple andtheir families. Furthemore, our analysisconsideredthe typesof
family and the terms usedto describethe relationshipsof membersof a family.

With this lastunit, weconcludethe firstmodule in thiscourse.

TUTOR-MARKED ASS GNMENT

1. Usingthe example of marriagesin your culture, indentify the major differences
betweerfamily and marriage?
2. Marriage practicesinvolve the selectionof a partnerby personintending to go
into matrimony. How is this donein yourlocaity?
3. With the aidof diagrams discusthe meanig of the family tree.
4.|dentify andwrite shortnoteson the diffeent typesof families?
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MODULE 2: ART AS AN ASPECT OF CULTURE

Unit 1: Introdiction to Creatve Arts

Unit 2: Introdiction to FineArt

Unit 3: Introdiction to Applied Arts
Unit4: Introdiction to Desgn

Unit 5: Introdiction to the Perfaming Arts

UNIT 1: INTRODUCTION TO CREATIVE ARTS
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7.0 ReferenceandFurtherReadimgs

1.0 INTRODUCTION

In our study of the creatve art, we shall be taking a generallook at art, its
functions and it main brarches. We shall also be discussingthe elements and
principlesof art, with a view to identifying, understandig anddelineatng cleaity

thevariousareasve shallbe treatingsubseqantly.

20 OBJECTIVES
At the endof thisunit, youshouldbeableto:
A Identifyanddefineart;
A Enumerate its major functionin society;
A Differentiatebetweerthevariousbranchesf art ;

A Enumerate anddiscusshe elenents angrindplesof art;

3.0 MAIN CONTENT

3.1 WhatisArt?

Art generallyis a way of life. As we have statedearlierin module one, artis
a distinctly human actvity. In the true sense of the term, only human beings
createart. Art involvesthe useof theintellectual capacityof man. Though arimals
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may engage in acivities whichare ikenor even describedy termswhich are also
usedto describesome aspectf art, they are not art in this patticular senseFor
instance we are very familiar with the fact that birds sing and many anmals put
up a number of colourful and captivating displaysreferredas courtship dance.
Theseactivities cannotbe termed art beause they are merdy instincive and a
kind of reflex action thatinvolveslittle or no intellectualeffort. They are simply
part of the survval straegies of nature.ln mostcasessamne art works have no

directlink with survival or anyotherbasicneedof maneventhough othersdo.

Scholas havetracedthe origin of the word art to the Latin word fAArso which
simply meansskill. In the broadesterse, art embracesall creatve disciplinesof
man andit is dividedinto two broaddivisions: Liberal Arts andthe Creatve Arts.
Understandig the differencebetweenthe two categories is very importantand |

know you will be interestetb know more alout them.

i. Liberal Arts

Liberal Art includesall subjectsin the humanities suchas history, literature, and

areasf the sociakciencesuchasreligion, philosophy,andmathematics.

il. Creative Arts

Creatve Artsis dividedinto two caegories. Theseare the Perfoning Arts andthe
Visual or Plastic Arts. The Perfaming Arts includeTheatreArts and Music. The
Visual Arts is dividedinto the Fineand Applied or IndustrialArts. Thoseinvolved
in the Perfoming Arts are referredo asArtisteswhile thosein the Visual Arts are
calledArtists. The diagram belowshouldbe able to make the pointsabove cleare
for you (Fig. 14).
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CREATIVE ARTS

VISUAL ARTS(PLASTIC ARTYS)

PERFORMING ARTS

FINE ART APPLIED ART MUSIC
DRAWING (INDUSTRIAL ARTS) DRAMA
PAINTING TEXTILE DANCE
SCULPTURE CERAMICS

GRAPHICS

Fig.14: Branchesf Creatve Arts
Saurce: lllustration by ValentineOmem, 2010

SelfAssesment Quedion 1

Briefly delineatein our own wordsthe vanous branchesand disciplinesin the

Creatve Arts
3.2  Functions ofArt in the Society

Broadly,the functons of art fall within threecategories, namely: personal socil
or physical functbns. Thesefunctions of art which | have descibed below arenot

mutualy exclusve,asmany of themmay overlap in anygiven pieceof art.

3.2.1 ThePhysical Functionsof Art

Thowgh not all works of art have physical functions; some are createdto
performphysical functions.A good example is the type of earthenwar@ot used

for palm-wine storage in many Nigeriancommunities. The potis anartwork in
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all ramifications,butit alsoperforms a physial functionin a wine carrying rite
during a traditional wedding ceremony, for instance.Artforms which have
physicalfunctions areeferredto asappliedand exanplesinclude: Architecture,
anyof the craftsaas wellas industriatlesgns.

3.2.2 Social Functionsof Art

Art has social functions when it addressesiot one persors point of view or
experienceput, aspectof (collecive) life. Any art that exertsinfluenceon the
populationin a societyis consideredas having a socal functon. The masks
worn by masqueradesn most African socidiesare a good example. You must
have seensome masks that are desgned to either frighten, amuse, et cetera,
during masqueradalancesin your locality. In Benin (Nigeria) there are the
Ekpo masks which are usedin communal ritual cerenonies.Masquerdeswho
are consideredn Benin as spirits representate referredto as Erinmwin adorn
them during ritual worships.Other examples are the Benin trophy headsthat
seve as instruments of sodal control for perpetuatingthe staus quo.
Egharevba (1968) reportsthat in the past,the severedheadsof enemies of the
Oba of Benin who instructedhis brasscastersto depict them in brass.The
bronzeswere placed on ancestralaltars and in war shrinesor sentto the
successoof the fallen rebel ruler as a regular aide memoire of the intermittent
fate,which awaitedall enamiesof the Obaof Benin.

3.2.3 The Personal Functionsof Art

Art works also have many personalfuncions which differ from personto
person.For example, it could seve the basicfunction of providing a meansof
self-expressioror self-gratification for the artist that createdthe work; it could
alsoprovide an aesthetiexperiencebothfor the artstandviewers.

Some art work may not have any particular meanng or function other thanto
entertainits viewers. Art can also be thergeutic for both the artist and the

viewer.
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Art may save the personalfunctons of control suchas the artforms usedin
rituals to attempt to exertmagical contol over time, or the seasas or even the
acquisitionof food.

Yet anotherpersonafunction of art is that of religious service,many examples of
this abound,suchas shrine altar artforms. Sametimesart is usedto assistus in
maintaning oursévessuch asthe clothes we wearto keepawaycold or et cetera

or the ornanentsthatwe adormurseveswith in orderto look beautiful.

Fertility symbols arefoundin many culturesthat perfam biological functions.A
good example is the famous Venusof Willendorf or Woman of Willendorf, asit
wasalsocalled(Fig, which wasusedin fertili ty rites.theimage isa small statuette
of a female figure, 11cms in height and carved from an oolitic limestonewas
estmated to have beenmade between22,000 B.C.E. and 21,000 B.C.E. It was
discovered in 1908 by archaeolgist JosefSzombathely at a Paleolithicsite near

Willendorf, avill age in Lower Austrianearthe city of Krems (Fig. 15).

Fig. 15: Venusof Willendorf.
Source:Art AcrossTime.
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SelfAssesment Quedion 2
Describan yourownwordsthe functionof Art

3.3  Elements of Art
Therearefive elementsof art andthey areline, form, tone,texture and colour.
Becauseof their importancein art making, it is necessaryhat you know more

aboutthem. | have carefullyexplainedthem below.

3.3.1 Texture

This refers to the appearanceof surfacesand their quality of roughnessor
smoothness when touchedor felt. Try to feel the surface of sandpaperthe
roughnessyou feel is the papergexture.Also move your handon the suffaceof a
mirror andfeel its smoothnessTexture could also be real or perceptible What |

meanby this is thatthe texturecanbereallike the softnessof ac a tfub @ it can
be visualizedfrom the furs andartistdepictson the body of a catdrawnon paper.

Texturescanbe naturbor simulated(man-made).

3.3.2 Line

A line canbe definedas amark or stoke made on asurfaceLinesare usedn the
drawingof objectsandfor defining shapesnd boundarieslt is the mark madeby
the movement of the hantholding a pen,pendl, et ceteraon asurfacewhich could
be paper,carvas,boardandso on. Linescanhave variousqualitiessuchasbeing
bold or thin (delicate)depending on the medium used in making it. It could be
vertical or horizontal;diagonal, angular, or oblique, rhythmic lines which include
wavy lines, scrollsandloops.It couldalsobe zig-zag andso forth. Linescould be
alsobe usedto draw variousshapesr they can be usedto expressmovement or

emotions (Fig. 16).
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Fig. 16: Different Typesof Drawings Using Lines.
Source:lllustraion by Dr. SweetU. Ebegbe, 2010
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3.3.3 Form

Thisis thevisible appearancef anyobjectasit relateso its surroundingpace.
Thereare twotypesof forms: Twodimensioral forms andthreedimensonal
forms.

3.34 Colour

Foryouto undersand whata colour is,you needto first have anideaof whatlight
is. As you are aware, the absenceor oppaste of dark is light. Adams (20(2)
explainedwhatlight is andusedthe explanabn to teach us whatolouris. He said
that fithe technical definition of light is electranagnetic eneggy of certain
wavelengths that, when it strikes the retina or the eyes, produces visual

sensation® He goes further to stae that rays of light that have cer@in

wavelengths create the sensabn of colour, we are told that this can be
demonstrated by passng a beam of light through aprism. What happgens when
this is doneis that the light breaks down into its constituenthuesof red, yellow
andblue(Fig.17).

Fig.17: TheColourPrism
Source:Art AcrossTime

91



Red,yellow andblue are calledprimary colours becausehey cannotbe produced
by mixing any other coloursanda combination of two primary coloursproduces

a secondarycolour. Yellow and blue createsgreen,red and blue makes purple
andyellow andred make orange.

A Colour Wheel

A typical artiss' paint colour wheel (also called a pigment colour wheel) hasthe
colours blue, red, and yellow primary colours. The correspondingseconday
colours are green, orange, and violet. The tertiary colors are red orange, red

violet, yellowi orange, yellowi green,bluei violet andblue green(Figl8).

e €Y Y T el
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Fig.18: An Arti s €adboarWheel.
Source:Art AcrossTime
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On the paint colour wheel used by the artists, red, yellow, and blue primaries
(RYB color model)are arranged at threeequally spacedooints aroundthe colour
wheel. The arrargement of coloursaroundthe colour circle is often consideredo
bein correspondenceith the wavelengths of light, asoppcsedto hues,in accord
with the original colour circle of IsaacNewton. Moderncolour circlesincludethe

purples,however, betweemedandviolet.

Most color wheelsare basedon threeprimary colors,threesecondarycolors, and
the six intemediates formed by mixing a primary with a secondaryknown as
tertiary colors,for a total of 12 main divisions; some add more intermediatesfor

24 named colors. Other color wheels,however, are basedon the four opponent

colours,andmay have four or eight main colas.

3.4 Principlesof Art

Thereare certairprincipleswhich are obseved in producng the waks of artfor it
to be sucessful. Theseare: Unity, variety bdanceproportiondominancerhythm
hamony, contrast, gradation, balance, proportion, emphasis, and illusion of

motion. Whatexactlyare theselements?

3.4.1. Unity

This is the pleasing effect of work that resuts from the combination of al the
works comporent parts,for exanple, hamony andvariety.

3.4.2. Harmony

Thisis the unity of all of the visual elements of a composition. It canbe realized
by repetitionof characteristicthatarethe sane or smilar

3.4.3. Repetition

It is the actof allowing some art elementsto featureseveraltimeson a surface.lt

re-emphasizesvisual unitsandit connects pas of anartwork together.Thereis a
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relationshipbetween repetition and rhythm. In fact, rhythm is as a result of

repetition.

3.4.4. Variety

Thisrefersto differenceswhich distort uniformity or similarity. It arisesfrom the
contrastor opposition, diversity of materids, differencein forms, colours,or
textures.Variety preventsneedlessepetitionor monotony.

3.4.5. Balance

It involves distribution of weight. It is a stae of equilibrium in which opposing
forces counterbalance eaokher. Thus restful effect is achiesed by grouping
shapes,lines and colours around a certer in such away that there is equal
attractionon eachside of the center.Therearetwo typesof balance:Symmetrical
and Asymmetrical balance.Symmetric balance existswhere the arrargement of
objectsin a spacas equally distributedaroundthe centreWhaitever is on theright
sideis equalto what is at the left, whatis at the top is equalto what is at the
bottom. In symmetric balancethe space canbe effortlesslydivided into two equal
hales.

Onthe othethand, aspnmetric balanceusuallyhasadistributionthatis notequal,
eitherin tems of sizeor space.

3.4.6. Proportion

Thisdealswith the relationships sizeof onepartof an art workto the other
partswithin the wok, aswell as to thdotality of its pats. It impliesthe useof a
scalecommonto thevarious partsof the wok.

3.4.7. Dominance

Thisrefersto the centreof attractionor interestin a desgn or composition. It is
the most outstanatig feature.

3.4.8. Rhythm

Thisrefersto movementwhich we feel whenwe look at a desgn. It oftenresults

from a repetitionof forms which flows in a given direction. Rhythm coud be
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staticor dynamic. Static rhythm occurswherethereis little or no variety in temms
of shapeandspacedetweerthem.

SelfAssesment Quedion 3
Discusdriefly anddifferentiatethe elenentsand principlesof art

3.1 Classification of Visual Art Basedon Form

The visual arts can be classified on the basisof different feaures.One of such
classification is on the basis of the form of work produced. Under this
classification,the visual art is sub-divided into two types: Two- dimensional and
Three-dimensioal art.

3.5.1 Two Dimensional Art

As | have describedabove, two-dimensionalart refersto works of art usuallydone
on flat surfacesThe works have onlytwo dimensionsnamely, length andbreadth.
Examples are drawing, painting, textile, graphics, et cetera. Two-dimensioral

forms arethoseforms which have only two dimensbns; length and breadth. They
include all works done on flat surfacessuch as painting, drawing, textile and

graphics.Works in this category usuallyhave a virtual depthor volume (Fig. 19).

Thereare a number of elements which an artist takes into consideratbn when
creding a two-Dimensionalwork. Theseare called designelementsandthey are:

colourspaceline, form, texture. Theselements have beerexplainedalove.
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Fig.19: An Qil Paintng
Source:Qil Paintng: MeansandMethods.

Materials for Creating Two-Dimensional Wor k
Thematerialsavailableto the artistfor creatng two-dimensioral works are varied

and numerous. We will discussonly a few of the commonly used onessuchas

paperspaintandfabric.

I.  Papers. papers are usedin art for drawing, printing, mounting and

painting. Almost any type is useful for art suchas cartridge paper,
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coloured paper, duplicating paper, newspaper,sugar paper, typing

paper,charcoapaper,andso on.

Paint: thereare differenttypesof paintsusedin art wehave shown

below:

A Acrylic or polymer paint: this is a moist densepaint similar to oil
paintin consistencyput it driesfasterandis capableof different
effects.It comesin tubesand othercontaines. It canalsobe made

by mixing dry colourwith a specialbinder.

A Oil paint:it is a densemoist paint usedby easel painters.It is used
undiluted,straght from the tube or it canbe diluted with turpentine
or mixed with a drying oil suchaslinseedoil. It canalsobe mixed
with beewax. It drieswith eithersheeror matt dependng on whatit
Is mixed with. Oil paint has a tendencyto sink into absorbent
surfacesand bemme dull when dry, hence,painterfirst preparethe
surfaceghey areto be appliedon with a wash of sizeanda coatof
under paintor gesso (a mixture of whiting and size), a coat of
emulsion paint, or a specialprimer depending on the surfacethatis
being used. Thereis also the oil paint usedby housepainters.It
comesin liquid form or assoft pastelt canbe usedstraght from the
canor dilutedwith turpentine.Some oil paintsdry to give amatt hue
while othersgive a sheen.It also has a tendencyto sink into
absorbensurfacesandbewme dull whendry, therefore thesurfaes
theyareto beappliedmust first be primed with a washof sizeor a

coatof underpaint

A Watercolour: thereis the type thatcomes moist in tubesor the type

madeinto tablets,cakes or pandt requiresmixing with waterbefore
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use.To achieve a full brilliance,it is bestusedin transparenwashes

onwhite surfaces.

A Powderpaint: asthe name implies, this paintcomesin powderform.
It hasto be mixed with water before use. Example of this type of
paint is poster paint which can be used diluted with water or

undilutedfor thicker effects.It is opaqueanddriesmatt.

3.5.2 Three Dimensional Art

Threedimensional art refers to works of art which have real volume and
consequentlythey havelength, breadthas well as depth. They include thoseart
works which are raisedout of flat surfaes. Suchworks are referred to as relief.
There arealso three dimensional art works which are free ¢andng such as

sculpture in the roundFig. 20) and ceramics wares.

Fig.20 A Cawved Sculpture
Source:Madein WestAfrica.
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Three dimensioral forms have three dimersions; length, breadthand depth or
width. They include all works which have real volume such as sculptue,
architectureandceramics.

A Equipment and Tools

Theequpmentandtoolsrequired forthreedimensonal works arevariedandthey
include hand tools such as hammers, saws, knifes, pinchers,screw drivers, et
cetera(Fig. 21). Powerequpment and tools (angle grinders,welding machines,
potterswheels,et cetera,are also used. Some of thesetools are captuesin the

illustration below; you must have seensome of thesetoolsbefore.

£
5

Fig. 21 ToolsFor ThreeDimensional Works
Source:CreativeCraft for Today
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A Materials
Variousmaterialsare usedn the produton of threedimensionalworks. Sincethe
materialsaretoo numerous, we will only treat a few of the mostcommonly used

onesheresuchas claywood, metal, cement andplasterof Paris(POP).
I. Clays

Clayis a naturallyoccurring materialmadeup primarily of fine-grained minerals.
Clay deposits arenostly composedof clay minerals.Clay is plasticwhenwet and
it hardensvhenfired or dried.Claysmay cortain variableamountsof waterthatis
trappedin the mineral structure by polar atiraction. Organic materialsare also
presentin clay. There are different types of clay and they differ in their fired

colourandplasticity.
. Wood

Any specie of wood is useful to the artist. You can cawe logs into varnous
sculpturalforms, use plywood as a surfaceyou canpaint on, make woodentools
andmany otherpurposesin art production.Eachtype of wood hasits own distinct

gualitiesof colour,grain textureandweight.
iii.  Builder 6 sme@

Thegeneralideaassociateavith cementgspeciallyin Nigeria isits corventioral
usefor concreteproductionin buildingconstuction. Cement as alazematerialis
little exploredin Nigeria,becausenanypotte's are unawaref its usefulnesm
glazemaking.

As reportedby Otimeyin (2008), cement is producedfrom a mixture of lime and
clay calcinedat 1500 ° C to a clinker in rotary kiln and crushedinto powder.A
chamical analysisof the componentsof cementrevealsit as a low-silica, high

alumina calaum frit. Theseinherentminerals make it highly suitablefor usein
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glaze making. As the resuts of our experments have shown, in a propety

compoundedglaze, cement belavesmuch ike any naturalfrit.

Bui | dementbwas singled out for usein this projectfor three main rea®ns.
Firstly, to dete@mine its suitability and potentalsasa glaze material,secontly, for
contrastand comparisonwith other more commonly usedglaze ingredients and
thirdly becauset doesnot requireanyfurtherprocesaig. The othertwo materials
usedin the experiments are feldsparand quatz. Thesewere addedto modify the
natureof the cenent.

iv. Plaster
Thereare two main gradesof plaster,namely: bu i | dp&stes and Plasterof
Paris.B u i | glasterssusuallypink or grey in colour. It is fairly slow setting

andtherearedifferentqualities. Eachhasits own setthg propertiesexamplesare:
Sirapite, boardfinish, carlite, bondng coat and finish. Plasterof Paris(POP)is
white in colourandfastsetting. Thereis afine quality of this materialis known as

dentalplaster

3.6 Classification of the Visual Art based on Functionality

The visual art are commonly classfied into two broadtypesbasedon whether
the works producedhave clearly defined physical functionality or not. Under
this classification the visual art is subdvided into two categories namely:Fine
Art andApplied/IndustrialArt.

3.6.1 Fine Art

Thisis the type of art which is primarily producedfor its aestheticvalue. It is
basically createdfor sake of beautyand expression.This type of art is also
referredas fart for art sake 0lt may or may not have any other secandary

functions.For example a piece of painting may not have any other value other
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thanthe beautyit addsto the placeit is kept. Foundin this caiegory of art are
drawing, painting, andsculpture.

3.6.2 Applied/ Industrial Art

This type of art, unlike the former, is creaed first and foremost to perform a
particular utilitarian function. Henceits ability to satisfactorilycarry out this
function is pamamount, however, they still have some really aestheticvalue
which makes them true piecesof art. For example a pieces textile created
primarily to make cover for the body in form of clothing, however if the
material has some desgns in it, the desgn doesnot ceaseto be a thing of
beauty. Hence applied art has both functionality and beauty. Examples of
appliedart ae textiledesgn, graphics,ceramics andmetaldesgn.

Thedespn elementsin threedimensionaldesgn are:shapestyleform andtexture.

SelfAssesment Quedion 4

Discusdriefly the classesf visualarts
4.0 CONCLUSION

We have in this unit looked critically at the creatve arts and showniits broad
branchesand their subdvision with the intention of providing the basisof the
subsequenunits in this module.We also examined the elements and principles

employed in the productiorof the woks of art.
50 SUMMARY

As we have discussedin this unit, creatve arts is divided into two broadgroups,
namely the perfaming arts and the visual arts. Thesegroupsare further divided
into differentareasof creatvity as analyzedn the unit. We alsoexamineddesgn

andits principlesbriefly. More shallbe saidaboutthesein subsequentnits.
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6.0 TUTOR MARKED ASS GNMENT

1. Write in detailson theprinciplesof desgn

2. Whatare the functionsf art?

3. Compare andcontrasthe liberalandthevisualarts?
4, Statethe classificatiorf art andwrite on twoaspects
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INTRODUCTION TO FINE ART
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INTRODUCTION

As we have discusgd in the previous unit, visual art is one of the brancheof the
creatve arts. In this unit, we will examine the visual arts, its functions, and its
classificationsand then our focus will be directed at the fine arts with the
examnples of paintirg, drawing andsculpturein thisunit.
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20 OBJECTIVES

At the endof thisunit youwill be expectetb be ableto:
A Identify anddefinevisualarts;
A Enumerate anddiscussts functionsandsubduisions;
A Definethe fineartsanddiscussts varioussubdiision;
A Getbasicknowledge of the toolsandmaterialsusedin the finearts;

3.0 MAIN CONTENT

3.1 WhatisVisual Art?

As explainedin the Wikipedia,the free encyclopediag creatve art or fine art (also
abbreviated as art) imeans that a skill is being used to express the artists
creatvity, or to engage the audience's aeshetic sensibilities,or to draw the
audienceowardsconsideratiorof thefiner things.0 It statesfurther thatgenerally,
if the skill is being utilized in a common or practicalway, it is considerecdh craft
insteadof art.

In the same vein, if the skill is beingemployed in a commercial or industrialway,
it is referredto ascommercialart insteadf fine art. Craftsanddesgn on theother
hand,areusuallyviewedasappliedart. It hasbeenassertedy same scholarghat
fithe difference between fine art and applied art has more to do with value
judgments made abouthe art tharanycleardefinitionaldifference"

In any casefine art, aswe aretold, often hasgoalsthattranscendnere creatvity
and self-expression.This is due to the fact that the purposeof works of art are
numerous asit may be to trarsmit political, spiritual,or philosophicalideas, to
createa sense of beauty (aesthetic),to explore the nature of perception,for
pleasureor to generatestrang emotions.On the otherhand,the purpce may also
be seemingly nonexisten{From Wikipedia, The FreeEncyclopedia).

3.1.1 What are the Areas of specialization in the Visual Arts?

TheBritannicaConciseEncyclopediadefines the visual arts as thosereations that
peoplecanlook at. Examplesof thevisualartsare:

A Drawing
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A Painting

A Sculpture

A Graphics

A Textile desgn
A Architedure

A Photography
AFilm

A Printmaking

A Ceranics

A FurnitureandInterior Desggn
A JewelryMaking
A Metal Crafting
A WoodWorking
A Digital art

In this section,we shall be examining some areasof the visual arts. However, due
to the large number (as evident from the list above), we will examine painting,
sculpture drawing, textile desgn, ceramics and digital art.

SelfAssesment Exercisel
In your own wordsdefinefine art andenumerate same area®f specialization.

3.2 Painting

Paintng is abranchof thevisual arts in which color, derived from any of
numerous organic or syntetic substancess appliedto varioussurfacego createa
representationair abstracpictureor desgn.

In the courseof its history, Western painting has taken several major forms,
involving distinctive meda andtechniquesThe techniquesmployedin drawing,
however, are basicto all painting, except perhapsthe most recent avantgarde
forms. Frescopainting, which reachedits heights in the late Middle Ages and
throughout the Renaissanceinvolves the application of paint to wet, or fresh
(Italian frescq, plasteror to dry plaster (seeFresco).Tempera painting, another
olderform, involvesthe useof powderediigmentsmixedwith egg yolk appliedto
a preparedsurfac® usuallya wood panelcoveredwith linen. Oil painting, which
largely suypplantedthe useof frescoand temperaduring the Renaissare, was
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traditionally thought to have been @veloped in the late Middle Ages by the
Flemish brothersJanvan Eyck and Hubertvan EycK; it is now believed to have
been invented much earlier. Other techngues are eramel, enaustic paining,
gouacle, grisaille, andwatercolorpainting. The useof acrylic paints(seeAcrylic)
has bemme very popularin recent itmes; this waterbasedmedum is easily
applied,driesquickly, anddoesnot dakenwith the passge of time.

3.3 Typesof Painting

Therearedifferent typesof painting andeach typeis desgnatedby the meansand
methads utilized in their creaton. These include: water colour, oil, fresco,
tempera, encaustic.and so on. We are going to examnine a few of thesein the
following texts.

3.3.1 Watercolor

Watercolorjn art,is atype of paintingthatemployscoloredpigmentsdissdvedin
water. The distinguishing characteristicof watercolorpainting is its transparency.
The surfaceof the paperis visible through the thin watercolorpigments,creatng
an effect distinct from the thick texture of oil painting and other more dense
media.

Watercolor Techniques

Watercolompaintsare producedby binding dry powdered pigments with gum
Arabic, a vegetable adhesve. The resulting paint can then be dissoled in water
andappliedto paperwith a brush.Although this is a relaively moderntechnique,
variousrelatedtypes of waterbasedpaints have been used throughout recorced
history. The paintedpapyrusscrolls of ancient Egypt may be consideredhe first
watercolors, and the ink techniqies of early Asian art are early forms of
monodirome, or single-color, watercolor.Watersoluble pigments combinedwith
a thickener derived from eggs were usedin Europeanilluminated manuscrips
during the Middle Ages (5th centuryto 15th century),and medieval frescoes
employed a type of waterboundpigment stiffenedwith opaquewhite paint. Later
typesof opaquewatersolublepaintssuchas gouache which continueto be used
today,are closelyelatedto watercolors.
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3.3.2 Oil Painting

Oil Paintng is the art of applyng oil-basedcolors to a surfaceto createa picture
or otherdesgn. Oil painting is saidto have developedin Europein the lateMiddle
Ages from whereit spreadworld-wide. Its quick acceptancevas due to the fact
that oil is easierto work with and pemits a greater variety of effectswhen
compared to wax- basedand waterbased media, used in encautic painting,
fresco,temperapainting, andwatercolour Oil paintas amedium for painting hasa
number of advaniages.Forinstanceit driesrelatively slowly andvery little colour
charge occursafterit driesup. For this reasonijt is easierto matchblend,or grade
tonesandcorrectionsare easyto make. Moreover working with oil paint doesnot
limit the painterto linear brush strokes beause the medium can be appliedin
glazes,washesplobs, trickles or spray.Oil paint canalsobe applied asthickly in
a techniqueknown as impasto (thick application of pigment). Additionally, the
paintercanliberally modify andimprovise while painting without being confined
to a set desgn. Another advantage of oil paint is that it allows the painterto
achieve rich effectswith colorandshadiry, also calledchiaroscurdFig. 22).

1

Fig. 22: Oil Paintirg.
Source: LarousseEncyclopediaf ModernArt
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Materials and Techniques
Oil paint

Oil paint consistsof pigmentsthat are groundin varnishor oil (linseed,poppyor
walnut oil) that dries on exposureto air. The stiff, creamy pastethat resultsis
pakaged in flexible tubes. The pigments or colored powders used in the
productionof the paintsare insoluble,resistantto light and they are chemically
stable.

A painterrequiresa surfaceon which to apply his paint. This is known as the
paintingsurfaceandit consistof a supporteithera wood or compositionpanel.A
common supportis linen, cotton, or jute carnvas stretchedn a frame or gluedto a
board. The supportis first covered with a ground (a thin coathg of gessoor
gypsum and glue, or size). The ground makes the supportlessabsorbentAnd it
also provides an even painting surfacethat is neithertoo rough nor too smooth.
Thegroundmay bewhite butit is oftengiven atoningcoatof grey, tan,or pirk.

Oil painting proceeds stages. Firstly, the desgn may be sketchedon the ground

in pencil,charcoalor paintdiluted with turpentine. Thenbroadareasof color are
filled in with thin paint. They are succeasively refined and correctedin thicker
paint mixed with oil andvarnish.The paintis usually appliedwith brushesmade
from stiff hog bristle, althaugh softerbrushesof badjer or sablehar maybe used
(Fig.23). Paintmay alsobe appliedwith a flexible, wide-bladedpainting or palete
knife, or the fingers. Thereis no definite duraion for the production of a painting.

The processnay requre only afew session®r it mayextendover monthsor even

years.

Oncethe paintinghas dried, at leasta year after completion it is varnishedto
protect it fom dirt and to enrich the color. Becauseall varnistes eventualy
daiken,thevarnish usedshouldbe renovableandeventuallyreplaced.
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3.3.3 Mural painting

Mural Paintng is a form of painting createdas decorationon walls or ceilings.

The term mural is delived from the Latin word, murus meanng wall. It may be

donedirectly of the wall as frescoor on a paneland mountedin a pemaneit

position. Murals are consideed as a type of architecturaldecorationwhich can

either take advantage of the flat characterof a wall or createthe effect of a new

areaof space.They are createdessentiallyfor aestheticor edifying purposes.
Mural paintings are usuallyof large sizeandare usedto decorate publibuildings.

The themesportrayed could be religious, historic, or patriotic subjectmattersthat

aresignificant to the public. Thereare several techniquesusedfor creatingmurals

andtheyinclude:encaustigainting, fresco,oil painting, andtemperapainting.

Apart from oil pant, thereare several other materialsthat are suitable for mural
art. Some of these are: Ceramics, liquid silicates,acrylics, and fired porcelain
enanel. Some modernmuralshave arecomposedof phobgraphs. Mosaics,which
are a desgn, composd of coloured squaes of glass, marble, clay or wood
embedded in thewall is alsocreatedo adornwalls, floors andceilings. However,
theyare considered separatgenre.
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3.3.4 Fresco

Frescds a methodor art of painting with watercolorson wet or freshlime-plaster
sothatthe desgn becomesintegrated with the wall. Hencethe term fresco,a term

derived from the Italian word for fresh.This processs saidto have beenperfected
in the Renassancdtaly. The term true frescoor buonfrescois usedwhenlayers
of lime 1 plaster are applied and frescoseco, is usedto describethe processof

painting on dry plaster. Fresco secco,often producesa limited range of colour

tonesandit hasa tendcencyto flake, but it produceslight coloursand delicate
tones. This madethe techniquehighly favoured in the rococoperiodin the 18"

century. The term fresco is also sometimes used, inappropriately,for tempera
painting, or distemper, in which wateicolor is mixed with egg or other glutinous
substanceand applieddirectly to a gesso(a type of plasterusedasa ground for

modeling or painting) ground on masony. The term fresco is often used
interchangeablywith the tems mural ormural painting.

FrescoTechniques

Pigment is appliedto the top layer of several layersof plasterfor a buonfresco.
The painterusuallyappliesto the nexitto-last plastesurfacea sketchor carbon of
the painting. The outlines of the variousfiguresandforms of the cartoon arethen
reinforcedwith darkwatercolor.Plasteris laid over the drawing in small sectims,
andcolor is appliedto the wet plaster,often aided by anothersketch of the color
schame.

As the plasterdries, the lime in the plasterreacts chamically with the carlon
dioxide in the air to form calciumcarbonatethis compoundforms a film over the
colors,which bindsthemto the plaster.This makesthem partof its actualsurfece
andalsogives the olors an unusadl clarity. The colorsof a frescoare usuallythin,
transparentand light, often with a chaky look. In the Renaisance period (14™
Century),methods werdoundto give the cabrs sanewhatmore opacity.

In buonfresco,the paintingmust be donequickly and confinedto essentiks. The
preciseamount of water colour mustbe appliedastoo much paint can causethe
surfaceto fputrefy.0 When this defect ocaurs, it can, however be rectified by
cuttingawaythe defedtve portion,layingon freshplasterandre-painting.
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In frescosecco,the dryplasteris rubbedwith pumice stoneto remove the crust,
andthenwashedwith a thin mixture of waterandlime. The colorsare appliedon
this surface.The effect of frescoseccois inferior to true fresco;the colorsare not
asclear, andhe paintingis lessdurable.

SelfAssesment Exercise2
Briefly discusghe smilarities anddifferencesof anytwo typesof paintirg.

3.4 Sallpture

The word sculptureis derived from the Latin word sculpere(fito cave 0 I} is a
threedimensionalart concernedvith the aganizationof masses andvolumes.The
two principal types are freestandig sculpure in the round and relief sculpture.
Sculpture hasbeendescribedas one of the plasticartsbecausat caninvolve the
useof materialsthatcanbe moulded ormodul ated.

The Sulptor & Materials

Sculptors produceworks of art using permarent durableand expensie mateials
suchas bronzeand stonémarble, [imestone,porphyry,and the production of
sculptureare common (Fig. 24). Lessexpersive materialsare alsousedsuwch as
glass,hardwoodgoak, box/boxwood, andlime/linden),terracotta(fired clay) and
otherceramic and castmetals(pewterand zinc). Foundobjectsmay be presened
assculptures.

Fig.24: A BeninBronzeSculpture.
Source:Madein WestAfrica.
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The sculptorusesdifferenttecmiquessuch as carving, asembled, welded,fired,
molded or cag. Surfacedecoraion suchaspaint or varnishmay also be applied.
Sculptors often build small preliminary works called maquettes of eplemeral
materialssuchasplasterof Paris,wax, clay, orplasticine.Sculptorssometimesuse
foundobjects.

3.4.1 Techniqueslnvolved in Sculpture
Carving

Cawing is an age-old procesdating from prehistoric times, in which the artist
subtracts(or cuts away) surplusmaterial until the desiredform is reached.The
material is usually hard and often heavy (wood, stones,andthe like). Generally,
the desgn for carving is compactandis detemined by the natureof the mateial
used(Fig. 25).

Fig. 25: A YorubaWoodenMask.
Source:Madein WestAfrica.

Chisels,gouge, file, haksaw, blade, grater, to mention a few, are same of the

varioustools by the carver. The tool he usesat a particulartime depends on the

materialto be caved andhe statéo whichthe work hasprogressedin the casef

stone,for instance the first rough cutting done to achiere the general shapemay
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be done with the aid of sharptools. Then the sculptor continuesthe work of
cutting andchiselng. As work progressesless penetratng toolsareused,suchas
a bow drill andarasp. Finishingtouchesare applied with fine rasps rubbingwith
pumice or sand, andor extreme smoothressa transparenpatina,madewith an al
or wax bases rubbedonthe wok.

Modeling

Modeling is anadditve processonsisting of the gradualbuilding up of the form.

The materialsusedare soft andyielding and canbe easily shaped.This allows a
rapid productionof the work. Thus,a scubtor can captureand recordtransitory
impresions much the way a painterdoesin a quick sketch. Clay or claylike
substancedater baked to acheve increasd durability, have been used for

modeling sinceancienttimes.

Casting

Castings usedto obtaindurability for a modeled work. Castng may bein bronze
or some otherdurablesubstanceTwo methods of castig are usedy thesculptor:
the cire perdue, or lostwax processand sand-castng. Both methodshave been
used sinceantiquity, athough the lostwax processis more widely employed
(Fig.26).

Fig.26: A BeninBronzeplague.
Source: MicrosoftEncarta,2009.

115



Castingis acomplishedin two stages: First, an impression or negative mold is
formed from a clay model of the original.  Secondly, a posiive cast or
reproductionis madeof the original work from the negative impresion. Theterm
negativerefersto the hollow form or mold into which the molten castng material
is poured.The term posiive meansthe copy or replicareaulting from filli ng the
negative mold with the substanceselectedfor the specific cast, which are then
allowedto hardenPlager is commonlyusedfor the negative mold andbronzefor
the positive or final work.

In Benin (Nigeria), bronzecastng is done by membersof the royal guild called
igun-eronmwon In the past, the guild usedto work for the Obaonly, but, today,
they producealso for patronsoutsidethe royal circles, especiallytourists. The
castersusethe lostwax method of castig. First, thebrassmage is made inclay.

Next, a sheetof wax is wrappedround the form and detailsare sculptedin wax.
Additional detailsare addedalsoin wax. The model is thencoveredin clay and
whendry it is heatedupsidedownover a small fire to melt out the wax. The brass
for the castings heatedn acrucibleandis then pourednto the empty mould after
which the mould isbrokenopento reveal the cagbrassform.

Construction and Assemblage

Sculpture is also createdby construction and assenblage (Fig.27). This is the
processemployed in much of the 20th-centuy sculpturalworks. Thesemethods
are said to have their origin in collage, a painting techngue in which paperand
foreign materials are pastdd apicturesurface.

Fig.27: WebdedAluminum
Source: LarousseEncyclopediaf
ModernArt
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It is reportedthat collage was devised by Pablo Picassoand the Frenchartist
Geoes Braque in 1912. Picassohimself used the method to createbeautiful
threedimensionalobjects suchas musical instruments. Shapescut out of paper
and scraps diverse materials, which were termed congructions The term
assemblagewhich is now sometimesusedinterchameably with constructon, was
coined by the French painter Jean Dubuffet to refer to his own work, which
derived from collage. Materials usedin modern construdivist sculpturerange
from junk metal scrapsmachineparts, wires, nails, fabric,andthe like.

SelfAssesment Exercise3

Briefly discussanytwo technique®f sculptureandsome materials usedn these.

3.5 WhatisDrawing?

Drawing is an aspectf fine art which is a branch of the visual arts, it is involves

the useof a numberof drawing instrumerts which include :Graphite pencils,pen
and ink, inked brustes, wax color pencils, crayons, charcoals;hak, pastels,
markers, stylus, or various metals like silverpoint. The artist or draftsman or
drawghtsman (an artist who practicesor works in drawing) utilizes any of the
instrumentsto make visible inscriptionson a two-dimensionalmedium to create
an image, form or shape.The surface on which the drawing is madeis calleda
supportand this could anythingsuchas paper, cardboardcarvas, leather,walls,

fabric, andthe like.

There are different types of drawing and these include: Cartoons, doodling,
tracing, and so on. a drawing could be in the form of a quick, unrefinedform
referredto asa sketchor it could be a detaikd drawingembellished with shadng
to createa more realistiamage

The artists made create a drawing devoid of colours (this is known as a
monodirome) or he or she may createddrawings with colours using colored
pencil, paint, ink crayons, pastels,and so forth. You will recall from our
discussion orpainting that thesemedia mentioned here are also usedby the
painter and that a painter may make preliminary drawings before painting.
However, it is importantfor you to note that in spite of this, drawings are quite
distinctfrom painting.
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In fact, some persons(Giorgio Vasari, disegno, for instance)hold the view that
drawingis no morethanthe faundation ofthe threeartsof painting, sculpture and
architectureBut othersconside it as anindependentart form and otherssawit as
a preliminary stage in creatng a painting or sculpture. However, by the 17th
century, the market value or drawing had risen and drawing even beame
c ol | eitenis.oBy $hé 20th century,drawing hadbemme fully acceptedasan
artformin its ownright.

In art thereis whatis referredto aschildrers drawings. Thesetypesof drawings

werediscusseaxtensvely in unit 1 of modue 3. Thesearevisual representons
made with crayons, markers, or pencils that are createdby children purely for

pleasureand fun. As we said aboutin that unit, ¢ h i | ddraeimg® are as
important asthosecreatedby adultsbecaisethey canalsobe usedfor therapeutic
purposes or developmentd assesment. They are used, as was noted, in

educational anctlinical setthgs, as means for assessig a child's persaality,

intellectual development, communication skills, and emotional adjugment.

Childrens drawings canalsoaid in helpingo diagnose learningdisabilties.

3.5.1 Media

As mentioned alove, for you to createdrawings you require not just a drawing

surface(support)to inscribeyour marks, but, alsoa medium. The medium is the
meansby which ink, pigment, or colour are appled onto the drawing surface.
Therearewet anddry types or water-based or oil-basedypes(marker, penand

ink, paint, et cetera) or dry typessuchas graphite, charcoal, pastels, Conté,
silverpoint)., in some casessome artistscredae whatis called metalpointdrawings
usingeithersilver, lead, gold, plat num, copper, brass bronzeandtinpoint. There
Is alsoa kind of drawing donewith invisible ink. The variousinstrumentsused in

drawingproducedifferentuniqueeffectsin terms of valueandtexture.

Every drawing begins as a sketch and depemnling on the intention of the artist; it
may be left at that preliminary stage. Or it could be to add more details. All
sectionsof a drawing may be treatedfurther by filling out the entire image or
sectiors of it may be left blank .if blanks are required,the artistcould cut a
shapeof the areato be preseved out of a frisket apply the shape to the drawing
surfaceto protectthe ara

118



Thesectionof the image that needsto be left blank canalso be sprayedwith any
type of fixative. The chemical in the spray will fix loosematerialmore firmly to
the sheetand preventit from smudging. It is recommendedthatif a fixative must
be usedn well-ventilatedareaor preferablyoutdoors.

SelfAssesment Exercise3

Briefly discussanytwo media usedn drawing.

3.5.2 Shading

Themethod usedoy artiststo vary the tonalvalue of their drawng is referredto as
shading.the techniqueis employ by the artiststo representthe highlightsandthe
shadowsas they appearon the objectbeing drawn. The purposeof shadingis to
renderamore realistiamage.

Thereare different methodsof shadingsuchas blendingand he useof strakes.In
the blendingmethod, a medium that does not fix or seteasilyis smearedusing a
blending stump, tissue,eraserchamois leather or a fingertip. Thereis no hardand
fast rule aboutthis anywayas any one or a combination of theseitems can be
used.

Anotherform of shadng techniqueinvolvesthe useof strokes. This techniqieis
bestsuitedfor creatingtextureto the drawing. Therearedifferenttypesof strakes
for this purposeandtheyincludehatchingandstippling (Fig. 28).

Fig. 28: Different Strokes Usedin Shadng.
Source:Art AcrossTime.
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Texturescan be made to appear more realistic when it is drawn next to a
contrastng texture. For instance,a coarsetexture will be more evident when
placed next to a smoothly blendedarea. A similar effect can be achieved by
drawing different tones closetogetherasin placinga light edge next to a dak
baclground.

3.5.3 Layout

Layoutfocuses on measirements.By measuing the dimensionsof a subjectwhile
blocking in the drawing, a good layout can be created.This is a vital stepin
produchg arealisticportrayal ofthe subject.Tools suchasa compasscanbe used
to measurethe angles of different sidesandthe angles canthenbe reproducedn
the drawing surface.It is advisade that you crosschek what you have done to
confirmthattheyare accurate.

Anotherform of measuementis to comparethe relative sizesof different partsof
the subject with each other. A finger placed at a point along the drawing
implemert canbe wsedto comparethatdimension with otherpartsof theimage. A
ruler canbe usedboth asa straightedge anda device to calculateproportons (Fig.
29).

Fig. 29: Drawings.
Source:Certificate Art.

The illumination of the subject(the interplay of light and shadow)is also a key

elementin creatng a good drawing. The light sourcesare positionedcan make a

huge differencein the type of messge that is being expressedin the work. For

instancea humanfacewith wrinkles can be smoothenedout give a more youthful

appearancwith the placementof variouslightsourcesin contrasta single light
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source suchasharshdaylight, canbe usedto emphasze anytextureor interestng
features.

When drawing an object or figure, you should focus on the area within the
silhouetteand what lies in the exterior. The exterior (also called the negative
space),canbe as significantin the depictionasthe figure. Objectsplacedin the
baclground of the figure should appearcomrectly placedwhereser they can be
viewed.

Artists often make a draft drawing (referredto as a study) in preparationfor a
plannedfinal image. They usesuchstudieseitherto detemine the appearacesof
exactpartsof the completedimage, or for experimening with the bestmethod for
achiesing the endresult.

3.6 Pergectives
3.6.1 Linear Perspective

Linear perspetive is a method of portrayng objectson a flat surfaceso that the
dimensons shrink with distance. The pardlel, straght edyes of any object,
whethera building or atalde, will follow linesthateventwlly converge atinfinity.
Typically this point of convergencewill be alongthe horizon, as buildings are
built level with the flat surface.When multiple structuresare aligned with each
other, such as buildings along a street,the horizontal tops and bottoms of the
structureswill all typically corverge ata vanishing point.

3 - — —

Fig. 30: Two-PointPerspedtie Drawing.
Source:Wilkipedia, TheFree Encyclopedia
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When both the fronts and sidesof a building are drawn, then the parallel lines
forming a sideconverge at a seond point along the horizon(which may be offthe
drawing paper).This is a "two-point perspedte” by converging the vertical lines
to apointin thesky you geta"threepointperspective”.

Depthcanalso be portrayedby several tecmiquesin addtion to the perspecive
approachalove. Objectsof similar sizeshouldappeatever smaller the furtherthey
are from the viewer. Thusthe back wheelof a cart will appearslightly smaller
than the front wheel. Depth can be portrayed through the use of texture. As the
texture of an object gets further away it becomes more compressedand busy,
taking on an entirely different characterthan if it was close. Depth can also be
portrayedby reducingthe amount of contrastof more distantobjects,andalso by
making the colourspaler. This will reproducethe effectof atmospheric haze,and
causethe eyeto focus primarily on objectsdrawn in the foreground (Wilkipedia,
TheFree Encyclopediy

SelfAssesment Exercise4

Briefly discusghings to take noteof in doinga drawingstudy.
3.7 General Tipsfor Drawing

In order to render aeshetically pleasng drawings, you must take into
consideratiorthe following tips.

i. DevelopYour Own Personal Style.

Copying the style of drawing of other artigs is not a bad thing in itself, but,
developng your own style is even better.Do not try to make your style precisey
like anotherper s o styfe ust becauseat looks good. Everyonehasa persoml
style of drawing, just like everyone has unique handwrithg. You may be
influencedby different styles,andlearninghow to draw them can be adoptedas
learningor practiceexercises.
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ii. KeenObseration

It is bestfor you to obsewe and draw what you seenot what you think or know.
One of the very bestthings you cando to improve your drawing is to draw from
life, which meansactually drawing what you seein front of you. You candraw
still-life (man-made) object,or from life or from nature (landscapeor human or
animal figures.

You must learnto obseve accuately what is before you. This will make your
drawingmore relistic andpleasing. Taking time to putdown whatyou obseve or
seeis alsoimportant.

li.  Frequent Practice

Frequenpracticeimprovesyour drawing skill. The more you practicedrawing the
more your senseof obse&vationimproves ad the betteryou get at translatng what
your eyeshave seeninto the movement of your hand. Constantdrawing will
sharperandimprove your eyehand hamonization andt will make your handand
wrist more supple and receptve. Remember the popdar cliché which says
fpracticemake s p e MHisis eety applicableto drawiry.

Iv.  Study the Works of Other Artists.

Study the work of other artists and see how they draw. You can do this by
watchng artists at work or by readng books on drawing or others with
illustrations and sketches. Study how they use their strokes, how they acheve
variouseffectand try to practicethem on your own and compareto seehow you
have fared.Readthe commentsandunderstand try to understandvhateach action
Is intendedto achieve. Books with photbgraphs or actualpicturesare also useful
for learninghowto draw.

v. Usetheappropriate Drawing media.

It is important that you use the right medium for your drawing. For instance,
drawing with pencil, especiallysoft typeslike 2B or 3B are betterfor beginners
becauseyou can easily eraseerrorsmade. With pencilstoo, you can startwith a
truly light sketchwhich you canlater darker to definethe lines you want to use.
Also, with the pencil you can get varioussizes andtexturesof strakesby merdy
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varying your angle of apgication to the pgper. When you have acquiredmore
skills, you can then proceedto experment with other drawing media such as
charcoalpastelscrayonspenandink, et cetea.

vi. Drawing from Nature

The renownedartist Paul Cezanneonce wrote as quotedby Chipp ( 1 9 8trégt C
natureby the cylinder, the sphereand the cone, everything in properperspeadte
sothateachsideof an objecbr aplaneis directedtowardsa centralpointo Thisis
aprinciplethatworks well in drawirg.

Whenattempting to drawa complicatedshapesuchas ahumanfigure, it is helpful
at first to represent theform with a set of shapes.Almost any form can be
representedby some combination of the cube, sphere,cylinder, and cone.Once
thesebasicshapesave beenas®mbled into a likenessthenthe drawing canbe
refined into a more accurateand polishedform. The lines of the shapesare
removed andreplaced by the final reeemblance. Drawing the basicstructureis an
essential lgll for representationakrt its correct applicationwill resolve most
uncertaintiesaboutsmaller detils and make the final image look self-consstent
(Fig. 31).

——— ——
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Fig. 31: Developing Sketche®f the Head

Possessig a deepunderstandig of anabmy and the tuman proportionsis helpful.
Try to studybooks that illustratethe skeleton structure oryou canstudy your own
body to learn how the different partssuch as joint locaion, muscle placement,
tendonmovement, and how the different partswork together during movement. A
good knowledge of the umananabmy will improve your drawing significanty.
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4.0 CONCLUSION

Thevisual art is art which is perceved via sight, hencethe designation. We have
in the foregonetexts, studiedthe fine artsin this unit, and attentionwas given to
painting, sculptureanddrawing.

50 SUMMARY

In this unit, we learnaboutthe subdvision of the creatre artsknown as thevisual
arts, we discussedts functions and subdvisions, amongst other aspectsin the
later part of the unit attentionwas given to the Fine Arts, consequetty, in the
othersubdvision shallbe discussenh the nextunit.

4.2 TUTOR MARKED ASSIGNMENT

1. Instructons: Sketch books for preliminary studies, felt pens, crayon,
charcoal,water colour paintsand contecrayons may be used for sketches.
Primed canvas, oil or acrylic paintsshouldbe usedfor final work.Execute
your panting on a canvasof not lessthan 2 &y 3 dPayatentionto proper
use of colour, compostion and proportion. Colour value and the use of
spaceshouldbe t&kenseriouslyPaintthe model posed.

2. whatis visualarts?

3. Write on thematerials andools usedin (i) saulpture and(ii) painting.
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UNIT 3: INTRODUCTION TO APPLIED ARTS
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INTRODUCTION

Applied art, just like the fine artsis a branch of the visual arts. It has several
differentareasin the courseof thisunit we dhall be concentratingn the twoareas
which are,textile desgn andceramics.

2.0

OBJECTIVES

At the ompletionof this unit you shouldbe @le to:

A Describeanddefinethe termappliedart;

A Enumerate the variousareasof appliedart;

A Discusssame materialsandtechniquesassaiated with the various
areas;

A Identify how theseareasaffectyour life;
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3.0 MAIN CONTENT

3.1 WhatisApplied Arts?

Applied art, unlike the fine arts,is createdprincipally to performa particular
utilitarian function. Henceits ability to satisfactorily carry out this function is
paranount, however, utilitarian wares also have aestheticvalue which makes
themtrue piecesof art. For example, a pieceof textile is createdchiefly for the
productionof covering for the bodyin form of clothing, however, if the material
has some desgns in it, the desgn doesnot ceaseto be a thing of beauty.
Consequently,applied art has both functionality and beauty. Examples of
appliedart are:textile desgn, graphicsand ceramics. In this unit, we will learn
more alout textile desgn and ceramics, later in unit four, we will look at
graphicsdesgn anddigital art.

3.2 Textile Design

The processof creating designs for knitted, woven or printed fabric is called
textile desgn. Deggns for both woven and printed textiles often begin with a
drawing or watercolor sketch of what the final desgn would look like.
Traditionally, drawings of woven textile paterns were trarslated onto special
forms of graph paper called point paperswhich were used by the weavers in
setting up thar looms. Currently, mos professionaltextile desgners use some
form of computeraidedsoftwarescreded egecially for thispurpose.

3.21 Cloth Weaving

Weaving is alsoa techniqueemployed by textile desgners. Weaving is a textile

craft in which two distinct setsof yarnsor threads,calledthe warp andthefil ling

or weft (meanng "that which is woven'), are interlacedto form a fabric or cloth.

The warp threadsrun lengthwayson the piece of cloth, andthe weft runsacross
from sideto side, acrosthe boltof cloth.

The device usedfor weaving cloth is calleda loom. The device secureghe warp
threadsin placewhile filling threadsare woven through them. Thereare different
typesof looms viz: the horizondl loom andthe vertical loom (Fig.32aand 32b),
while some are operatedmanually (asin the caseof the looms usedby traditional
weaversin Nigeria). Otherssuchasthe loomusedin the weaving of the majority
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of commercial fabrics in the Westare computer-controlledas exemplified in the
typeknownasJacquéad looms.

Theway thewarpandfilling threadsinterlacewith eachotheris calledtheweave.
Thereare thredypesof basicweaves,namely: plainweave, satinweave, or twill.
Therearedifferenttypesof woven cloth. Some areplain andwovenin onecolour
or asimple patternwhile othersare waen in decorativer artisticdesgns.

Fig.32b: A Traditional Loom
Source The Decoraive Arts of Africa

Fig. 32a:A Jacquard_oom
Source:Wikipeda, the Free Encydopedia

As notedabove, gererally, weaving involves the interlacingof two setsof threads
at right angles to eachother:the warp andthe weft. The warpis heldtight andin
parallel order by meansof a loom (some types of weaving may use other
methads). Theloom is warped(or dressed)with the warp threadspassing through
heddleson twoor more harnesses.

During weaving, the weaver movesthe warp threadsup or down by the harnesss
creatinga space called the shed. The weft threadis wound onto spoolscalled
bobbins.The bobbinsare placedin a shuttlethat carriesthe weft threadthrough
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the shed. The raising and lowering sequace of warp threads creates many
possibleweave structures.

SelfAssesment Exercisel
Briefly describehe weaing process.
3.2.2 Textile Printing

Another technique used by textile desgner is printing. Textile printing is the
procesof applying colourto fabricin specific patternsor desgnsbondedwith the
fibre, of the fabric on which it is printed to make them resistantto washng and
friction. Textile printing is saidto have beenintroducednto Englandin 1676by a
Frenchrefugee who opered workshopin tha year on the banks of the Thames
nearRichmond.

Textile printing is a bit like dyeing fabric. The differenceis thatin dyeing proper,

the wholefabric is uniformly coveredwith one colour, butin printing oneor more
coloursis appliedto the fabric in only certan selectedportions,andin shaply
definedpatterns.

In printing, woodenblocks, stencik, engraved plates,rollers, or silk-screens are
usedto placecolourson the fabric. Special colourantsare usedin printing. These
are colourantswhich have dyesthat have been deliberatelythickenedto prevent
the colour from spreadng by capillary attraction beyondthe limits of the pattern
or desgn (Fig. 33).

Fig. 33: A PrintedDesgn
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Thereare threestylesof traditionaltextile printing techniquesTheseare:direct
printing, dischage printing andresistdyeing.

A Direct printing: In this proaess, colourantsthat containdyes, thickeners
and mordants (substancesecessaryfor fixi ng the colour on the cloth)
are printed in the desiredpattern. Most Modern industrializedprinting
techniqueaitilize the directprintingtechniques.

A Discharge printing: This is a process in which a bleaching agent is
printedonto previously dyedfabricsto remove some or theentirecolour.
A mordantis printed in the desiredpatternprior to the dyeing of the
cloth. The colouradhere®nly wherethe mordantwasprinted.

A Resistdyeing: This techniqueinvolves the printing of a wax or other
substancentofabric whichis laterdyed. Thewaxedareagesistthe dye,
leaving un-coloured patternsagainst a colouredground.

SelfAssesment Exercise?
Briefly describethe dyeingorocesses.

3.3 Ceramics

Theword ceramiccomesfrom the Greek word keramikos Ceramc may be used
asanadjectve describng a material,productor process; oasa singular noun, or,
more commonly, as apluralnoun,ceramicgWikipedia,the Free Dictionary).

Ceranic is definedasan inoganic,non-metalic solid preparedy the actiorof
heatandsubsequentooling. Ceramics now includedomestic,industrialand
building productsandart objectsin the 20thcentury,newceranic materils were
developed for usein advancedceramicengineering, for example,in semt
conductors.

Ceramic materials may have a crystallineor partly crystallinestrucure, ormay be
amorphous (like a glass, for instance).Becausemost common cermics are
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crystalline, the definition of ceramic is often restrictedto inorganic crystalline
materials,as opposetb the norncrystallineglasses.

We aretold thatthe earliestceramics were pottery objectsmadesolely from clay,
or clay mixed with other materialsandhardened by firing. Potterymay be glazed
or left unglazed (bisquer biscuitstate).

Potteryis one aspectof cermic production. It is one of the oldest human
technobgies and artforms. Potteryis the ceramic ware made by pottess. Major
types of pottery include earth@ware, storeware and porcelain. Pottey wares
includeall ceramic objectsmade by hand, castiray on apottets wheel.

34 Techniquesof Forming Ceramic Wares

Ceramic waresare madeby forming a clay body (a mixture of claysor claysand
other earthy minerals) into objectsof a desred shape.They are fired to high
temperduresin a kiln to create reactionsthat would permanently change ther
nature.Firing increasesheir strengthrandhardensandsetstheir shape.

Different methods are used for shaping clay into objects. These are: Hand
building, wheelthrowing, castng andjigger jolleying.

3.4.1 Hand building

Thisis the ealiest forming methodadoptedby potters.Warescan be construced
by handfrom clay coils, flat slabsor solid clay balls. A combination of thesecan
also be used.Potters useclay slip (watery clay) for sticking togetherjoints in a
clay objects.Handbuilding is slowerthanwheetthrowing, but it offersthe potter
a high degreeof controlover the sizeandshapeof wares.

3.4.2 Wheelthrowing

Anothermethodcommonly usedby pottersis "throwing" (denved from the word
thrawan, which meansto twist or turn). The methodrequiresa machinecalleda
pottets wheel. To throw on the wheel,a ball of clay is placedin the centerof the
wheetlheadandit is rotated.As the wheelheadturnsat controlledspeedthe ball
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of clay is manipulatedto give a hollowed form (Fig. 34). Some wheelsusefoot
powerandtheyarecdled kick wheds, while othersare powered byelectricmotor
and they are called electric wheels. Wheelthrowing usually produas spherical
forms andis ideal for mass productionbecaiseit facilitatesfaster productionof
wares.

Fig. 34: A Potterusing the Wheel
Source:Wikipeda, the Free Encyclopedia

Othermethodsof building potteryinclude casting, jigger jolleying and extrusion.
Jiggering is the operationof bringing a shaed tool into contactwith the plastic
clay of a piece under constructionwith the pieceitself seton a rotating plaster
mould on the wheel. The jigger tool shapesone face and the mould shapesthe
other. Jiggering is usedonly in the producton of flat waressuchas plates,but a
similar operationjolleying, is usedin the production of hollow wares, suchas
cups.

Sip casting is often usedin the massproducton of ceramics andis ideally suited
to the making of waresthat cannotbe shapedoy other methods. A slip, which is
made by mixing clay body with water, is poured into a highly absorbentplaster
mould. The waterfrom the slip is absobed into the mould leaving a layer of clay
body covering its internalsurface andtaking its inner shape. Excessslip is poured
out of the mould, which is then separate@nd the mouldedobject removed. Slip
castingis widely usedin the producton of sanitarywaresand is also used for
making smaller articlessuchasintricately detailed figurines (Wikipedia,the Free

Encyclopedia
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SelfAssesment Exercise3

Briefly discusshe differentmethods useth the productiorof ceranic wares.
3.4.3 Glazing

Glazing, which involvesthe melting of athin glasscoatingover the surfacef clay
wares isa p ot t mean8d enhanang the appearancef pottery waresand
renderng themimpervious to liquid and gases (Fig. 35). Glazingis a technical
attribute of contemporary ceramics world-wide, as Okunna (2008:67) rightly
notes.

Threeprincipal componers are requiredin any good glaze. Theseare silica (the
glass former), alumina for viscosity,toughnessandhardness irthe fired glazeand
fluxesto enabldhe silicato fuseandto lower the melting point of themixture.

The solutionto obtaining flawless glazing is to ensurethat thereis an adequate
interacton betweenthe glaze and surfaceof the body on which it is applied.This
is only possiblef the glazeis properly compoundedwith the appopriate materids
in the right proportions,suiteble clay body compositions and the right firing.
Improperly composedglazesandclay bodiesor a disparityin temperaturebetveen
wareandglaze presents flawsuchascrawling, crazng, blisteling, peelng andso
on,in the firedglaze.

Fig. 35: A GlazedMug.
Source:Wikipeda the Free Encyclopedia
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Glazemay be applied by dustng the unfired compostion over the ware, or by
sprayng, dipping, trailing or brushing on thinslurry composed of the unfiredjlaze
andwater. The fired colour of a glazeis usudly differentfrom its unfired colour.
During firing, a glaze turnsinto molten glassand corgealsinto solid glass after
firing, therefore,to prevent glazed waresfrom sticking to kiln furniture during
firing, a small partof the objectbeing fired (for example, the bottom of the ware)
is left unglazed. Anotherway to preventthe problemis to give the kiln shdvesa
bath wash (a mixture of kaolin and water) or the warescan be placedon special
refractoryspursto elevatethem from the shéves.Thereare differentechniquesof
glazing ceramic waressuch as: Salt-glazing, where common salt is used, slip
glazing using fusibleclaysandashglazing usng ashfrom the combustionof plant
matter.

3.4.4 Firing

Firing is very important in ceamics. It is a processwherebyclay wares are
subjeted to intense heatin an encloseddevice a kiln (seebelow). It produes
irreversble changesin the claybody. Firing is whatturnsthe wareor materialinto
pottery. Ceramic wares are fired to different temperature depemling on the
functionthe warewould sewe.

Some waresare fired at low temperatureg960°C) and the processis known as
bisque or biscuit firing. In lower-fired pottery the changes that occur include
sintering, during which the coarserparticlesin the body at their points of contact
with each other fuse together. At higher firing-temperatures,the physical,
chamical and mineralogical propertiesof the constituentsin the clay body are
greatly modified. Regardless of the temperatre to which ceramic waresarefired,

the aim of firing is to hardenthe warespermanently. Oneimportant point to note
is that the firi ng temperaturechosenfor a clay body must be appropriatefor the
materialsusedto compound that particularbody. For instance, earthenwaresare
usuallyfired at temperaturesn the range of about1000to 1200 °C; stonewaresat
betweenl1100to 1300 °C, and porcelainsat between1200to 1400 °C. Another
important point you must note is that the way that ceramnic wares mature (or
vitrify) in the kiln is influened by the peak temperatureachieved and by the
length of the period of firi ng. Thereforeijt is important thatwhenfiri ng, you hold
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the maximum temperaturewithin a kiln congantfor a period of time to prodiwce
the maturity required in the body of the wares.This is referredto asfiscakingo the
wares.

Firedwareshave differentcolourswhich are detemined by the natureof the clay

and theatmosphere withina kiln during firing. The potter has the option of

creatingtwo typesof condtions (atmosphere)in the kiln during firing. They are:
oxidation atmosghere and reduction aamosphere. An oxidizing atmosphereis

producedby allowing air (oxygen) to enterthe kiln. This createghe oxidation of

clays and glazes. A reducng atmosplere is producedby limiting the flow of air

into the kiln to remove oxygen from the surfae of claysandglazes Oxidationand
reductioncan change the appearancef the waresbeing fired. For example, some

glazescontainng iron turn brown whenfired in an oxidizing atmospherewhile

they charge to green in a reducingatmosptere. You can adjustthe atmosphere
within akiln to producanultifaceted effectsn glazefor decorativgourposes.

SelfAssesment Exercise4
Identify the physicabkndchemical changeswhich take placein clay duringfiri ng.
3.3.4 Ceramic Kilns

Thereare different kinds and sizesof kilns usedfor firing cefamic wares.Kilns
may be heatedby burning wood, coal, gasor by electricity. Eachtype of fuel has
its advantages and disadvantages. For instance, coal and wood can introduce
smoke, soot and ash into the kiln when used as fuels. This can affect the
appearanc®f exposedwares.To counterthis problem, waresfired in wood or
coalfired kilns shouldbe placed in saggars (lidded ceramic boxes)in the kiln to
protectthem. Modern kilns poweed by gas or electricity are cleanerand more
easilycontrolledandfire waresfaster(Fig. 36).
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Fig. 36: ElectricKilns

There aredangersinvolved in firing kiln; therefore, the potter must learn how to
use the kiln sdely. For instance,kilns generate very high temperaturesand
dischargegasesduring the firi ng process, thus, seriousburnscan occur from the
heatand flames of the kiln. It is advisableto use personalprotectve gear (kiln
mitts or gloves) whendealng with hot kilns and potterywaresin orderto avoid
burns. The power or fuel must be turned off after firing the kiln and the kiln
allowedto cooldowncompletely befae it is opened.

Kiln firing also releasesvolatiles into the air, many of which are toxic. It is
advisale to stay away from them during firing as much as possible.They also
generatea greatdealof

glowing heatthat can damage the eyesseverely. Therefore,it is not advisableto
peepwith the naked eyesinto kiln spy holesduring firing. The eyesshouldbe
shieldedwith darkprotectve glassespeciallymanufatu r ed f or usehe pott e

Kilns must be properly installed or built and maintaned. All kiln componers
(elemerts, burners,and fireboxes,interior walls, exterior walls, bag walls, lids,
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doors,chimneys and venting sysems needto be inspectedregularly for damages
andto ensureghat theycanfunctionefficiently andsafely.Kilns shauld be elevated
atleastonefoot fromthe floor. Donot put anything on topof akiln.

4.0 CONCLUSION

In thisunit | have looked atwhatappliedart meansndits featuresUsingthe
example of celamics andtextile desgn, which are twomajor areasn the applied
art, | have clearlyshownyou whatthis branchof thevisualart entails.

5.0 SUMMARY

In this unit, ouremphasishasbeenon the appliedrt andtwo of its subdivisions
(textile desgn andceramics). The materials,equipment andtechniquesisedin the
productionof ceramics andtextile wereexamned.In the nextunit we shallbe
looking at anotherareaof the appliedart in thebasicprinciplesof desgn.

42 TUTOR MARKED ASSIGNMENT

la.Whatis appliedart?
b. Enumeratethe branchesf the appliedart.

2a.Give adetaileddescriptionof the weaing process.
b. Writea shortnoteon the traditionaloom.
c.Describethe processas dyeingfabric.

3a.Whatis glazing?
b. Describethefiring processn ceranics.

c. Write on themethods usedor potteryproduction.
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1.0 INTRODUCTION
Despn is a conceptwhich is basic to all areasof the visual art, most
especiallythe applied arts. We shall startby defining the term design and
then proceedto discussbriefly the elementsand principlesof desgn. We
shall then concludethe unit by taking a critical look at one major areaof

appliedart whichis graphicdesgn as an illustative example.

2.0 OBJECTIVES
By the time you are throgh with this unit, youshouldbe ableo:
AHave abasicideaof the concepof desgn;
ADefineard describedesgn andits elanens;
Aldentify anddefinegraphicart;
AEnumerate the variousaspect®f graphicart;
ADefine printmaking anddiscusshe methodsusedin its production;

AUnderstanédindconstruciproperlettering;

3.0 MAIN CONTENT

3.1 Introductionto Desgn

Despn is the art of organizing and arranging lines, shapesmotifs, symbols and
Imagesto form a compositionin a way that communicatesan idea. In creatng a
desgn, thereare certainelements that must be takeninto consderation.Theseare:
line, form, motif, colour, texture and space.An attempt will be made now to

explaintheseconcepts.

A Line: A line is apaththata moving pointtrails. It is a continuougpoint
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A Form: this refersto the shge of anything which hasvolume or mass, it

311

could also be seenas a portion of a given surface.Form is the complete

stateof anyart work

Motif: thisis the unitof desgn or major theme in theart workespeciallyin
patternmaking, whereit is repeatedseveral timesand at regular intervals.
Motifs canbe formed from natuil or artificial objects,abstractgeometric,

regular or irregular shapes.

Colour: colouris the pgment or hueusedfor paintingin orderto add more
beautyto things. It is the sensatiorproducedn the eyeby the refractionof
light.

Texture: Thisis the quality conveyed bythe surfaceof anobject. This may
be an actualsurfaceor a ssimulated surface.Take, for example, the suface
of a mirror which is smooth. An artist can replicatea rough surface,for

instancepy the usef shadim, colours,andsoon.

ThePrinciplesof a Good Design

A gooddesgn must obseve the following principles:

It shouldhave a principal motif or a centre of interestwhich sevesasthe
major lure in the desgn. The motif could be placedanywhereon the work

space.

It shouldhave rhythm. Rhythmexpressesthe ideaof repetitionto createa

balancedvhole within the specifiedpace.

It shouldbe harmonious.This meansthat objects thatare connectedshould
be usedto form the elements. Also the colours used should also be

incorporatedn the degin.
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iv. Thereshouldbe a balancedarrargement of the desgn elementsso that no

partof it obscureshe other.
v. It must clearlyconvey the ideat sedsto trangnit as $mply as possible.

Despn is a very wide aspectof art and sincewe cannotcover all of them in this
unit, we shallthereforestudyonly the followingareasiettering, posterdesgn, and

patterndesgns.

3.2 What is Graphics?

Graphics originates from the Greek word graphikos. It refers to visual
presentationon surfacesintendedto: illustrate, inform, entertainor brand. In
graphics, texts, illustrations and colour are combined to convey ideas or
information. Graphicsis both functional and artistic; hence,it is classifiedas an

appliedor industrialart.

Graphicshasvarious aspectssuchasprintmaking (for example, etching), line art,
illustrations, graphs, diagrams, symbols, photagraphy, engineerng drawings,
computer graphicsandweb graphics. We will examine these aspectsbriefly

beforewe proceedurther.

3.3 Printmaking

Printmaking is the method ofpreparng mateials for printng. A print, on the other
hand,is a pieceof work that hasbeenmadeinto a printedimpresion. Thereare

threebroadprocessesf making prints. Theyare:

1. Therelief process
2. Intaglio process

3. Theplangyraphicprocess
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In the relief and intaglio processesblocks and platesare used.When the relief
processs utilized, it is the raisedsurfacethat prints the desgn while in intaglio,
the holesare perforaed in the block print. The planographic processmakesuse of
silk screenand lithography. It is a process of printing from a flat surface.The
surfaceis first smearedwith a thin layerof oily ink in the shapeof theimage. The
two methodsinvolvedin the planographic processaresilk screenandlithography.
In the following texts,we will examine thesemethads in more detailsfor a better
understandig of howto applythem.

3.3.1 Techniquesof Printmaking

As we sad above, the graphicartistcanuseany of several handprinting methods:
relief, intaglio, planographic,monotype,or sencil andthe resultare knownas fine

print or original print. We needo know more aboutthesemethods.
1.Relief Printing

In relief printing, the artist carves the image into a block of wood, either as a

woodcutor as avood engraving.
I. Woodcut

Thisis the oldesimethodof printmaking. The techniqueof relief printing involves
the cutting away of a portion of the surfaceof a wood block so that the desired
Image remains asa printing surface.Soft wood that are easyto cawe arethe best
typesto use.To createa woodcut, the surfaceof the wood s first smoothed.It is
then treatedvith a shellacto harden it and make it more durable under the
pressureof a press.The treament also makesthe carving of strong, bold images

on thewood easy.The image needto be drawvn or paintedfirst on the surfece and
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thewoodis cut awaybetweerthe line marks. After carving, only the drawnimage

Is left standingon thesurfaceof the blo&. In essencethisis arelief image.

The actual printing is done by running a roller holdinga film of oil-basedink
completely over the block. A sheetof highly absorbenpaper(suchasrice paper)
is positionedover the block the printing of the image is done by rubbing the
burnishng instument (you can use the bowl of a spoon).The image may be
transferredoy running the block andpaperthrough a press By carefullylifting the

cornersof the papertheimpressiorcanbe peeleaff the blodk.

When more than one colour is involved, separateblocks are preparedfor the

printing. oneblockis usedfor eachcolor.

PullingaWoodBlock Print
Fig. 37: SilkscreerPrinting
Saurce: Microsoft ® Encarta® 2008.

ii. Wood Engraving

In the wood engraving, a graver is usedto incise the image directly into an end

grain block (or crosssection)of woodthathavenaturallyhardsurfaceghatwill be
easyto engrave to createvery detailedimages with fine lines. You canachieve a
subtletonal effectsand highly illustrative quality by varying the spacesdetween

theengravedlines. Toprint thedesgn, you should applya printer'sink with astiff
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consistencycarefully to the surfacewithout the ink filli ng the engraved lines.
After inking the surface,you would place a sheetof thin, smooth paperon the

block andyou print eitherby handor by runningit through a press.

2. Intaglio Printing

In intaglio printing the image is cut or incisedinto a metal platewith varioustoals
or with acids.Thereare two basic typesof intaglio printing: engraving the image
into the plate with finely ground tools called needlesburnisters, scrapersand

rockers,andetching the mage with acids.
I Engraving

In the engraving method,the image is first cut into the plate (usually metal or
wood). Then soft ink is appliedwith a roller acrossthe entire plate. You must
make certain that all the incisedlines arefil led with ink. After this, you needto
wipe the surfacecleanleaving only the ink heldin the drawnlines or crevices.
You canthen placethe plate on the bed of the press.Rememberto moistenthe
paperbeforeyou placeit over the plate. After this, you must place felt blanketsor
paddingon top of the paper.It is the presure of the rollers on the paperand

paddingthatwould forcethe inkup from the incisedinesontothe paper
. Etching

To make an etcmg, you have to coata metal platewith an acidresistanivax-base
substancealleda ground.Usean etchinghealle with a very fine pointto drawthe
image on the plate. The surfaceground is removed wherever the point of the
needlemakes contactwith the plate. Then,immersethe platein a tray containng

an acid bath. The acid eatsinto the platein the lines exposeddy the etching tool.
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Thestrength of theline is deteminedby the length of time the plateis exposedo

theacid.
iii. Aquatint

Aquatnt, an ntaglio process similar to etching, produes a print of a wholly
differentappearancel o usethis method,you have to exposdarge portions ofthe

plateto the acidoath;this createsonalareagatherthanlines.

To createan aquatint,you have to sprinkle certain areasof the plate with resin,
and apply heatto make the resin adhereto the plate surface.Thenimmersethe
plateis in a mild acid. Theacid will eatoff the areasof the plate not covered with
resin. If there are areasyou want to remain darker than others, thoseareasare
exposedo the acidfor alonger peliod. The platesurfaces thaareexposed tacid
becane rough and so the ink is retained more readily. The aquatintmethod is
often difficult to control, therefore,it is wiseto usethe techniquein combination

with etchinganddrypointtechniques.
iv.  Drypoint

Drypointtechniquds similar to line engraving. It requiresthe useof a pengl-like
tool, usually with a diamond point. The tool is usedto draw an image on an
untreatedcopperor zinc plate. With each movement, the tool createsa furrow
with a soft metal ridge on eitherside called a burr, which is pushedup from the
plate by the tool. The burr must be retaired throughout the printing becausedhe
burr holdsthe ink andresultsin a print with rich, velvety lines. Becauseof brittle
anddelicatenatue of the burr andthe continuouspressure othe press only a few
impresions (not more than 20 to 30) canbe printedbeforethe burr is lost. Asin

the aquatintprocessthe drypoint print is producedby inking the plate, wiping it
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clean,placing dampered paperover the plate, and putting the plate through the

press.

3. Planographic Printing - Lithogr aphy

In planographic printhg theimage iscreateddirectly on the surfaceof a stoneor a
metal plate without cutting or incising it. The most common method is called
lithography, a processbasedon the incompatibility of greaseand water and the
material needfor lithography are limestone,Zinc or aluminum platesandink or

colours.

Thefirst stepin this proaessis for you to draw the image on a freshly ground
limesbne surfacewith a greasecrayonor with a penor brushloadedwith thin
greasyink. Next, you apply a mixture of nitric acid andgum Arabic to the entire
surfaceto increasehe stones ability to hold waterin a thin film all over it. After
that, pour waterover the entire surface.The wateris repelledby the greaseof the
crayonmarks but is absorbedwherethereare o crayonmarks. Fill a roller thickly
with greasyink and passit over the surface.The ink will adhereto the greasy
drawn areadut it will be rejectedby the wet part of the surface.After the
applicationof ink, the stoneis placedon a pressandpaperis applied,the pressure
of the presstransfersthe image to paper.Pressurecan aso be appliedby hand

whereapresss notavailable.

I. Monoty pe Printing

With the monotype printng, only onegood impressiorcanbe pulled from a plate.
To createthe print, images are first drawn with oils or watercolors, or inks, on
almost any smooth surface(glass, polishedcopper plate or porcelain).The image
canbe create@itherby paintingit on the surdcedirectly or by thereverse process

in which you first cover the plate completely with an even coatof pigmentsand
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thencarefully rub this away with the fingers or with a brushto form the image.
Next you apply paper to the plate transferthe image to it either by rubbing the

backof the papeor with the useof anetchingpress.
. Stencil Printing

Theeasiestvay to createa stencilis to cut thedesiredmage into paper;the deggn
appearsaasan openspae with solid areasaroundit. The completedstencilis then
placedover a pieceof paperandpaintis brushedover the suface.Only the cutout

portionwill allow the paintto pasghrough andreproduceheimage below.

A silk screen(also cdled sergraph or screa-print) can also be usedin printing
(Fig. 38). It consistsof a pieceof silk or andher porousmaterialstretchedtightly
acrossa woodenframe. You can producethe image by creatinga desgn on the
fabric with a blocking agent (a stencil, glue, or a combination of glue and a

solvent).

Fig. 38: Silkscreen Printig
Source:Microsoft Encata 20009.
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Paperis placedbeneaththe screenandink is pushedacrossthe entire surfaceof
the screenwith a squeegee. As the squeegee passever the exposedareagwhere
thereis no blacking agent), the nk is deposied belowandthe deggn is transfered
to the paper.A stencilfilm or phobgraphictechniquescanalsobe usedto create
theimage.

A Etching

Etchingis an intaglio method of printmaking in which acid is usedto incise an
image onto the surfaceof a metalplate. The acid makesthe area of the metalit
touchesrough. If a very thin part of the surfaceis exposedo the acid, a line is
burnt into the metal plate. Etching is also usedin the manufactunng of printed

circuit boardsandsamiconductor @vices.

3.4 Lettering

Letterng is a very importantpartof nonverbal communication.Lettering hd psus
to give symbolic representationo words. This makesit possible for words and
ideas to be recorded.Letterng is said to have started with the early ments

scribbling, which latergot modified intoorganized synbols.

Expertsinform us that the earliestconventional type of lettering was tracedback
to the Egyptianswho developeda style of writing called hieroglyphics that were
carved in vertical columns on monuments and tombs. These were further
developed by the Pheaenicians. The vowel soundslike A, E, I, O, U were later
developed by the Greeks.The Romans also further modified theseby giving
symmetry and exquisitenesgso the charaters, hence the conventional lettering is
calledRoman. We aretold that as the art of writing grew popular,the Roman

letteringhassincebeenfurthermodified over the years.
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3.4.1 Typeface

Prior to the invention of the printing machinein 1450 by Johanes Gutenberdn
Geamany, books were written by hand. The development of typefacesof the
alphabetscame with the invention of the printing machine.Typefacerefersthe
variations in the rendition of the alphabetsThereare several typefacesand some
are:Arial, Gothic TimesNew Roman, Calibri, Geogia, Tahoma, to mentionfew.

We have sme examples of typefacethatwe have showrbelow:

(i).Gothic or Old English Text
ABCDEFGHIJKLMN

OPQRSTUVWXYZ
&?1:;1234567890

abcdefghijklmnopgrstuvwx
yz
(ii). SanSerif
ABCDEFGHIJKLMNO
PORSTUVWXYZ
&?1:;,1234567890
abcdefghijklmnopqgrs

tuvwxyz
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3.4.2 General Proportionsin Letter Construction

Lettershave different proportion as evidentin the lettersof the alphabet.If you
scrutinizethem closely, you will notice that each one hasits own qudity. These
are the featuresthat distinguish each letter and what makes eachone of them
easilyreagnizable.For instancethe letter I, the narrowestof all letters, is very
different from letter W the widest. Generally,all the lettershave the same heaght
but varying width. Some are narrow, some are medium, andothersarefull width,

while othersare widerthanthefull width.

If you check below in the diagrams of the illustrationfor the constructionof the

letters,youwill seethatthe pointsmade abwe are correc{Figs.39a and39b).

W |

Fig. 39a:lllustrationfor the Constructionf thelLetters.

Thesquareis usedasour standardneasuement for the full width. As you cansee
all the lettershave thesamne heght as the squa, butnotthe sane width.Theletter
A occupiesthe full width of the square but lettersB and C do not occupyup to
threequartersof the sane width. LettersM and W are wider thanthe squareand

letter| takesjustquarter.
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L /

Fig. 39b:Illustrationfor the Constructiownf theLetters.

Basedon the facts statedabove, the lettersof the alphabetare divided into four

groupsas showrbelow:

Group1- includesletterswhich occupythe full width of the square.They
areA, O,Q,V andy.

Group?2- includesletterswhich occupy more thanhalf but not up to three

gquartersof thesquareTheyareB, E,F, J, L, P, R,andS.

Group 3- includesletters which occupythree quarterof the width of the
squareTheseare C, DG,H, K, N, T, U, X, and Z.

Group4 i comprise of threeletterswith threedifferentwidths. They arell
which occupiesjust a quarterof the width of the squareM is a
little wider than the full width of the square,and W which both

wider thatthe full with of thesquareandthe ktter M aswell.
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(You shouldbearin mind thatin same typefeaces,thelettersO andQ which

arein Groupl may move to Grou@).
3.4.3 Letter Construction

For the letter construction,we will start with the block letters. Theseare the
easiesttype of letters to construct. Using the illustration given above as an
exanple andguideline, you shoulddrawtwo parallelhorizontallinesthatare 4cm
apartacrossyour sheet of paper.By drawing a perpendiculadine, breakthese
lines into squaresand ensurethat you leave a spacebetweenthem. Then, divide

eachsquarevertically into four equalparts.
3.4.4 Spadng

Spacing refersto thegapor spacébetweereach letterin aword in the construction
of letters,aswell asthe spacebetween wordsThis is very importantasit helpsus
to distinguishoneword from anotter. Whena word consistsof thelettersA, L, T,
P,V, Y andW andotherletters,the evenspacedetweersuchlettersis chargedto
prevent the spacefrom being too wide in comparism to the spacedetweenother
letters.Sometimes B, C, D, O, andQ are alsoaffectedby this dueto their round

nature.
3.5 Other Aspectof Graphic Art
At thispointwe shallstateotheraspecbf graphicart whichinclude

3.5.1 Line Art

Line art is a broadterm sometimes usedfor any image that conssts of distinct
straght and curved lines placedagainst a background (which in most casesis

plain), without gradatons in shade(darkness) or hue (colour) to representwo-
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dimensonal or threedimensional objects. Line art is usually monochomatic,

althoughthe linesmay be of differentcolours.
3.5.2 lllustration

Smply put, an illustrationis a visual representation.Examples are drawings,
paintings,phobgraphsor other works of art that lays more emphasison subject
thanform. The purpose of anillustrationis to explainor decoratefor example, a
story, poemor pieceof textual information (for instance a newspapeartide) by
providing a visual represetation ofanitem describedin the text. A good example
Is the editorial cartoon(also known asa political cartoon)which is anillustration

which cornveysa political or socialmessge.

lllustraionscanbe usedto disgay a wide range of subjectmatterandtheyseave a
variety of functions. They may be usedto give facesto charactersn a story, to
displaya numberof examples of an #m descibedin an acadmic textbook (e.g. a
typology) orto visuaise stepwise sds of instructionsin a technicalmanual.
lllustraions canalsobe usedto communicatesubtlethematic tonein a narratve,
to connectbrandsto the ideasof humanto expressionjndividuality and creatvity

or simply to createhumour andfun.

3.5.3 Graphs

A graphor chartis atype of information graphic that represets tabular,numeric
data.Chartsmake it easer for peopleto undestandlarge quantitiesof dataandthe

relationshipetweendifferentpartsof thedata.
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3.5.4 Diagrams

A diagram is a simplified and structuredvisual depictionof concepts,ideas,
constructionsrelations, statisticaldata, et cetera.They are usedto visualize and

clarify the topic.

3.55 Symbols

Basically,a symbol is a reresentatiorof a conceptor quantty (thatis, anidea,
object, concept, qualityet cetera)Psyclologically and philosophically, all
conceptsaresymbolic in nature,andrepresentations faheseconceptsare simply
token artifacts that are allegorical to (but do not directly codify) a symbolic
meanng or symbolism. Simply put, the art of creathg symbols is known as

symbalism.
3.5.6 Maps

A map isa simplified depidion of aspacelt is a navigationalaid which highlights
relationsbetweenobjectswithin that space.A mapis often a two-dimensional,

geometrically correctrepresentationf athreedimensonalspace.

3.5.7 Photography

Photographys a method of picturanaking which is basedon principlesof light,
optics,andchamistry. The methodwasdevelopedin the earlyl9th centuryandthe
term photography comes from Greek words which meansfdrawing with light.0
There are many functions of phobgraphs. They seve as carriers of news, as
scientific evidence, as historical documents, and as works of art and recordsof
family life. Thereis no doubtthat you have seen many phaographsandyou have

alsoseemnpeopletaking phobgraphs asnanydo worldi wide.
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Thetype of photayraphy madefor artistic rather thandocumentaryor commercial
reasonsis called Art Phoobgraphy. It includes both objectve and manpulated

imagesandcaninvolve purelyphobgraphicor multimedia presentatits.

Themostimportant toolof photography is the cameraitself. Basically,a camerais
a light tight box with a lens on one side and light-sensiitve film on the other.
Exposuresare madewith cameras and there are many typesof camerassuch as
still cameras,box cameraspoint-andshoot,cameras,digital cameras to mentiona
few (Fig.40).

Pristn

View finder Rewind knob

Filtm speed scale

Filin advance

Shutter release

Mirrar

(Tiil=
2 Microsoft Carporation, &l Rights Reserved.

Fig. 40: CameraAnabmy
Source:Microsoft Encarta

Digital phobgraphyis a method ofmaking images withoutthe useof conventional
photayraphic film. Instead,a machinecalled scannemrecordsvisual information
andchargesthe datainto a codeof onesandzeroeshata computer caninterpret.

Various computer programs can be usedto manipulate phaographsin digital
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form. Digital phobgraphy hasbeenextensvely usedin advertising and graphc
desgn sincethe late 1990s,and hasrapidly replacedcornventional phobographc

technobgy in areasuchas photgournalian.

Digital and other types of camerasare used by both professioal and amateur
photayraphers.Most professionalphotographers usethe more expensve typesof
professionaldigital camerassuchasthe sophsticated35-mill imeter camerasthat
canrecordpicture information as pixds, or digital dots of colour. Therecanbe
several million pixels in a high-resolution, full-color digital phobgraph. Some
digital camerasare ableo trarsmit their large picturefiles straght into a computer
for storage. Othersaccepta disc or similar portable storage unit to acaomplish the
sane purpose. The original high-resoldion image and the image can be
reproducedaterin ink (in a magazine,for example) or asa conventional silver

halideprint.

The type of Digital camerasmeant for non-professionals or the amateur
photaggrapherfunction just like the point-andshoot camerasvith automatic focus,
autanatic exposure,and built-in electronicflash. Picturesfrom thesetypes of
camerascontainfewer pixels thanthosefrom a more sophistcatedcostly camera

andare for thateasomotas sharp.

To view the phobgraphstaken, the camera can be connecteddirectly to a
television set or video casgtte recorder. Alternaively, image files can be
transferredto a home computer, storedon disks, or sentto friendsvia electronic
mail. (Microsoft Encarta2009).

3.5.8 Computer Graphics

Thereare two types of computer graphics: raster (pictorial elements) graphics,
whereeachpixel is sgparately definedas in adigital phoograph), andrector(line
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drawing) graphics, where mathematical formulas are used to draw lines and
shapeswhich are then interpretedat the viewers end to producethe graphic.
Using vectorsresultsin infinitely sharpgraphcs andoftensmaller files, but, when
complex, vectorstake time to renderand may have larger file sizesthana raster

equialent.

3.6  Usesof Graphics

GraphicsservesmanyusefulpurposesThey featurein almostevery aspeciof our

life. We are nowgoing to lookat the fewexamplesitedbelow.

3.6.1 lllustrations

[llustraions are graphic material often usedto guide readersand viewers to
specificinformation. They are also usedto supplament text (asin magazines)to
help readersunderstanda particularidea or to make the idea cleaer or more

interestng.

3.6.2 BusinessGraphics

This is any form of graphicsused in business and ecoromics to createfinanaal
chartsandtables.Theterm BusinessGraphicscame into usein the late1970swith
the use of personalcomputersfor drawing graphsand chartsinstead of using a
tabularformat. BusinessGraphicscan be used to highlight changesover a period

of time.

3.6.3 Advertising Graphics

Advertising is oneof the most profitableusesof graphics,for instance advertising
graphics are potent devices used toincrease the chancesof selling goods or

sewices.
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3.6.4 Palitical Graphics

Graphics{cartoonsgraffiti, posterart, flag design, andso forth) are alsousedfor
purely political purposesworldwide. The editorial cartoon (also known as a

political cartoon)which corveysa political or socialmessge is agoodexample.

3.6.5 Educational Graphics

Graphicsare profusely usedin textbooks,especiallythose concernng subjects
such as geography, science,and matrematics where they are used to illustrate
theoriesandconceptslllustrationsof the humananatomyin scienceextbaks and
the diagrams usedto label photographsand picturesare examples. The Oxford
lllustrated Dictionary, for instance,usesgraphics and technicalillustrations to
make reading material easieand more thrilling to uncerstand.The same appliesto
an encyclopediajn which graphicsare usedto illustrate conceptsand portray

examples of the specifidopic beingdiscussed.

Educationaanimationis an mportantfield of graphics.Animatedgraphicsare
more expedienthanstaticgraphicsfor explaning subjectmatter thatchange over
time. Computergraphics(film andanimation) are usedn themajority of new
featurefil ms,

3.7 Digital art

Digital art is a general term usedto descrbe a catkgory of artistic works and
practices thatutilize digital technobgy as a mandatoryaspectof the creatve
and/or presentatiorprocess. The processis also referredto as computer art and

multimediaart.
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Computer art involvesthe useof digital tools manipuatedby the artistto produce
images, usuallythrough the useof a pointing device suchasa tabletor a mouse.It
Is quite different from computergeneratecdart, which is producedby a computer
using mathematical models creded by the artist. Computer art is also different
from digital manipulaton of photagyraphs becauset is an innwative creation
instigated by the creator of the work from the outset. Although phoibgraphic
elementsmay be integratedinto suchworks, they arenot the principalfoundation

or sourcefor thecreations.

Digital art isclassifiedundera caegory of at thatis designateshew media art ad
an artist who employs the use of digital technologiesis referredto as a digital
artist becausehe or she utilizes digital technolagy in producng his or her art
works. Generally,contanporary art that usesthe methodsof mass productionor

digital media isdescribeds dgital art.

4,0 CONCLUSION
In this unit we have looked at design and the principlesof desgn that must be

appliedto achiere aesthetially soundcompostionsandworks.

50 SUMMARY
In this unit we have taken a critical look at the meanng of the word desgn, its
elements and principles.To exemplify the points made,we alsotook a look at

graphicsdesgn, thusconcluding our considesation of the appliedarts.

6.0 TUTOR-MARKED ASS GNMENT

1. Whatis GraphicDesgn?
2. Discussanyareasf GraphicDesgn

3. Write ashortnoteon (i) Printmaking (ii) type face (iii) Lettering
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7.0

4. Describethe differentcomponents of @amera.

5. Make a paperdesgn advertising productsfrom the world of cosnetics &
perfumes. Your despgn must carry a figure very relevantto the illustration.
Employ a suitable company name and a captvating slogan to beter
advertiseyour product.Your ill ustrationmust be in colour or black /white
wash.SIZE: 40cm by35cm.
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INTRODUCTION TO THE PERFORMING ARTS
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6.0 Tutor Marked Assgnment
7.0 ReferenceandFurtherReadimgs

1.0 INTRODUCTION

Theperfoming artsconstituteoneof the branchesf the creatre arts.In this unit
we will discusghevariousaspect®f the perfoming artswith drama, music and

danceas oummajor focus.
20 OBJECTIVES
In this unit, youwill be expectetb:

A Defineperfoming arts;

A Identify anddifferentiateits variousbranches;
A Defineanddiscussirama andits types;

A Defineanddiscusamusic:

A Defineanddiscusgdane;

3.0 MAIN CONTENT
3.1 Whatis Performing Art?

The performing arts include theatre,drama, music, opera,and dance,mime and
pantanime. Stand-up comedy, oratory, debae, and the like, are also classified
underthe perfaming arts. The term alsoindudesall of the variousforms, sub -
forms, elements, and variations of the foregoing, such as oral interpretation,
marching band, ando on. An artistwho practicesone or more of the perfoming
arts is called a "performer". Common professionaltitles used to describe a
perfomer include actor, actress player, artige, comic and comedan. You must
notethatthe perfaming arts are different from perfamanceart (alsocalledfiive
a r tAxqgording to the Dictionary of Art and Artists, three factors characterize

performance art that differentiatest from the perfoming arts. Firstly, it is live,
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secondly,it takes place befae an audence and it usually involves performing
artists (dancersfine artists,musiciansand poets) who alsowork in other media,

thirdly, the artistis the perfomerbutis rarelyafic h a r diketareactar.
3.2 Branchesof Perfor ming Art.

We have noted above, the main branchesof the perfaming arts. Here, we will
exanine some of them to illustratethe point madealove. In this regard we shdl

discusghe following: theatredrama, music, dancemime andpantanime.

3.3 Dramaand Theatre

Definition

Drama is a term delived from a Greek word meaning fia ¢ t ioofito @o Olt is
concernedwith acting out storiesin front of an audienceusing a combinationof
any one or more elementsof the other performing arts suchas speech gesture,
music, dance,sound and spectacle.Drama concernsthe written text or saipt for
the perfomance. On the other hand, theatre concernsthe performance of this
script. Many of the most valued and prominent works of literature world-wide
have been dramas. It is pertinent that we now consider briefly what the

characteristicef drama are.

3.3.1 Characteristics of Drama

Mosttypesof literature (novels, short stories,and poems)are written to be read,
usuallyin silenceby a solitaryreader Works of drama (also calledplays),arealso
oftenreadin this manner,however, they are createdprimarily to be enactedon a
stage beforean audienceby a group of perfamers.During acting, eachperfamer

pretendgo be oneof the charactersn the storythe play is narratirg. The structure

of dramatic textsis directly influencedby thisattributeof drama.
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There are certainthings you must note in the structureof drama, these are:
dialogue, lines, stage directionsand settng. Dialogue refersto the words spoken
by the charactersin the play, while the suggestionsof how the perfamers speak
thesedialogues,is referredto astheir lines. The stage directionsrefer to how and
whenthe perfamersenteror exit the stage. The setting is the descrption of the

costumes or physicalkurroundigson stae.
3.3.2 Elements of Drama

Theelements of drama are the components which make up the drama; they
include the story and the meansby which it is told. Thesecomponentsare: the

plot, characterthought, larguage, andspectacle.

A Theplot: Also referredto asthe storyline,is the basicstoryor sequencef
eventsin the dama.

A The Character: Thisrefersto the persomeingportrayedn the drana.

A The Thought: Thisis alsothetheme of thedrama. It is theintention or the
philosophicaideabehindthe drama.

A Language: This refersto the vocabularyand style in which the drama is
delivered.It alsoincludesthe gesturesandnon-verbal @mmunicationused.

A The spectacle: This is the perfamanceor display of the drama. It is the

actualwayin whichthe dramnais deliveredto the audience.
3.3.3 Kindsof Drama

Drama is commonly categorized into two broad groups, namely, comedy and
tragedy. The division wasestablisked by the Greks, hencesymbols of the ancient
GreekMuses,ThaliaandMelpomenearestill usedtoday. Thaliawasthe Muse of
comedy (thelaughing face), while Melpomenewas the Muse of tragedy (the

weepingface).
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Usually, a tragedy is dominated by a solemn tone and it deals with idedistic
issues,and usually ends with thedeathof the leading character.In contrast,
comedy focuseson the lighter side of life. It usually evokes laughter (or at least
amusementor entertanment). A comedy generally hasa happyending and most
timesit endswith the reunionof a pair of younglovers. A third type known as
tragicomedy which is a blend of the elements and aspectsof the two kinds of

theatrewaslaterevolved.
3.3.4 Formsof Drama

Drama comesin different forms of which opera,pantanime and Creatve Drama

areexamples.Theseforms of diama are explainetelow.

A Opera

Operais a dramatic art form, in which both music and theatre are combined. In
operathe textof the dramais setto musicand it is perfamedon stage. Thetexts
of operasaresury, with singing andstage action nearlyalwaysgiveninstrumental
accaonpaniment. Many operasalso feature instrumental interludes and darce

sceness well.

A Pantomime (or Mime)

Pantonime or mime is the art of dramatic representatiorby meansof facial
expressionandbody movements ratherthanwords.The performer usesgestureto
communicate and doesnot spek during performance.Panbmime is believed to
have developedin the greatopenair theatreof ancient Greeceand Rome whereit

waseasieifor the audiencé& seemore thant couldhearthe perfomers.
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Thestoriesenactedn a pantanime perfamanceusuallyfollow in thetradition of
fablesandfolk tales. The perfamanceis not only entertainng, it is also edifying
asthereis nomally alessornto be learnt.

In a mime, the hero and heroineaided by the audiencenormally save the day.
Pantonime is a kind of improvised comedy which often focuseson moral

dilemmas.In panbmimes,goodalwaystriumphsover evil.

A Creative Drama
Creatve drama includes dramatic acivities and games used primarily in
educationakettngs involving children. Its is saidto have its roots in the United
Statesand it is sad to have beenintroducedin the early 1900s.Winifred Ward
who is creditedwith the eseblishment of the first aca@mic use of drama in
Evanson, lllinois is alsonamed as the foundef creatve dramain education.
SelfAssesment Exercise2
Whatdo youunderstandby the terndrama?Differentiatebetweerthe different

forms of drama.

3.4 Dance

Dance,like music is also an art form. Generally, it refers to the rhythmic
movement of thebody usuallyto music. Dance may alsobe coneivedasa form
of nonverbalcommunication betweerhumans. Theart of creatinglanceis known
as choreography while the person who createsa danceis known as the

chorearapher.
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TheWikipedia,the freeencyclopediastateshat:

Definitionsof what constiitesdanceare dependat on social,
cultural, aesthetic,artistic and moral constrints and range

from functional movement(such as folk dance) to virtuoso

techniquessuchas ballet. Dancecan be participatory, social

or performedfor an audience.lt can also be ceremonial,
competitive or erotic. Dance movementsmay be without

significancein themselvessuchasin ballet or Europeanfolk

dance,or havea gesturalvocabulary/symbic systemas in

many Asiandances. Dance can embodyor expressideas,
emotionsor tell a story.

It goesfurtherto explainthatregard essof the style,a common featureof danceis
that it involves flexibility, body movement and physics.It notestoo that if the

properphysicsis nottakeninto considerationa dancemmay sustainnjuries.

3.4.1 Elements of Dance

Theprimary eementsof dancenclude:the useof spacetheuseof time, the use

of the bodys weight andthe useof enegy flow.

(1) TheUseof Space:floor patternsthe shapesf themoving body,anddesgns

in spacemade by thdimbs.

(2) The Useof Time: tempo, the lergth of adancerhythmic variations,andthe
attitudetowardfilling time, from taking one's time to making quick stopsand

starts.

(3) The Useof the Body's Weight: overamming gravity to executdight, graceful
movements, surrenderingo gravity with heavy or limp movements,or

exertingthe bod's weight against gravity with strergth.
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(4) The Useof Energy Flow: tenseyestrainedpr boundmovements or freely

flowing motion.

3.4.2 Origin of Dance

Different cultures world-wide have different explanationsfor the origin of the
dominant dancesindigenousto their land. For instance the origin of Sri Lankan
dancess traced back to the mythological timesof aboiginal yingyang twins and
"yakkas" (devils). Another example is the, Kandyan.Accordng to a Sinhalese
legend, the danceoriginatedabout250 yearsago, from a magic ritual that broke
the spell that was placedon a bewitchedking. Many contenporary danceforms

canbetracedbackto historical traditional,ceremonial, andethnicdance.

Back home here in Nigeria, the origin of Nigerian dancesmay be obscure,
however, there are many myths that explain the origin of prominent dancesin

different ethnic groups.Take for example, the Benin ritual dance,referredto as
iku-ebowhichmean s fi @fd rhee dwhichis aa actve instrumentfor spirit

veneratbn, the focal point of Benin traditional religion. The origin of the ritual

dancess deeplyembeddedin their traditionalreligion. They are believed by the

peopleto be asold as mankind given that they have beenin existencesincethe

beginning of human creation.

Every religious cult in Benin haselaboratestories and mythologies that attempt to

explainhow the ritual dancepeculiarto it originated. The worshippersof Olokun

(the fertility god of the sea)in one of suchmyths claim that the seriesof dance
stepswhich chaacterizetheir cult worship were revealedto Omobe, a legendary
Beninwrestlerby the deity during his brief sgournin thed e i tegndumderthe

sea.lt is said that Omobe who had challenged the spirits to a wrestlingbout was

transportedpiritually to the reém of Olokun wherehe wrestledvith anddefeated
the spirits. As a reward for his prowess and victory, the wrestler was taught

Olokun ritual dancestepsby the deiy. On hisreturn,Omobein turn, introducedo
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his peoplethe dancesteps.Mythological narratives such as this exist in other

ethnicgroupsin Nigeria.

3.4.3 Kindsof Dance

Mainly two kinds of dance exist: dancesfor participation, which do not need
spectators;and dancesfor presentation,which are desgned for an audience.
Dancesfor participaion includework dancessome forms of religious dance,and
recreational dancesuch as folk dancesand popular (or social) dances.Such
dancesftenconsistof repditive steppatternshatare easyto learn. This makesit
easyfor everyonein a community to learnthe danceand be able to perfam and

take partin them.

Presentationadances (often viewed as art) are geneally peformed in royal
courts, temples or theatresmostly by professionals. The dancestepsand body

movements are relatvely difficult to learnandrequirespecializedraining.

3.4.4 Functions ofDance

Scholas speculatéhat oneof the earliesstructuredusesof dancesmay have been
in the performance and in the telling of myths. They assertthat prior to the
creation of written languages; dancewas one of the methodsof passng these
storiesdownfrom generatiorto generationTheyasserthatit wasalsosometimes
used(asin courtshp) to expressfeelings for a member of the opposite gencer.
Danceis alsolinked to the origin of "love making." Scholarssurmise also that
anotherearly useof dancemay have beenasa forerunnerto ecstatictrarnce states
in healingrituals asit is still being usedby many cultures from the Brazilian

rainforestto the KalaharDesert.
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Danceplaysa vital role in the livesof Africans. Danceis a fundamentalfactorin
every aspectof the African culture.As rightly notedin Microsoft Encarta2008,
fidance manifests prominently in the political, religious and sodal life of the
people.lt is associatedvith sacredand secuar events and playsa crucial role in
educatiorwork, entertanment, politics andritualso

African dances save many purpaes: they seve as a veritable means of
communication and as an instrument for the rapid corveyance and as
dissemination of complex socil, religious and moral information. Summoning
dancesfor instanceare alsoperfamed to invoke spiritual entitiesandasa means
of commemoration and glorification of different spirits. Ritual danceshelp to
ensurethe pemanenceof religious patternsand social danceshelp to foster
solidarity andcultural continuity andthey se've asa means of identification.They
areperfomedto mark importantceremoniesuchasbirth, deah, marriage, andso

on.

SelfAssesment Exercise3

Briefly discusghekindsandfunctionsof dancefrom your apartof the country.

3.4.5 TheRole of Music inDance

Danceand music often go together.Many early forms of music and darce were
createdand perfamed togetheras it still is today with dancessuch as:jig, waltz,
tango, disco, salsa,electronicaand hip-hop. Some musical genresalso have an
equialent danceform astypified in baraqque music andbaroquedance But, there
are dancesfor instanceclassicalmusic and classicalballet that have developed

indepemlentof music.

Although danceis often accompaniedby music, there are some typesof dances

thatdo not needmusic. A good example is the tap dancewhich providesits own
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music (the soundmadeby the feet of the darce). Dancepresentedvith music may

or may notbe performedin time to themusicdependig on the styleof dance.

3.4.6 Nigerian Dances

Nigerian dancesare usually acaompanied by music supplied by songs and
traditional instruments suchas drums, gongs and beadedgourds (maracas).The
sorgs that acaompany Nigerian dancesare as varied as the drumbeatsand dance
stepsperfamed by dancersduring the variousdancesEachtype of dancehas its
own distinctsangs anddancesteps.Thus,as ightly obseved by Bell-Gam (1989),
thereareritual songs, funeralsongs, game sangs historicalsongs, mourning songs,

proverkial sorgs andvocationalsangs.
3.4.7 The Style of Nigerian Dances

Dancinghasevolved manystyles,however no matterthe style; it alwaysinvolves
flexibility and body movement. Dance may involve a fixed vocabulary of
movements that have no meanng in themséves, or they may involve symbolic

gesturewith specificmeanng.

Different partsof the body are emphasizedby different ethnic groupsin Nigeria.
For instance subtleaccentof the hipsis chaiacteristicof the Kalabari and Itsekiri
people.In Agbor, strongcontractionrelease movements of the pelvis andupper

torsocharacterizéoothmale andemale dancing.

Dancersn Nigeria commonly combine at least two rhythms in their movement,
and the blending of three rhythms can be seenamong highly skilled dancers.

Articulation of asmany as foudistinctrhythmsis rare.

The stepsand body movemerts of Nigerian dancesare as diverseas the wide

variety of songs and drumbeats.The dancersmatch their feet movements in a
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calculatedsysematic mannerto the drumbeats and songs rendered.Seemingly
homogeneousbut consising of the different syles, Nigeriandancestepsandbody
movements are complex andrepetitiais. They range from slow graceful motions
to highly strenuousathletic,vigorousandfrenziedmovesdependag on the tempo
of the sangs and drum beats.The dancersoften change their stgps and body
movements several timesin compliancewith the tempo andrhythm of the music.
The personperfaming the dance or any member of the audencetakes the lead

while otherssingthe choruses.

Gesturesgostune and nake-up, as Belt Gam(1989)notes;are norverbal
aspect®f danceTheyarefundamentaltheatrcal elements whichenegisethe

d a n coeeatize prowessandstimulatebody movement. Thisis true of Nigerian
dancesThegestureghatdancersnake helpto clarify the meaning of theirdance.
Forinstarce,the ajile andwild movements ofOgunandSangoworshippersas
theydanceduringworshipalludeto the agressive andcapriciousnatureof both

deitiestheyareveneratng.

Thecostunesandaccessoriessedby danceran Nigeria are elaborateand highly
symbadlic. They are part of the nonverbal communicaton process. They
accentuatethe physical frame of the dancers, portray important religious
information, they give meanng to the perfaomanceand they lead the audence

succinctlyinto the typeandmeanng of the ritualbeingperfamed.

Peoplesof different cultures dance differertly and for varying purposes;their
variedforms of dancecan reveal muchabouttheir way of life. Nigeriantraditional
dancersaanddrummersexpresscommunal desres,values,andcollective creatvity,

ratherthanemphasizng individual talent.
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3.4.8 Examplesof Nigerian Dances
Examples of prominentNigeriantraditioral dancesare:

1. Masqueraddancesthereare many Masque&adedancesn Nigeria among
themis the Layewu from llesa,EgunOlomofrom Kwarastate.

2. War Dances;these are performed either to welcome warriors returnng
from war, display strength and skill for warfare. Examples Shia Mek and
Jama 0 dence from the northeasten and north central part of Nigeria
respectivelyandlrked,from Kwara State.

3. Maiden Dances:theseare danceswhich are performed by young girls
(maidens) examples are Iria dancefrom rivers state,ljo Igbeyawo, from
Lagosstate.

Othersinclude ceremonid dancedike Nadhari, from the northernpart of Nigeria,
and Irorimwin, from Benin; Ritual danceslike Yemoja from the westernpart of
the country,Egwu Amarafrom Oguta, and Abiansi Okon both from the Easten

Nigeria.

SelfAssesment Exercise4

List some common Nigeriadances
3.5 Music

Accordng to the definitionn MicrosoftEncarta(2009),music isanartform
whosemedium is sound.Theword music isderivedfrom Greek wordédmo u s,i er 6
which meansf¥art) of the Muse® Therearedifferentelements ofmusic thatwe

needto be enlghtenedaboutas we shaléeein the pargraphsbelow.
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3.5.1 Elements of Music

The common elements of music are: (1) pitch (which governs melody and
hamony), (2) rhythm (and its allied conceptstempo,meter,andarticulatian), (3)

dynamics, and(4) the sonigualitiesof timbre andtexture.

Music expertstell us thatthe definition, creation,significanceand perfamanceof
music varyaccordng to culture and social context. Some types of music are
strictly organizedcompostions (andtheir recreationin perfamance),othersare

improvisationalmusic andaleatoricforms.

3.5.2 Typesof Musical I nstruments

Basicallythereare four categories of musical instruments. Theseare: percussion,
wind, stringandelectranic musicalinstumerts. The classificationis basedon the
way in which soundis producein them. For usto have a betterunderstandig of

their nature thereis theneedto exanine themsame more.

3.5.3 Percussion Instruments

Percussiomnstruments are refered to as membrarophonesif they producesound
through the vibrations of a stretchedskin or othermembrane.Drums areexamples
of membranophonesPercussionnstrumentsare calledidiophonesf theyproduce
soundthrough their naturalresonancewhen strud, rubbed, plucked, or shaken.
Hollowed logs, bells, gongs, xylophonesand pianosare examplesof idiophones.
Instumentsof the percussiomamily are found in Nigeria just asin a number of

othermusical culturesLetus nowstudysome of theseinstruments.

3.5.4 Wind I nstru ments

Wind instruments, (alsoknown asaerophaes), producesoundin several ways.

The performe r lips may createthe vibration, as with brassinstruments. The
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vibration may be producedby a column of air split aclossa sharpedge asis the
casewith flutes, pipes,andwhistles.Or the vibrationmay be producedoy oneor
two reeds,aswith instrumentssuchasthe clarinet, saxophone,bassoonandthe

Koreanoboecalleda piri.

3.5.6 String Instru ments

Thestring or chordophondamily has several branches.In one branch, which
includesthe zither, dulcimer, and Japanes&oto, strings are stretchedacrossa flat

body. In a secondoranch,eachinstrument hasa ned, for exanple the lute, violin

and guitar, Indian sitar, Arabic 6 u drto mention a few. A third branchincludes
plucked instrumerts with multiple strings, such asthelyre or the harp,whereeach
string produes only onepitch. In Nigeria, the Gogeof the Hausapeopleis a good

exanple of astringedinstrument.

3.5.6 Electronic I nstru ments

Electronicinstrument (or electrophonejefersbroadlyto anymeans ofmodifying,
generatng or amplifyi ng musical soundglectonically. Thetermmost oftenrefers
to instrumentsthatgeneratesoundelectronicdly. Thusanyinstrumentplayed

through anamplifier is describedas an electronimstrunent.

SelfAssesment Exericise 5

Briefly discusswith examplesthe varioustypes of musical instuments.

3.6  African Music
3.6.1 The Style of Afric an Music

Whenwe talk aboutAfrican music, we arereferring tothe music of Africans who
live southof the Sahara.ln spite of the vashessin size anddiversity of cultures,
throughout the continent,African music has certaindistinctve traits. An example

is polyphony.This is the synchromzed combinationof several distinct musical
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parts. Another characteristictrait is the use of repetition as an organizing
principle. For example, in the mbira music of the Shonapeopleof Zimbabwe,a
repeatedoatternis establishedy the interactionof variousparts.Out of this core

patternthe musician dgelops an iinprovisation.

Yet anothercommon featureof African musicis its conversationalquality. Thisis
manifestin the way differentvoices,instrumental parts,or eventhe partsof asdo
player are brought into anmatedexchange. One of the most common types of
music making is call-andresponsesinging. In this type of singing, a chorus
repeatsa presetrefrain in alternationwith a lead singer while the lead singer has

more liberty to improvise.

Therearemany differentmodes of expressionin African music. In West Africa,
for example, it is commonto find drum ensembles consistng of a number of
musicians who play interlocking patterns.In the ensenble, eachdrummer usesa
specialmethod of strking the dumhead togeneratevarying pitchesandtimbresto
differentiatethe sound made by his drum from all the othe's. Distinctive saunds
(alsoknownas tonecolours)are referredo as pitchesindtimbres). The drummers
who play the ftalking drums {llu) amongst the Yoruba (Nigeria) are expertsat

usingthis techniqueof drumming.

Some musical groupsusebeadedyourds, rattlesand gongs to producea repeated
patterncalleda timeline in music). This patem pemeateshe densetextureof the
ensenble and helpsthe drummersto play their patternsat the right time without

missing a beat.

3.6.2 African Musical | nstru ments

A wide variety of instumentsare usedin African music. Drums are among the
most popular instruments.They are madein a variety of shapesmaterialsand
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sizes.A variety of mateials suchaswood, gourdsand clay are usedto construct
drum bodies.Drum membranesare madefrom the skins of regiles, cows, goats,

andotheranimals (Hg. 41).

Fig. 41: TraditionalDrum
Sources: Decoratve Arts of Africa

Important typesof drumsinclude:drum-chimes, in whicha set of druns tunedto a
scaleis mountedin a frame andplayedby a teamof drummers.Therearealsothe
friction drums, in which soundis produed by rubbing the membrane.Another
exanple is the West African hourglassshaped tensiondrum, which is sometimes

called a fitalking drumo becawe it can be used to imitate the tonal contaurs of

spd&kenlanguage.
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Otherimportantpercusson instrumentsin Africanmusic indudeclap-sticks, bells,
rattles,slit gongs, struck gourds and clay pots, stamping tubes,and xylophones.
The lamellaphone aninstumentuniqueto Africa, consistsof a seriesof metalor
bamboo strips mountedon a board or box. The instrumentis handheld or on the
p | a ylapandlthe free endsof the stripsare plucked with thumbsor forefingers.
Lamellaphonesare usedthroughout Africa and are also referredto as Mbira,

kalimba,or likembe.

Thelist of Africa stringed instumerts is vast. And they include the musicalbow,
lute, lyre, harp, and zither. Professionalmusicians among the Mandinka (also
known as Mandingo or Malinke) peopleof Gambia play the kora, a 21-string
harplute. The xalam, a plucked lute usedin Sengal by Wolof praisesingers,is a
closerelative of the African -Americanbanjo.The musicalbow, which consistsof
a string stretchedbetweentwo ends of a flexible stave, plays a particulaty
important role in the traditional music of southernAfrican peoples,suchas the
San, Xhosa,and Zulu. The Hausaand Fulani peopleof Nigeria usethe Goge a

stringedinstrumentalso.

Theflute, whistle,oboe, and trumpet are some examples of African wind
instruments.Tramsverse and endblown flutes made from bamboo, reels, wood,
clay, bones,and other materialsare usedthroughout the sub Sahararregion. The
Ibo people of Nigeria are well known for their flutes referred to as ogene
Trumpes, often associatedvith royalty, made from animal horns, elephanttusk,

brassor woodare alsowvidely usedby the p@ple of Benin(Nigeria).

Clarinetsfrom the savannaregion of West Africa are made from guineacorn or
somghum stems, with a reedcut from the surfaceof the stemat one end. Double

reedinstruments,suchas the Hausalgaita, originatedfrom the NorthAfrica.
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SelfAssesment Exercise6

List some local instrumentsfrom your area.

3.7 Festivalsand Ceremonies

Osajie (2003) tells us that fifesivals are occasionswhen a community gets
togetherto celebratea particularevent or achevementin line withits cultureo He
addsthat they provide opportunitiesfor community membersto participate in

waysthatunderscora sensef belorging andcommunal love among citizens.

There are many fedivals and ceremonies in Nigeria. However, due to the
limitation of space,we will consideronly their natureand functon with a few

examples citedto illustrateour points.

Nigerianfegivals may be catgorizedinto two broadgroups,namely: socid and
religious. Different religions have different festvals and cermonies. The

ceranoniescouldbe personabr conmunal.

Forexample ChristianscelebrateChrigmas, Easteret ceteraMuslims celebraté
Edil Malud, Edil Fitri. African traditional worshippersalso have their purely
religious fesivals and ceremoniesthat are based on physidogical, psychobgical

andspiritual effectsleadingto theveneratiorof spirits.

Festvals and ceramonies in Nigeria, which are often charactezed by dancirg,
feastingand merry-making, seve many purpaes:theyhelpto fostersolidarityand
cultural continuity and they save as a means of identification, they sewve as a
veritable meansof communicationandasan instrument for the rapid conveyance
anddisseminationof complex socialandreligiousinformation. Relgiousfesivals,
for instance,are also perfamed to summon spiritual entitiesand as a meansof
commemorationand glorification of different spirits. On anotherlevel, they help

to ensurethe pemanenceof religious patterns.
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SelfAssesment Exercise7
Give an example eaclof traditionalfestivalsin your locality.

4.0 CONCLUSION

The performing arts, unlike the visual art, is not tangible but involves the direct
actionsof various artistes(thosewho engage in the art). As we have seenin this

unit the genresof the perfoming artsvary with eachperiodandsociety.

50 SUMMARY

We have discussd in this unit the perfaming arts as a major branch of the
creatve arts.We alsoanalyzed itsmain subdivisions ramely, thatis, drama, music
and dance.Using the African danceas an illustrative example,an attempt was
madeto detemine, not just the nature,but also to establishthe role of music in

dance.

TUTOR-MARKED ASS GNMENT

la.Whatis perfoming arts?

b. Enumerateanddiscussts main branches.

2a.Whatis drama?

b. Discussbriefly the typesof drama

3. Discusghe relationshifpetweemmusic anddance.
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UNIT 1 ART EDUCATION IN NIGERIA
Table of Contents

1.0 Introduwtion
2.0 Objectives
3.0 MainContent

3.1 Whatis Art Education?
3.2 A Brief Overview of Art Educaton in Nigeria
3.3 Roleof Artin Education
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3.5 Stagesof Creatve Developmentin Children
3.5.1 TheScribbling Stage
3.5.2 ThePreSchematic Stage
3.5.3 The Schematic Stage
3.5.4 TheRealisticor GangStage

4.0 Conclusion

50 Summary

6.0 Tutor Marked Assgnment

7.0 RefeencesandFurtherReadimgs

8.0 INTRODUCTION
In this unit we shall be looking at the importanceof art in educaion and the
general development of the human person. We shall trace and discussthe

developmentof art educationn Nigeriaand the placeof artin schoolcurriculum.
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Guidelinesshallbe povidedfor the dfective teachingof artin schoolsaswell as,

a brief studyof the artandeducationatievelopmental sagesin children.

9.0 OBJECTIVES

At the endof thisunit, youshoud beableto:

A DefineandDiscussart educatiomndits types;

A Explainthe importanceandrole of art ingeneal education;

A Have abrief historicalbackgrounaf art educatiomn Nigeria;

A Acquiresome usefultips for the effectve teaching of art in school;

A Identifythe variousart developmental Stages;

100 MAIN CONTENT
3.1 WhatisArt Education?

Art educationis the areaof learnng thatis baseduponthe visual arts (drawing,
painting, sculpture pottery,weaving, graphics,andso a).

There are three types of education,namely, informal, and formal. In the
traditional setup, informal training of artisanss in existenceThis occursoutside
the formal school system) wherebyart is taught via the atelier Method sysem
(appenticeshipsystem) where local craftsmen take on apprenticesvho learnther
trade (local artisanguilds suchasthoseof carvers, bronze casters,weavers, et
ceten). Theinformal type alsoincludesthe unstructuredype of learning receved
in the home; atype of apprenticeshigystemalso, whereby fatherpassedhe skill

to theirsonsandmothers tatheir dawghters.

In contrast, formal training takes place in school art studios (in tertiary
institutions) estalishedfor the purposeof training artist (and art teachers)n the

fine and appliedarts. In theseinstitutions, visual arts educationenmmpassesll

190


http://en.wikipedia.org/wiki/Studio

thevisual and perfaming artsdelivered in a standardshasedsequentiabpproat
by a qualified instructoras part of the core curriculum. Its nucleusis the study of
indivisible artisticandaeshetic experiencand learning. Art is generally taghtin

Nigeriansecondey schoolsalongsidewith craft or handwork

It will interestyou to note that educationin art is not only restrictedto art
institutionsbecauset canalsotake placeoutdde the schoolpremises.Community
based institutions and organizatons such as museums, local arts agencies,
recreationcerters, and placesof worship, social sevice agencies, and prisons
among many other possilbe venuesare placeswherepeople(children, youth, and

adults)learnaboutart.

How did the teachingof art begin in Nigeria? Who were the pioneerswho
instigated its development in our country?! have no doubtthat these are some
guestionsyou would like to ask. | will attempt presentlyto answettheseqguestons,

albeitbriefly.

SelfAssesment Exercisel

In your ownwordsdescribehe differentypesof art education

3.2 A Brief Overview of Art Educationin Nigeria

The pioneerof moden art educationin Nigeria was Aina Onalwlu. He was
initially a self trainedartist but later wentto England wherehe acauired Westen
training at St J o s véod Art School, London and Julien Acacemy, Paris.He

wasthe firstAfrican studento studyart in Engand.

Accordngt o O n atdsionbny, beforehe startegainting, art wasnot taught in
West Africa. When he returned to the country, he encouiaged the Nigerian
govemmentto includeart in the school curriculum.  This he did, accordingto

Egonwa (2005),by teaching artin a few primary schoolsin Lagos, unofficially at
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first, until 1922when art was formally introducedin thesefew schods. In 1927
he was able recruit KennethC. Murray, an expatriateart teacher,taught art in
Kingd and Qu e eaolfege in Lagos and Govemment College, Umuahia.As an
artteacherhe encouaged many young Nigeransto take up art as a career.It was
through his singular effortsand thoseof other personsuchas H.E. Duckworth, J.
D. Clarke and Dennis Duerdenthat the emergenceof a new breedof modern
Nigerianartistssuchas Ben Enwonwu,Udo Emma, J.B. Akolo, ClaraUgbodaga
Ngu, Uche Okeke, Bruce Ondorakpeyaand other exponentf Modern Nigerian
Art, beame possible. Kenneth C. Murray was later made Supefintendentof
Educationin chage of artsandcrats andwasafterwardappointedas the Director

of Antiquities.

Today,art is taught in Nigerian primary and tertiary institutions. Thereare many
artistswho graduatedrom universities angoaytechnics botthereandoutsidethis
country. Some of thesecontemporary artistshave contributedto the development
of modernNigerianart (thatis, the art that is being producedtoday in Nigeria).
Foramost amongst theseare graduaés of the Zaria and Nsukka schools, dating
respectivelyfrom the late 1950sand early 1970s. The Zaria schoolfirst explored
the possibilities of synthesizng themes and techniquesderived from both
traditional and modern sourcesThey tagged their style, finatural synthesiso The
Nsukka School artists produceworks that are known primarily for an inherent

strongsocialandpolitical content.

3.3 TheRole of Art in Education
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In spite of the laudable efforts of these pioneers, unfortunately little attentionis
given to the teaching of art todayin Nigeria. Thereare few schoolsin Nigena
todaywhereart teaches aretrainedand there are many schoolsthat do not have
artin their curriculum. In the few schoolswherethe subjectis taught, it is usually
not given prominenceon the time-table. Stanf o r (A9%6&) obsevation yearsago
that art is fi aubjectthatis 6 d o dugng one period of the week and forgotten

aboutduringeveryotherl e s ssatill @pplicableeventoday.

This should not be the casebecauseart is an integral part of life andthereare
many advaniages accrudle from teachng studentsart in schools.Educaton is a
sewvice industry that is crucial for the suvival of any nation. So also is art
educationl will now carefully explainthe importance of art in education After
you have read these obsevations, you will seethe reasonwhy govemment,
parentsand othe stakeholdersshodd not overlook the importanceof the artsand
whattheycando for the mind andspirit of every child andthe vitality of Nigerian

schoolng.

Art is actuallya subjectwhich is anintegral part of all othersubjectsandcourses.
In fact, no subjector coursecan be effectively taught if it is devoid of the
involvement of art. It is impossible to effectively explain ideas and theories
without illustrations, picturesand at times, actual demonstrationsall theseare

aspectof art.

As teacherswho teachreadng will tell you, childrenwho learnto draw and see
through visual alphabethave dramatic increasesin letter recanition andreadng
readiness.They will confirm also that the motivation to read usualy expards
when children draw the charactersand subgcts from their books. Drawing the
contentof science,geagraphy, and social studies lessons,for example, would
resultin noticeabledifferencesin speedof learningandretention. Teachersvho
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usethe abstract desgn lessonsto teachmath conceptsfor instance,often report

thatchildrenbreakthrough conceptuablocks with easewhile having fun.

Symbols make abstract concepts more compreheisible as against abstrat
reasormg only. Art brings to life the abstact knowledge in the variousfields of
human study. So it is therefore appallng and surprisng that the subject of art
arousesso little interestand elicits suchpoor attentionasit is being accordedn
our schools.This is one of the things we hope to addressn this unit, by offering
suggedions on how art canbe made more exciting to studentsand how it canbe

taught more effectvely.

The aims of teachng art and crafts in sdhools are numerous; however it is
relevantto remember thatthe mostimportantof theseaims is thatit is a meansof
self expression.This should be the emphass in the courseof impartng it to
studentsin teachng art over the last twenty-five years, | have alwaysstressedhat
it is importantthatin teachng art, efforts should be madeto avoid any approach

which couldstifle the expressi ability of the child.

Art stmulatesthe thinking ability of the person involved in it. This hdps to
develop the creatve abilities and critical powers of the person.It therefore
provides an easly accessibleavenuefor the development of propermotor skills
and musclecontrol, as well as the articulation of individual ideas, especially
among younger childrenwho have not fully graspedhe prope useof wordsand
language. Moreover, children's drawings and artistic creationare very important
tools used both in educationaland clinical setthgs for asgssng a child's
personality, communication skills, intellectual development and emotional

adjustment.They are also helpful in the medical field in diagnosng learning

disabilities.

SelfAssesment Exercise?2
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State in clearterms why the arts shoud be grantedmajor staus in every child's

schoolng?

34

Guidelinesfor Teaching Art in Schools

In this partof the wit we shalltry to proffersome practicalsuggestionsthatwould

help improve a t e a c feféecivesess in teaching art and craft in schods and

waysto sustairc h i | dnteresirdas.

As we have saidbefore,the art teachershoudd try to link up the art leson
with lessonsn other subjeds. By introducing art into other subjectsthey
canbe mademore excitng andeasyto comprehend.An example isthe case
of childrenwho arefinding readng very difficult. Such childrencanlearn
easilythrough picturesandillustrations. For example, narratvesin English
and history classescan be made more appealing if they are illustrated.
Anotherexample is to make the studentgproduce maps,chartsand models
for various subjectswhich are then displayedn the class. Some basic
learning aids could also be part of what te studentscan be madeto
produce.All thesemake both the art classand other classesmore exciting
andinvolving. The studentsalso learnin a practical way the relevanceof
artin othersubjectareas.

Since attistic expressiorand appreciations an element of a balancedife,
encouragment by teachersand other adults is necessaryProviding art
materials to children at an early age is one of the most important
encouragments one can offer them. The art materials provided do not
necessarilyhave to be pricey, but they shodd be of good quality so that
they can function efficiently. For example, a child may be given a set of
colouredmarkers; butif theydo not flow well or aredried up, the child can

became frustratedanddiscouagedbecaus¢hetoolsare ineffectie.
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iii. Astheteacheryou may not be ableto provide matergls for your students,
becauseof lack of sporsorshipfrom your school. Non+ availability of
materialsandtools shouldnot deteryou. A practical solutionis the useof
local alternatves wherepossible.Involving the childrenin the preparain
of some of thesemateials isalsoa way out of the problem andthe exercise
can sustain their interestin art making and add a valuable part of their

training.

It is true that some materids might not be readily inaccessibléo you, but
you can make use of thosethat are readily available to the bestof your
ability, if you adoptthe habit of substituting locally available materids in
your own locality for imported ones.For instance,the lack of pencilsin
infant or pre-nurseryclassesieednot be a hindrance Since little children
at that stage are fascinatedwith drawing or tracing patternswith their
fingersor a stick in mud or sand;you canintroducethemto sandart, for
exanple. The resultwill be far more pleasng to him than making a thin

line with a pencilon asmall sheetof paper.

You will be surprisedto seethat arranging natural objects(stones shells,
seeds/eaves and flowers) that the children collectedthemsdves will be
moreintriguing to them thanbeing told to usereadymade paper plasticor

woodenshapedought at substantibcost.

iv. One very importantfactor to take note of is the fact that smaller children
handlebigger materialsbetter. This is becausehey have not developedfull
control of their muscles which is neededfor fine work. This control will
develop with time as they do their drawing and other type of handwok.
Learning to invent and organizethings, playing gamesandso on, all these

help todevelop this muscle control. In the interim, they can be given
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projectsin modeling with a large lump of clay. Making something big is
more suitablefor small handsthantrying to shapeideasusing a tiny piece

of plasticine.

v. Experimentng with a variety of art materids is a delightful exercisefor

children.Using chdks, pastelscharcoal,and pencilsof different softness
broadensthe artistic possibilities that began previously with the use of
crayonsandmarkersin the earlystagesof ac h i Hedelmnent. Using an
assortmeniof mateials allows a child to explore different media and it
offersthemthe opportunity to learnhow eachmaterialbehaves. The aim of
the teacherat this level is not to transfam the child into a profesional in
the useof anyor all of thesemedia,but to give the child the opportunityto

developtheir creatvenessandappreciawn for artworkandart making.

vi. An art teachercan promote artistic expresion by allowing the childrento

Vil.

viii.

use the media they have expermented with in ways that are really
distincive. A teachemust teachthe childrento know thatdrawings are not
alwayssupposedo look asrealisticasphoibgraphs.They shouldbe taught
that their creatve output only representheir personalpercepton of the
things theyseein theirenvironment.

A good art teacher should help the studentsunderstad that art is
self expressiomand that thereis no good or bad art. The children needto
know thatthereis nothing wrong with whattheychooseo expresandhow
theygo abouitit. It is the duty of the art teadher to inculcatein the studens
the fact tha expermentationand the development of meanng areinherent
in art making. The art teacheris expectedo teachthe childrento begin to
understandheseconceptghrough their own artistic efforts.

To promote a child's long-term appreciain of art, he or sheneedsto be

exposedo differentaspectof the visual art at anearlyage. This canbein
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theform of quality children’s picturebooks that have beautiful illustrations.

Theseshouldbe madeavailable in abundance schoollibraries.

. Excursionsto art galleries and museaums are also useful in this regard

becauseheycanenlage a child's introdudion to a variety of artigs, styles,
andcontent.Therefore the schoolauthoritiesshouldsponsotrtheir studens
on excursiongo placesvheretheycanlearnaboutart. Visits to artistsat art
shows,art fairsor art studioganalsobe awayto showchildrenhow artists
work or handledifferent media. Veteran artigs could be invited to schools
to give lecturesand seminarson art. Theseare effective ways of teachng
pupilsto appreciatart.

Direct and indirect criticism of a child's drawings should be avoided
becausechildrenrs responss to their own drawings andtheir opinion of the
level of their capability are often affeded by the attitudes ottheir peersand
teacheravho reactto their art works. Drawings andobjectscreatedoy very
youngchildren are sametimesunintelligible to adultsandassuch,they are
easily misinterpreted by them. Despite caour choice or content, the
creatie objectificationsof young childrenare just artistic expressionsand
may presenta variety of emotions, represeatations, and themes that are
exploredandthendiscarded.lt is advisablefor the teacherof art to ask the
child first what he or she hascreatedbefore conmenting on it. A wrong
interpretationof or a wrong comment abait a ¢ h i Iwdrl§ san have
adverseeffect on the child. For instance by commenting on the beautiful
cow the childdrewwhenthe childactually intended itto be adepictionof a
goat can offend the ¢ h i [fedlidgs. And not only can sucha comment
erodea child's self-esteem, it canactuallydegroy a young talent.It is better
for the teacheto commend the child for his or her effort in creatng
samething superbandthenrequesthe child to explainwhat he or shehas

producedThiswill give theteachera correctinsight asto the natureof the
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artwork created. Theteachercan then extol the work in response. For
example, if the child creates a drawing of red and purple sciibbles, the
teachershould merely comment on the beautiful coloursand not try to
identify what they represent.The teachercan then requestthe child to
interpret the work after whichhe or she can conmend the effort and
continueto engage the child in disaussionabout the objectdrawn, choices
of color, reasongor drawingthe particularobject andhow the child fells

aboutcreatingthe wak.

Criticism can occur constructvely when children enroll in technical art
classes.Thereis a contextin the art educationsettingfor masteryof art
mediaandtechniqgue.The normal preschoolor elementaryclassrem is not
the placefor this kind of critique. Many children have beenso severdy
criticized by teachersthat refuseto even handle art materials again and

same areeventurnedawayfrom appreciatng anyoneelseés art.

The questionof standardgnust not be forgotten. The teachermust ensuie
thateachchild producesvork of a standardwhich is high accordng to that
particularc h i Bhbdit§. ndolentchildrenmay repeatmotifs, particularlyif
suchmotifs were admired by a viewer the first time it wasdone,simply to
avoid the trouble of thinking of a new motif. If thisis the cas, the teacher
must help eachchild to think anew.You should notethat interestis a key
factorin this case.For instancechildrenmay demonstrate seriousattention
to drawing a picture of a busy maket place when they may not be
interestedin drawing a chair. With topics of their own choice,they will
expresstheir ideas more accurately and beter and when they cannotget
their desiredresultstheywould voluntarily cdl for the teacherkelpas lag

astheyknow the teacheiis truly interestedn their work. The teachemwill
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thenbe ableto indicatethe flaws in thec h i | deffodstoGhe&min sucha

way thatthe childrencancorrectthe mistakesthemsdves.

In correctngac h i Wwakdisis advisablenat effectcorrectiondirectly on
the work. Eachchild ideast e a ¢ Wik ob@ausly be dissmilar. The sort
of helpyou cangive to them thereforejs to find a modelfor the chidren to
study andin so doing identify their errorsand correctthem in their own
work. For example, a child hasdrawn a figure sitting on a chair and he
complains he cannotget it right. Even whenyou seethat the proportionis
wrong, just get anotherchild to assime the same posefor the child andlet
him observe how high the clair is with respecto themodel 6eg, andother
aspects. Engage the child to learn as much as possibleaboutthec hai r 6 s
relationto the figure by encourging him to notice anddescribethe details.
The effort will help the child form a mental picture of the chair and the

figure.

As long aschildrenare genunely working to expresgheir ideas,a teacher
should not attempt to interfere.Unlessthey ask you for assistance,you
shouldnot try to correcttheir effort to createpictures.Remember it is their
picture and as such, the children creatng the work usually have a preset
conceptin theirmind thattheyhopeto expres. Theideamay beincorrectly

depictedputthatisthec h i piadudesotyours.

As the child grows he will find a needto ask for assistanceo that he can
adequatelyexpresshimself, but this will take some time and come quite
slowly. It is important to exercise patiencewith the children you are
teachim. It is not necessaryfor you to compel your studentsto seek
assistanceAs theteacheryou mustensurethat eachchild works as had as

he is capableof doing and ensurethat the child kegps up to his own
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standardshut remember that obsevable signs of progressin technicalskill
will be slowbutsure.

Lastly, a good teachershould never tell a child his drawing is badif the
proportions, colours, texture, et cetera are not as they ought to be.

Rememberthatpeopleof differentagesseethings differently.

This unit will not be complete if we do not discussthe variousstages of creatve
developmentin children. Thesestages are critical to the effective teachng and
learningof art as expertshave shownand as you shall soonseein the following

texts.Whatare theselevelopmental sages?We shallnow look briefly atthem.

3.5  Stagesof Creative Devdopment in Children

In 1975, a scholar named Viktor Lowerfeld launched a theory of artistic
developmentbasedon sysematic creatve andcognitive sbges.He encourged the

use of his artisticdevelopment ségesin classrooms andasguidesfor parents.

Eachstage identified by him demonstratesspecific characteristicend eachstage
hasan age range. We are informed that these stagesare dependenton a child's
exposureo art andart mediaandon a child's inherentartistic ability or fine motor
skills. Studies have shownthat some children do not progressbeyonda specific
developmentalstage. This may be dueto limited exposureo art, lack of interest,
or fine-motor differences.Cultural valuescan also affect artistic expresson and
development, by influencing conent of the work, the media used, the style
adopted andsymbolic meanng asrepreserdd in the child's view of the world he
livesin. But, you shouldnotetoo that because child doesnot seem to go beyand
a specificdevelopmentalstage, it doesnot meanthat the child hasa cognitive or

developmentalproblem.
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Theoristshave proffered different developmental stagesin a c h i llife. dlsese
theoriesshow that children can move from scribbling through several stagesto
creating realistic art. Children may overlap stages and create drawings with
elements of one stage while progressng or regressng to anotherstage. For
childrento progressfrom theinitial stagesto the later stages,they more oftenthan
not requiresome kind of coaching or teaching. This is where the skill of the art

teachercomes useful.

Judhing from what we have learntfrom the above explanations,you can seethat
thereis a needfor us to know more aboutthesedevelopmertal stages. This is

preciselywhatwe shalldo in thefollowing texts.
3.5.1 The Scribbling Stage

The first phasein a ¢ h i |cekdte development is the scribbling stage.
Normally, it begins whena child is about two yearsold andit lastsuntil the child
is aboutfour yearsof age. In some cass, it canbegin whena child is around18
monthsold, a time when most children are able to grasp objects. At that age, a
child canhold a fat crayon,for example, and make scribbling marks on paperor

anyavailablesurfacesuchas walls furniture, et cetera.

Initially, the child may show interestonly in watchingthe colour appearon the
paper.But, some childrenaremore interestedn the markings they createand may
even do the scribbing without even paying particular attentionto what they are
doing. Even though what the child createsis spontaneousnd difficult or even
impossible for adultsto decipher,the child is usually fascinaed with his or her

results.

With aboutsix monthsof practce, the childwill be more purposefuland may start

drawingcircles.Later,the child will be ableto name the drawing he orshemakes.
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Onemay heara child describeof his or her drawing of a circle, for example,asa
ball. The child may evenlook atthe drawing of the ball the nextdayandascribea
completely differentname to it. This shouldnot come asa surpriseor be seenas
odd. This kind of behaviour is quite normal at this stage of the childés

development.

The scribbling stage is also the phasewhen a child begins to draw images
depictng human beings. But, the drawings are not like whatan older child or an
adult would renderas they characterigcally beara resenblanceto a tadpoleor
amoeba. The drawings are normally circles with armsand legs, and sometimes

eyes.
3.5.2 ThePre-Schematic Stage.

The pre-schematic (or pre-symbolic stage) starts at aroundthe age of four, or it
may startearlieror later, dgpending on the child's cultural andartistic experience.
At this stage, thec h i Ifathd es b a adpl epeéopleare further modified and
the figuresmay be drawnwithout bodies even though the faces, hands,and even
toesare depicted.Such figuresare often frontally posed(facing front) with mermry

faceswearinghuge smiles.

The evident exclusion of body deails is not an indication that something is
developmentally wrong with the child. It simply showsthat other things in the
drawing of the personare more important to the child doing the drawing. For
exanple, headsare the first objectsthat children draw which may continue to be
larger than other paits of the body. This is becausehe child views the head as
beingvery importantbecausehe partsof the anatany which the child usesto do
important things such as eating, speking, seeirg, and hearhg are in the head

region.
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In the pre-schematic stage, children selectcolours on impulse and their choices
generallyhave no relationshipwith whatthey are actuallydrawing. For instance,a
child may painta treewith a purple colour. At this stage of creatve development,
children have not learnthow to arrange their figuresin an orderly manner.Thar
figures may be dispersedall over the page or the page may be turnedin all
directionsasthe child fills it with images.Objectsandfigures may appearo drift
all over the page becausehildrenat thatage areyetto know how to depictthree

dimensonal objectson atwo-dimensioral surface

In depicting his or her self -portrait, the child's portrayalappearsasanfiamo e b a 0
person,but it will usuallybe the biggestfigure, centrallyplacedon the page. The
child may expermentwith different waysof drawing a self-portraitbeforesettling
ononefor aperiodof time.

3.5.3 The Schematic Stage.

Theschematic stage, for most childrenbegins aroundseven yearsold and extends
through age nine. At this time, thechild has developedspecific diagrams or
symbals for peopleand objectsin his or her ernvironment, and will draw them
consistentlyrepetitvely. The drawings of human beings madeby children at this
stage beamme more realisticwith have all the essentiabodypaits representedlhe
stick-like figuresthatthe child wasfond of drawingare modified andgivenfleshy
ams andlegs. This new style of renderinghuman figuresat this time is prompted
by ¢ h i Ildedefogment of a higher senseof awarenessand reaognition of the

function of the differenfpartsof the human body.

Thus it is commonto seea child depictng adults with elongated €gs because¢hat
Is how he or sheseesthem. Theimages of housesandpeoplethatthe child draws
at this stage no longer hover on the page. They are groundedby a baseine that

actsasa horizonline. As the child continuesto draw, theremay be two or more
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baselineso show distanceor topography. Children may also develop a desireto
tell storieswith their drawings andthey startdrawinga seriesof pictures,suchas
cartoonsquaresto portray action sequencesver time. By eight or nine yearsof
age, childrenwill often depicttheir favourite cartooncharactersr superheroem

their drawings.
SelfAssesment Exercise3

In your ownwordsbriefly discusghe differencesbetweerthe scibbling stage and

the schematic stage
3.5.4 TheRealisticor Gang Stage

Therealisticor gang stage begins aroundnine yearsold. This is the stage whena
child begins to develop more detailin drawing peopleandin detemining depthor
distance(pergectve) in drawings. They startalsoto createshapesandforms with
shadowsand shadng and human figures are depicted with varying expressios
and apt use of colors for the depictionsof the environment is evident in the
c hi | dworksnAt shis paint in their development, children start introducing
more complex art materialsin the creationof their art works and their images

became relatively more realistiqFig.42).

Therealistic stage is when children show a desireto corform and bemme very
sensitive to mockery or criticism, especidly from their peers. They are also
personallyvery critical of their work or whentheir creationsare weighed against
the works of others. At this stage, excessive criticism, particularly from their
pees, can easily discouege children from creatingart. If the child bemmes
frustrated with art media or has problems expressng what he imagines in his
mind, he or shecanalsolose interestin creatingart. This is the time when the
child requiresquality art instruction. It is at this stage that children should be
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provided with the technicatrainingin the mastery of artmedia,perspecire, figure

drawing, andrenderng (shadng).

Fig.42:ACh i IDdirg.

The critical period in ac h i Icrdadve development is obseved to be between
ages 12 and 16 years. That is the time that children face a crisis in artistic
development. at this age, they would either dready have acquiredadequateskill
andencourgementto maintain a desireto continueto createart or in some cases,
same children may develop a perpetuabverdon for art andnever take partin any
kind of artistic actvity. In extreme case,they may continueto deride or scan

thosewho ergage in it.

Many factorsare responsiblefor this predicament. Fortunately, there are also
solutionsto the problem. If thecrisisis asa resultof training, the bestsolutionis
to enroll the child in appropriateart classego help him or her through the crisis.
We had mertioned earlier that criticism or lack of sufficient art experienceor
exposurecan discouragea child from cortinuing to participate in visual art
activities. This situation carbe iemediedif the disheartenedhild is encouegedto
adoptthe useof a different art medium. For example, a child may abhordrawing

or painting, but may actuallytake pleasuren modeling with clay. A child who has
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lost interestin one type of techniquecan be introducedto a different one. This

ploy cangingerthec h i Intdrés®ncemore.

11.0 CONCLUSION

We have definedart educatiorasthe areaof learningthat is baseduponthe visual
arts (drawing, painting, sculpture pottery,weaving, graphics,andsoon.) andwe
have highlighted how the discipline began in Nigeria, the role of artin education
and profferedreasonsvhy art shouldbe tawght in schools.We alsolooked briefly
atthe differentstagesof creatve developmentin children,andprovided guidelines
for teaching artn schods. It wasdemonstated thatthereis the needto developa
structuredcurriculum that would teachstudents of art enowgh basicsfor succes

andenowh freecom for creatve expression.

We have shownin our discussionsibove thatthe goal of teachng artis notsimply
to develop more and betterartists,but that there are otherimportant functions of

artin the societyas explaine@bove.

120 SUMMARY

Throughthe courseof this unit we have discussedhe importanceof art education
and art in education. We also tracedits evolution in Nigeria and how bestto

effectively teachit andencourges t u d ievolvesedt in art.

130 TUTOR-MARKED ASSGNMENT
1.Whatis Art Education?
2.Give abrief overview of art educatiomn Nigeria.
3. Write ashortnoteon the creatie developmental stges in children.

4.How cantheteachingof art in schoolde kestachiezed?Discuss.
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150 INTRODUCTION

Thisunit focuseson art history, a vital aspectof art, we shalllearnmore about the
threephasesf the developmentof artin Nigeria. Nigerianconemporaryart has
been classified as traditonal, transitional and modern art, therefore we will
examnine thesethreedevelopmental phags. We will studythe biographyandstyle
of same pioneer®f modern Nigerian art andsame conemporay Nigerian artists.

16.0 OBJECTIVES

Theaimof thisunitis to give you a background understandingf:
A Whatart historymeans anentails;
A TheEvolution of NigerianArt through the Traditionato ModernArt;
A TheNatureof ContenporaryNigerianArt;
A Some PioneeModernAtrtist of Nigeria;

17.0 MAIN CONTENT
17.1 What is Art History?

As tradiionaly understoodart historyis the acadenic study of objectsof artin
their historical development and stylistic contexts,that is, genre,desgn, format,
andlook. Thisincludesthe paintimg, sculpture andarchitecturémajor).

As a term, Art history (aso history of art) includesseveral methodsof studying
the visual arts. In the lay ma n @ssge the term reérs to works of art and
architecture. There are various aspectsof art history and they are mutually
exclusiveas aspectsf the disciplineoverlap.

Art historiansare concernedvith the closeanalysisof individual art objectsusing

historically specific waysto seekanswersto questionssuchas: What are major
featuresof this style? How doesit function visually? What meanng did this object
cornvey? Did the artist meet their goalswell? What symbols areinvolved?Doesit

function discursrely? et cetera.ln sum, the basic componentsof an art objectthat

the art historianscrutinizes: its historical context (historical background) its style
(the way the art form is articulate),i t (fhespurposet sewves)andits iconography
(meaning).

You shouldbearall thatl have saidin mind aswe now proceedo learnaboutthe
kind of art producedh Nigeria.
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17.2 Nigerian Art
3.2.1 TheEvolution of Art in Nigerian

The evolution (development) of art in Nigeria followed three phases,namely,
traditional, transitionaland modern.Thesephases are ndbdermetically sealedrom
one another.They are: traditional phase,the transtional phaseand the modern
phase Eachstage is distinguishedby distinct stylistic tendenciesaswe shall soon
see.

3.2.2 Traditional Nigerian Art

Traditional Nigerian art refersto the original art style and all artistic output of
Nigerians prior to contactwith the west. The traditionalistsareinformally trained
and they adhee resolutelyto the inherited indigenousart styles, idioms and
technique®f theirforebear.

Aniakor (1978) provides a broadoverview of Nigerian ethnicartsand describes
the featureghatdistinguishtraditionalartsandhe noteghat:

they are fully developedcultural constructsand have
intensely religious base,they are informed by a well
formulatedidedogy, theyare leadeship oriented, they
are producedby creative individuals who are known
and admiredfor their artistic excellence,and there
exist in them a well reasoned aestheticsviz-a-viz
critical issuesf creativity

3.2.3 Transitional Nigerian Art

Thetransitionalphaseof Nigerianart commencedin the early decaas of the 20th

centuryandhaspersised till date.Artistsin the phasecombinednot well mastered
tendenciefrom the modern andthe traditional. The artistsaim at being modern,

but, they are not as proficient as the truly modern artists. This is becausethey

either had minimal training in art making or they had not at all, hencethey are
deridedasiialf- bake dautists.

You may have seenart works displayedat road sides,airportsor lobbiesfor sale.
Theseareworks produced byartistsin this category. The art works arereferredto
aseitherroadsideart, touristart, airportart orsowenr art.

Theseartistsemploy the useof variousmateials straw,wood, stone,wood thorn,
metal, grass,clay, fabric, et cetera.The producersof this classof art often favour
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subjectmatter thatareinspiredby the taste,whims andcapries of their clientsor
patronswho are mainly expatriates.They also createworks that addressssuesof
cultural interestto their society. Pantings, carvings, sign writing, et cetera,are
same examples of theiwork.

3.2.4 Modern Nigerian Art

Whenyou read books on art history, you will come aaoss the expressions,
modern Nigerian art and conemporary Nigerian art. In some books, these
expressionsire usedinterchangeablywith 20th centuryart, postcolonial Nigerian

artor newNigerian art.

In order for you not to get confused,we needto examine whatthe term meanby
making referenceo Ego n w 42005) definitionsand classificationof modernart.
He describesnodernart asiall artistic expressionswhich embodyan applicaton
of modernist (foreign/euro-American) subgct matter, techngues and mediad
(examples are the works of college-trainedatrtists). On the otherhand,he defines
contanporaryart asfiall artisticexpressionsurrentlyexistingin Africa.o

The period that Modern Nigerianart flourished was between1900 and 1960. Its
early founderwas Chief Aina Onabuu (1882-1963), a painterwho practicedthe
realistic style of art. He exhibitedin his work a strict adherenceo acaemic
philosophy ofrealism. Other exponentsafter him were Demas Nwoko, Uche
Okeke, Odubkun, BenOsaweandotherstoo numeraus to mention here.

ContemporarNigerianart on the othethandis basicallyabout20™ art. It is the at
of our time. The period of history generally assgned to it is 1960 till date. It
includes all artistic expression currently existing in Nigeria. Conemporay
Nigerian art embodiesthe works of college-trainedartists, self-taught artistsand
the traditionalist (informally-trained). The early exponentor the first-mover of
ContemporarWigerianart isBenEnwonwu(l will discusshimin awhile).

| have alreadyexplainedabove the charatelistics that distinguish the traditional
art, now, whatare thecharacteristicef conenporaryart?

3.3 TheNature of Contemporary Nigerian Art

Jege d e desription of conemporary African art cited by Filani (1978) is
informative, so letus take alook at it becauset describeshe natire conemporay
African artappositelywell. It saysthat:
ContemporanAfrican art, like modern art elsewhere
is individualistic, and elitist. It is an art that glorifies
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itsel-selfconscious, fiercely independeat, and
certainly uninterestedin illustrating or remaining
subserviento asocio religiousconsensus

The stylesadoptedby contanporary artistsin Nigeria have beencatgorizedinto
threemain types,namely: the naturdistic, the abstractandthe expressre streams.
| would like you to note thatstyle simply means the wayan art waok is articulated.
Therefore, the streams explain below simply describethe various ways that
contemporaryartistexpressdeasin the woks theycreate

3.3.1 The Naturalistic:

It delives from the belief that art is a ssimulation of something concrete and
previously existing in the externalworld. It stressedhe realidic style or strict
adherencéo acadenic philosophyof realism.

3.3.2 The Abstract:

It is characterizedby stylization, simplification and reaganization of forms to
createimages that are not often naturaistic. Foranost exponentsof this style
include:Demas Nwoko, UcheOkeke, Odutokun,BenOsaweandothers.

3.3.3 The Expressie Stream:

In his stylistic tendency, forms are manipulated to harp on their symbolic
metaploric and psydic dimensionsunderthe auspicesof apprgriate contentit
does not recaynize invention. This style is characterizedby depth, it is not
shallow. Most of the exponentsf this style were young graduatef the 60s, for
exanple, Olu Oguibe, ObioraUdenchlukwu, Clary NelsonCole (19451990) and
others.

| have saidabove thattherearethreestylistic categories of contenporary Nigerian
art. Here, | wantto stressthat thesecateyories are not mutually exclusve. Art
stylesendure thus,the currentart in Nigeria hasnot completdy severedties with
the typical tradtional style. What has hgppened is that modifications have
occurreddueto modernization.Stylistic overlapsexistandindividual artists coud
spantwo or more of thesestylistic tenderies in their careersHowever, a large
number of artistscanbe fitted into any of these streans. Thereare certainfeatuies
that distinguish Nigerian traditionalart and contemporary art that you mustknow
about.Letus proceeadbvith this analysis.
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3.4 Factors That I nstigated the Emergence of Modern African Art

Theorigin of modern artAfrican canbe tracedo thecolonial era.its emergenceis
connectedwith missionary actvities and is an aspectof westerneducational
systemsThe influx of foreign missonaries in the later part of the 15" century
resultedin a culture- contactwhich imparted significantly on the indigenais
art in Africa. A testmony of this canbe seenin the so-called Afro- Poriuguese
art works which emanatedfrom this colonial period. Theseworks incorporate
various foreign images and icons, for example, Christian crucifix, foreign attire
andweapons.

During the eaty part of the 20" centuryvarous Euro-Americantype of schal
wereestablishedll over AfricaandmanyAfricans wereadmitted andtrainedin
the schools.The acquisitiongave the recipients a new educatimal statusandthe
college-trained elites developed a tastefor foreign cultural life style and they
exhibiteda perceptible reflecion of the westrn way of life. In the art scenethe
effect of westerneducationwas alsovisible. The college-trained artists showeda
disregard for their own indigenousart styles. Due to the training they recaved,
this crop of artistsshoweda preferencdor foreign imitative art. The actvities of
the missionariesalso impared greatly on aspectsof life of Africans, their art
inclusive. The missionariesencouaged an obliteration of the African culture,
especiallythoseaspectshatdid not promotethe tradeandmissionary objecves.

By the lastdecadeof the 21°" centurya change of attitudehadbegun toemerge. In
their searchfor a way forward, theseartistswho had earlier rebuffedtheir own
traditional art optedto evolve a synthesisof the posiive featuresof their own
culture and those of the foreign cultures. This synthesisgave birth to modern
African art. The early exponentsof modern African art were peoplelike Aina
Onabulu(18821963),Akinola Lasekan.

Onecannottalk aboutmodernart without referencebeingmadealsoto the radical
studentgtheso calledii Z a R & la e Whe i0 dhe late 50s andearly 60sas Filani
(1978) reports,changed their art stylesfrom that of ancient tradition and even
jettisonedfihe realistc approachbeing taught by expatriateso what could be
termed fiNew Af r i ctlisn @oncept was an admixture of tradition and
modernsm.o
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Many of the progenitors carried their ideologies to other formal schools or
workshopsto createvibrant artistic evolutions. Uche Okeke, Jimoh Akolo, Bruce
OnabrakpeyaSolomom Wangbgje, YussufGrillo to mention afew of them.

Anotherstrong influence tothe developmentof modernNigerianart hasalsobeen
by studentsof the Zaria and Nsukka schods, datingrespedtvely from the late
1950sandearly 1970s.It wasthe Zaria schoal thatfirst exploredthe possibilities
of synthesizng themes and techniquesderived from both traditional and modern
sourcesn theirworks.

The Nsukka School is known for the strong social and political contentof its art
works.

3.4.1 Oshogbo Art School (Mbari Mbayo)

The OshogboArt School wasfoundedby Ulli Beier and Susanne Wenger Alarpe
in the early1960.The schoolis locatedin Oshabo andis easilyrecognizedby its

copiousclay andcementstatuesand shrinesof Yorubagods. It beganas a summer

schooland its objeciveswere to promote artistic expressionsliberated from the
constraintof the wesern acquiredtraining and the applicdion of African (mostly
Yorubas)spiritualityandmethals of expressiom numerousmedia.

foremost Oslogbo artists include: panter and musician Taiwo Olaniyi, also
known as Twins Seven Seven, painterand writer Amos Tutuola; and sculptors
Asiru Olatunde and AdebisiAkanji to mention afew.

Flg 43: Palntng by an artlsfrom the Mbarleayo Art Club
Source:Microsoft Encarta

217



TheMbari Mbayo,asthe schools called, draw inspirationfrom the Mbari houses,
common among the people of Owerri in Imo State. Mbari is an Igbo word

meaning fithe act of ¢ r e a tand bllvald houseswere shrine housesmeantfor

their gods. They are typicdly filled with huge, often larger than life terracotta
(un-baked clay statues)representig godsor characterdrom everyday life. The

Mbari houseswhich were usually built as sacrificesto the gods suchas Ala, the

earth goddess,and Amadioha,the god of thunder,were built with the collecive

efforts of several membersof the community. The constructiorrequiredup to two

yearsof intensve labour. The constructionprocessand the builderswere guided
by strict laws and various rituals. The houses are never repaired,but alowed

disintegrateandreturnto the earttirom which theyweremade.

SelfAssesment Exercisel

Whatwerethe motivation andinfluential factors that instigated the emergenceof
modernNigerian?

3.5 Same HAoneer Modern Artist of Nigeria

Whenwe considethe modern aritsts in Ngeria, we are confrontedith along list
of names.Sinceit will require more spaceto deal extensvely with all of them, we
shall selecta few of them. In this part, | will be discusang some of the key artists
who pioneeredhe practiceof the moderntype of artin Nigeria.| shallbe giving
you a brief biographyandthe contribution®f eachone.

1. Aina Onabolu

Aina Onaboluwasbornin ljebu-Ode, Nigeria in the year 1882anddied in Lagos
in February 1963. He attendedCaxton House School, Lagos and later was
appointedas a clerical officer in the Custans Deparment, Lagos. He worked for
almosttwentyyears.In 1900,he startedpractcing as an #ist on his own while he
wasstill at the Custons Depatment.

Accordng to Onabolu hmself, art hadnot yet beenintroducednto the currculum
in any schoolin West Africa at that time. By 1910, his paintings had startedto
attractfavourablepatrorage. His interestin art madehim neglect his clerical job
and he resgned his appoirtmentin 1920.Thereafterhe wentto England asthe
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first African to study art there. During his two y e a so@uin, he trainedat St.
J o h Waod Art School, Londonandat the Julien Acacemy, Parisfrom 1920-
1922wherehe obtaineda diplomain Fine Art. On hisreturnto Nigeria, he taught
art in several secondaryschoolsin Lagos. On a b olest knewn works are
portraits renderedin naturalistic styles. Some of these paintings include the
portraitof Mrs. Spener Savage (1906)andthe portraitof the Rt. Rev. O. Oluwole
which wasdonein 1925.

Onabolubelievedin the importanceof the acquisition of techniquethrough severe
acadenic training and intellectualvisual effort even though he was initially self-
trained. He fought for the govemmen®s recaynition of art, stressingthe
advantagesof art as gartof the schooturriculum.

Fig.44: Chief AinaOnabolu
Source:Usa NigerianJournalof Art

Having won that battle andrealizingthat there were no indigenousart teachergo
carry out the programme, he again persuadedhe govemmentto recruit expatride
art teachers.This led to the recrutment of Kenneth C. Murray and Dennis
Duerden among others who trotted between Lagos and Umuahia seconday
schoolsto lay the foundationf the Ngerian contenporaryartists,which produced
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world-ratedartistslike Ben Enwonwu, Akinola Lasekan, the political cartoonist
and Bruce Onobrakpeya among othe's. Thus, Onabulubeame the founder of
ModernNigeriaArt.

Akinola Lasekan 19161972(Painter and Cartoonist)

Lasskan wasbornin Owo in Ondo statein about1916.He startedto practiceart
on his own after he left school.He became a freelanceartistin 1941.He began as
atextile desgnerandlaterbeame a cartoonid, a painterandillustrator,espeially
of Bible storiesand calendarsunder the C.M.S. Bookshop. His first book of
cartoonswas publishedin 1944 and his first exhibition held the same year.
Laskan was a recipientof the first prize at the All-Nigerna Book Cover Desgn
Compstition which was spasored by the federal government of Nigeria. He
proceededo Englandin 1945,to studyart at Hammersmith School of art andin
the studiosof MessrsOversas Advertising Agency, London.That same year, he
had an exhibition of paintings of Africa life in London.In 1947, he senta setof
water colours, ink and wash paintings of African cultural life to the Harmon
foundation.Theworks have featuredn many exhibitionssince then.

Laskan began his careeras a self-taught artist, and his paintings includedwell
depictedportraitsof Nigeriansin traditional costumes and scenesfrom rural life.
He favouredacackmic realism andall his pantings idealized nature.He endowed
the peoplein his waks with a more enhacedlook than theyhadin reallife andin
gracefulposesadornng cosumesin vibrantcolours.

His prominentworks arethe portraits ofSr WinstonChurchillwhich wassoldfor
z700in aid of awar charityfund; andsix allegorical paintings entitled: Nigeriain
Transition0 The works were purchased by the Nigerian govemment and
showcasedn the Public RelationsOffice in Lagos. Amongst his paintings are
thosehetitled: a Yorubagirl, a Nigerian solder undercolonial rule,and a market
scene.

From1948to 1961, Laskan seved asthe daily cartoonistof West African Pilot
andhe wasappoantedthe acting Headof Department of Fine and Applied Arts of
the University of Nigeria, Nsukka betwesn 1961 and 1962. Thereatfter, he
remained as an instructorin the depatment and during that period he held two
soloexhibitions.Oneof the exhibitionsvasto mark the installatbn of Dr. Nnamdi
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Azikiwe asthe Chancdlor of the University andit featuredNsukka landsapes.
The seconddepictedheimportanteventsin the lifeof Dr Nnamdi Azikiwe.

In early 1962, he was electeda Fellow of the Royal Society of Art in London.
Laskandiedin 1972,

Mrs. C. E. UgbodagaNgu (Painter and Art Educator)

Mrs. C. E. Ugbodaga-Ngu Mrs. Ugbodaga-Ngu is the oldestNigerian Art
educatortoday apartfrom being the first African art educatorto graduateas the
first batchof artistsfrom Zariashetaught many of the worldrenownedartiss like
Professor S. |. Wangboje, Yusuf Grillo, Uche Okeke and Merssrs Bruce
OnobrkpayaandDemas Nwoko, among otheas.

She was an art teacherin 1949 at Our La d yHigh School,Kaduna(now Queen
Amina in Kakuri) where she caught the attention of the colonial govemment
which wasthenseaching for manpower for newly establishednstitutions. Under
govemment sponsorsip, she studiedart in the ChelseaSchool of Art, London
wheresheobtainedher National Diploma in Desgn specalizing in pairting. She
obtainedher postgraduatecertificatecoursein Art Education from the University
of Londonin 1955.

On her retun to Nigeria in the later part of 1955, she was appoined the first
female and African lecturerin the Department of Fine Art, in the former Nigerian
College of Arts, Scienceand Technobgy, Zaria, now Ahmadu Bello University,
Zaria.In 1963,shewas madethe Mid-west Cultural Adviser. In 1979, shejoined
the Departmentof Creatve Arts of the Unversity of Benin,BeninCity.

Apart from writing many articleson Art in journalsand books, she has staged
many exhibitionswithin andoutsidethe Nigeria. Amongstwhich includewereher
solo exhibition of paintings at the British Council, Ibadan and the British
Commonwealthinstitute, London in 1958, and the exhbition of paintings and
Textiles held at the Depatment of Fine Art, Ahmadu Bello University, Zaria in
1970.

She adopted both the abstractand naturalistic style her works that showed
evidenceof westernand indigenousculture. One of her outstandingwvorks is the
paintingentitled: Turning Point.
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Bruce Onobr akpeya (Panting and Printmaker)

Bruce Onobikpeyawas born in 1932 at AgbarhaOtor in the Ughelli Local
Govemment Area of Delta State. Trainedin the former Nigeria College of Art,

Science and Tecmology, Zaria, he obtaired a Diploma in Fine At Teacher 06s
certificatein 1957.He was commissionedto do painting for the United African

Company, UAC (while he wasstill a student)which were exhilted in Ondo.He

was one of the three artists (othe's were with DemasNwoko and Uche Okeke)
commissionedto paint murds for the NigerianIndependencé&xhibitions of 1960.

He was a Professorof Art and the Director of Art, Dedgn and printing, Yaba

College of Technobgy until the endof 1987.

His first solo exhibition at Ughelli in 1959wasfollowed by anotherin Lagosin
1961 which was jointly sponsoredoy the Nigerian Magazine and the Nigerian
Councilfor the Advanement of Art andCulture.He held many othersin Nigeria,
therestof Africa, Europe Americaandindia.

Onobkpeyais well knownin Nigeria andall over the world for his printmaking
techniquesandstyle. His printsare chara@rized by andculturally specificthemes
basedon Urhoboand other Nigerianfolklores.He is theill ustratorof many books
written by indigenousandforeign authorssome of which are:No Longerat Ease
by Chinua Achebe, An African Nigh t &rgertainment authoredby Cyprian
Ekwenrsi, Juju Rack by Cyprian Ekwensi, Akpan and the Smugders by Rosemary
Uwemedimo, to mentiona few.

He gainedinternationalrecognition in 1965whenthe Duke of Edinbugh acquired
two of his prints shownat a conmonwealthexhibition in Londonandin Cardiff.
He wasan expementalistwho relentlesseach for newwaysof expressiorned to
his development of a uniquetechniquein 1968 in which low-relief linoneum is
invested with a bronze coathg. Onobikpeya is best known the Plastocat
techniguehe instigatedin 1972 which involves castingplatesfor deepetching in
plaster and his techniqguewhich combines painting with relief sculpture and
printing with painting.

Manyof BruceOnobrakp e y wadks have beenacquired by pwate collectors,art
galleries and musaums, within and outside Nigeria. He is well- doaumentedin
many internatioral art journalsin the areaof printmaking. Some of his prominent
commissionsinclude: Thefriezein the University of Lagos which he executedn
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1963, The 14 Stationsof the Cross(a mural) at &. P a u Chiursh, EbuteMeta,
Lagos, and the etched glass mural at the Murtala Muhammed Internatiorl
Airport, Lagos, 1978. Others are: are his deep etchirgs titled Boat Regatta
Buildersat work, donein 1972;Emed)q producedin 1974and EkuoregbgUnity)
executedn 1975.

Y usuf Gril lo (Painter and Art Educator)

YusufGrillo wasbornin Lagosin 1934.After his secondargducationhe tookup
an appoinment with the Drawing Office of Federal Surveys where some
desgning andillustrationswere done. While he wasworking there,he enrolled
with an Art Club which wasorganized by the British Counciland later became the
secretary.In 1956, he enteredthe Nigerian College of Arts, Science and
Technobgy, Zariaandobtained aliplomain Fine Art specializng in Paintng and
latert h e T eliptomadnr 1864.

His paintings depict everyday life and pegle engaged in mundaneacivities.
Fidelity to realism is not the canonin his paintings. His figuresare ssmplified,
lacking physiognomic exadness highly abstactedandrendered irsubtlesubdued
colours.

Yusuf Grillo haspatticipatedin many exhibitionsin NigeriaandoutsideNigeria,
for instancethe Nigerianindependenceelelration exhibition of 1960, the British
Council and the Harmon foundation exhilations in New York. Some of his
commissionsinclude: the mosaicmural in the Indep@&dence Building in Lagos,
his paintings of Moslem Women anddetailfrom the SultarBello Mural.

BenEnwonwu (Painter and Sculptor)

BenEnwonwuwasbornin 1921in Onitshain 1921 he trained in Umuahia
govemmentcollege in 1954andunderK. C. Murrayin 1937.He procededto and
receved furthertraining abraad in the 1940sThe schoolshe attendedlroadwere
Goldsmith College, New Cross, Ashmolean (Oxford) and Slade School,London.
He also studiedwas madeart adviser to the FederalGovemment of Nigeria fir st
postcolonial artist who beame cognizant of the sculptural tradition of his
homeland, Benin. This awarenessmpartedon his art which in turn setin motion
the re-negotiation of the earlierconstruct oimodernAfrican art. He wasa believer
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in the philosophyof negritude, the preaclked by Leopold Sedar Senghor. Ben
Enwonwu,the sonof a carverwasa painterand sculptor.He was an exponentof
the realistic style initialy, due to the influence of one of his teaclers, K.C.
Murray. The preiindependenstruggles for self -actualizationand sel- identity
Also influencedEnwon w u styke. Laterin his artistic career Enwonwuadopteda
style that portrayed a fusion of the idioms of conceptualart with those of
perceptuahrt andhe stoodastrideboththe naturalisticandexpressie stream.

His first solo exhibitionwasin 1942at the Exhibition CentreMarina, Lagos while
his first group show took placein 1937 at Zwemmer Gallery, London.He had
many otherexhibitions within and outsideNigeriain addition toseveral important
conmmissions. prominentworks of his wasthe bronzestatueof QueenElizabethl|
outside the House of Representates in Lagos, the Throne on which Queen
Elizabethsatto proclam Nig e r ilndepedence,in 1960, a portrait of former
Chief Justice Atanda Fatay+Willi ams, Portrait statuein bronze of Dr. Nnamdi
Azikiwe in Onitsha; Sango, outside Nigerian Electric Power Authority
headquartersn Marina,the RisenChristin wood at the University of Ibadan.And
a sculptureentitledi A n y a which is fastenedto the outsidewall of the Lagos
Musaum. Enwonwu was also an illustrator and one of his works is Amos
T ot u bdokemdtigded:TheBrave African Huntress.

His sculpturalpiecesrange from the naturalstic to nearthe abstractin style. As
exanplified in his statueof QueenElizabethll and Sango while in the figure of
Anyarnwu, he combined both abstractand nauralistic features.Enwonwuhasto
his creditmany paintings of African dancesn which he portrayedthe humanform
with rhythmically distortedforms. Among thesepaintings are: African Dances,
1971,Aghogho Nmuo 1951/1952 Black is Beauty and Olokun. Ben Enwonwu
diedin 1994.

Erhabor Emokpae (19341984)(Painter and Saulptor)

ErhaborEmokpaewasbornin 1934in Benin City. He startedhis artistic careeras
a self-trainedartist beforehe gainedadmission into Yaba College of Technobgy
for a two-year formal training in art. He becane a freelanceartist and later
enteredthe employment of Linlas, Lagos where he roseto the postion of headof
despn section. Before his deathin 1984 he had executedmany outstandng
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paintingsandsculpturalpieces His works were culturally specific,with the useof
dominant motifs from the traditionalart of his homeland,Benin and other ethnic
groupsin Nigeria. Emokp a epdofound interestin abstractform is apparentin
severalof his sculpturapiecesandsome of hispaintings.

Among his outstandng sculpturess the gigantic monumental sculptureentitled:
Olokun locatedin the building of the headjuartersof United Bank for Africa,
Lagos. Others are his Acrobat Mother and Child, lya Abiku and lya Ibeji. Other
works credited to Emokpaeis his desgn for the macesof the University of Lagos
in 1966 and the Universty of Beninin 1970, Festacd 7 f@&sival symbol, murds
and copperfriezesof Murtala Mohanmed InternationalAirport, Lagos which he
executedn 1978. Among his outstanthg pantings are:the songof Olokun Last
Supper,and his life-like portraits of Nigernia 6past heroesusedfor the 1981
calendarand a mural at the Nigerian Institute of International Affairs, Victoria
Island,Lagos.

Erhabor Emokpae had several sdo and group exhibitions in Nigeria, West
Gemany, London,Brazil andCanadaeforehis untmely deathin 1984.

Solomonlrein Wanghoje (Graphic Artist and Art Educator)

Solomon Irein Wangboje wasbornin 1930.He attendededo College, Benin City

on a govemment scholarship After his secondaryschool education he attended
the fomer Nigerian College of Arts, Science and Technol@y, Zaria in 1959
wherehe obtaineda diploma in Fine Art, specializing in graphicdesign. He also
attendedhe Cranbrawk Academy of Art, Michigan, U.S.A. wherehe obtainedhis

Master of Fine Art (MFA) degree in 1963 and later in1968; he obtainedhis

doctord degree(Ed.D) in Art Educationfrom New York University USA.

Wargboje worked as a publicationartist in the FederalMinistry of Information,
Lagos and Desgn and Art Supevisor with the Nigerian Television Service.
Wargboje joinedthe Institute of African Studies,University of Ife, (how Obakemi
Awolowo Universty) lle-Ife andis creditedwith organizing a group of young
artistsat the Ori Olokun cultural centrein lle- Ife. The centrelater developedinto
the Fine Art Depatment and where many young artists who createdprints of
socialactwitiesin Nigeriain bold andsimplified styleweretrained.
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He was appointeda Senior Lecturerand Acting Head of Depatment Fine Art,
Ahmadu Bello Universty, Zariain 1971 andin 1974; he was made a professor
andHeadof Departnent. He left theinstitutionandjoinedthe University of Benin
1978asthe Headof the depatment of Creatve Arts andlater Deanof the Facuty
of Arts of the University. From 198371 1985, Warngboje was appoined as the
DeputyVice-Chancelloof the University.

He had several solo and group exhibitionsof his allegorical prints and pairtings
within and outsde Nigeria. Some of such prints are Desert Journeyand The
Romanceof the Headloadl andll. He hasalso doneillustrations for many books
suchasthe collectionof African poems titled: A Crocodilehasmeby the Leg. He
Is the authoiof the bookentitled: A Textbookon Art for Junior Secondaryschools
He wasa member of the World Council of the InternationalSociety of Education
through Art (INSEA) and the winner of the InternationalZiegfeld Award of 1988
for his contributionsn the fieldof Art Education.

Wanrgboje had a flare for print making and the use of diverse media and he
favouredthe use of African motifs and sulject matter (indigenousforms from,
figures,landscapesnasks, andthe like)in hisworks.

As Egonwa (2005) rightly notes, Wangloje was a great art educator and
administrator who deseves accoladesfor fhis vision for a universily art
programme which integrates the visual and perfaming arts as in old African
societiesd  Until his death in 1998, Wangboje experled great enegy and
financialandmaterialresourcesn his dbgged effort in the trainhg of manyartists.
He will be rememberedfor his contributions towardsthe development of young
artistsin Nigeria.

Jimo Bola Akolo (Painter and Art Educator)

Jimo Akolo wasbornin Egbein Kwara Statein 1935.He becane interestedn art
right from primary schoolwherehe started to draw and carve woodenstamps. He
cane under the direction of Dennis Duerden, an Art teader and critic at
GovemmentCollege Keffi from 1952to 1955. He attendedGovernment College
Keffi for BauchiTeacherTraining College, and later Art Teacherin the College
for threemonthsin 1957.He later obtaineda diploma in Fine Art specializng in
paintingin 1961 from Nigerian College of Arts, Scienceand Technobgy, Zaria.
Betweenl1964 and 1965, he was at the IndianaUniversity, Bloomington, USA
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wherehe acquiredthe diploma and Masterof Sciencein Art Educaton andin
1982;he obtainedhis doctorabdegree inArt Education.

Beforehe joined Ahmadu Bello University, Zariain 1966 and he was appointed
professor in1983 wherehe is still teaching art till date. Akolo had been a
freelanceartist betweenl1961and 1962in Lugard Hall and Artist and Educaton
Officer in the Ministryof EducationKadunabetweenl963and1966.

He hashadmany sdo and group exhibitionswithin andoutsideNigeria beginning
at the Federal Exhibition Centre Lagos and the Ibadan Mbari in 1962. He also
participatedn the 1960dndependencexhibitionandthatof FESTAC 06 7 7 .

His works won the first prize in the Nigerian Festval of Arts andin the Self-
Governance Exhibition of NorthernNigeria. In 1961,oneof his pantings won an
honorarymention in the Biennalat Sao Paolo,Brazil.

He was commissionedo paint murals for the Northern House of Asembly in
Kaduna and he is the desgner of the crest of the Federal Universty of
Technobgy, Minna andthe logo for the International Symposium on the Cultural
Implications of ScienceEducation.

AkoloGs paintings depicteverydaylife andhe employs the useof coloursasthey
appeaiin natureastypified in his Dye pit andthe flutist. He is the authorof many
articleson art and art educaiton in many journals. He is the editor of the Nigera
Educational ResearchCouncil, UPE Teacler sEuucation Material Production
Project,Art andCrafts,andthe auttor of A Handbookfor Art Teachersn Nigeria.

Ladi Kwali (Tr aditional Potter)

Ladi Kwali wasborn into an areawith an excellentpotterytradition. She stared
the art of potteryin the traditionalapprenticehip at the age of nine. She continued
in the traditionalapprenticeshipechniquescreatingnon-functional potsdewrated
with mythical andcommon creatures sucheptile andglazed the potswith herbsin
the traditional way. Thesepots were desgned and modeledafter the traditional
codking pots, water jugs and cookers commonly producedby the variousethric
groupsof NorthernNigeria.

In 1952, Ladi wasemployed by an English potter, Michael Cardewin the pottery
training cente at old Abuja openedby him. Her skill and dexterityin pottey
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producton earnedher an honorarydoctorde (PhD.) degree from AhmaduBello
University, Zaria. She, however, later droppedthe traditionalopenfiring methods
and herbal glazing methods and picked up the modernkiln firing and glazing
methals which gave her pots a high metalic gloss. Although now late, Ladi
K w a | produstsare famousworldwide andarein museums in England, Holland
and the United Statesof America. The pottery centreat Abuja was later named
afterher.

Uche Okeke (Painter and Art Histori an)

UcheOkeke wasbornin 1933 in Nimo, Anambra State. His interestin art started
in his secondaryschooldayswhenhe collected Igbo folktales and wrote his first
poams. his meetng with Dennis Duerdenan expatriateartist working in the
National Museum, Josin 1955, while he wasworking as a govemment clerk in
Jos,gingeredhis interest to study Art. In 1957, he wasadmitted into the Nierian
College of Arts, Science and Tedwnology, Zaria from where he graduatedin
1961witha diplomain Fine Art specdlizing in painting. He wentto Geamany later
on a cultural exchamge fellowship for two years, 19621963 to study mosaic
techniques thnagh the use of traditional methodsof stoneand stainedglass
window-techniques.

His drawings and pairtings, which are prevailing andinnovative, are inspiredby
the Igbo folk storieshe acaumulatedduring his high schooldays.He hadhis first
solofirst andfirst group shows in the local council hall andNationalmuseum, Jos
in 1956.He hasparticipaedin many major exhibitionswithin andoutsideNigeria.
He is among the artist who participatedin the independencexhibition of 1960at
Victoria Island, Lagos; the 1974 National Arts Festival Exhibition and the
FESTAC 6 7Ekhibition.

Some of his major desgns and projects are the Mural for the Nigeria
independencegavilion, 1960 in which Demas Nwoko and Bruce Onobikpeya
were jointly commissioned. He also prodwed mural painting in oils in the
c hi | dseation @fsthe Anambra state library in Enuwgu; portals and the
Archbish o ptleranein wood for the Holy Trinity cathedralOnitsha, 197174 and
the Murtala Mohammed internatioral airport tapestry inside the presidential
lounge Lagos, 1977. Some of his folktale drawings are: Ogadili the terrible
warrior andMatchof Masquerades
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At Kafanchanin 1959, he organizeda cultural centrewhich held drawings and
prints of same Nigeran artists. This was moved to Enugu and beame the Mbari
Art cente. It hasagain beenmoved to Nimo, his hometown, andis now known as
he Asele Institute Nimo. It is now training, desgn and documenttion centreas
well as agallery. Apart from writing a numberof articlesin the Ngerianmagazine
andthe newculturemagazne, he hasllustrated same books. Oneof suchbooks is
Things fall apartby ChinuaAchebe.He is the authorof the book titled: Art in
Developmenta Nigerian Perspective He has retired as a professorof Fine Art
from the Unversity of Ngeria, Nsukka.

DemasNwoko (Painter and Sculptor)

Demas Nwoko was bornin 1935 at Idumuje Ugboko in Edo state. He wasfirst
inspiredby theseriesof artwaksonthe wallso f  h i s palaee théh@biofdhe
town. After his secondaryeducationin Benin City, he continueddrawing and
painting before he enteredthe Nigeriancollege of arts, scienceand technology,
Zaria,wheregraduatedas apainterandsculgor. Nwdko adoptsthe expressiastic
style of the traditional African art anddraws his inspirationfrom the rich traditon
of Africa.

As a stucent, he was commissioned along with Uche Okeke and Bruce
Onobrkpeyato paint muralsfor the Nigeria independencexhibition of 1960.
Since then, he hasparticipatedn manyexhibitionswithin andoutside Nigeria. He
exhibited at the Mbari Gallery in Ibadanand also featuredin the independence
exhibition of 1960,in Germany between1960 and 1961,in Parisin 1961, while
training in theatredesgn. Some of his works include: Adam and Eve and The
Philosopher and boy. He hasdesgned and built many spectaculabuildings in
many partsof Nigeriasuchas the Ob#&kenzuall CulturalCentrein BeninCity.

Demas Nwoko taught theatredesgn and technical theatreat the University of
Ibadanfor many years.He establishedhe New Culture Studiosin Ibadan where
youngartigs aretrainedin all aspectof desgn andtheatrearts.Nwoko now lives
andworks as a sculptorand desgner in his home vill age where he estabisheda
foundryfor the castingf all metal atworks
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3.6 Same Cmtemporary Nigerian Artists

Omem, Valentine (Ceramist)

ValentineOmem is a talentedyoung artist. A prolific cetamist, whose works show
an apt play on stylizedforms, a deepreligious and philosophicalleanng. He also

showsequalprowess irsculptureandgraphics. He hastaken partin several group
exhibitions,bothlocal andinternational.

| ==

—

Fig. 45: AChildspringo 2006.
Source:Phobgraphby ValentineOmem

Some of his works includethe Statue of Jesus, The Saviour for the Adoration

Chapel,Elele; iOgb o e fiExpgectato n éNne Oma ofif he ThreeBoame nand
AChildspringo .

He holdsa Bachelorof Arts (BA) in Ceramics from the University of Benin, and
Is currently dong his Mastersof Fine Arts (MFA) in same institution. He is a

member of Craft Potters Association of Nigeria (CPAN) belongs to a few
professionabodies.
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Kennedy Jude Eweka

KennedyJudeEweka is a Ceramic Lecurerin the Uriversity of Baenin, Benin City
since2003till date.He wasbom in Benin City on 27" May 1972.He bagged his
first and seconddegreesfrom the University of Benin. He is currentlypursuing a
PhD degree in Studio Arts from Delta State University, Abraka. He had
participatedn several groupexhibitions.

His potterystylesare stylistic andrealisticin nature.As an experimentalrtist, he
engages variegated mateials in fabricationsof ceranic equpmentsin a bid to
enhanang studiopracticein Nigeria. An example isthe fabricatiorof ceranic.

TheArtist

Fig. 46: PoliticsandPowerd B afdsaltd
Photographetdy kennaly J. Eweka.

Kiln burnerin 2006 which utilizes wasteengine oil for combuston. At presenthe
is the NationaVice Presidenbf Ceranic Associationof Nigeria (CERAN).
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Okwoju El-DraggL eonard

The artist, Okwoju El-Delrhag h s eaghmar &dthegor Uchediukwu Leonard,
known asOkwoju El-Dragg Leonard,s a naive of Delta stateof Nigeria. He was
bornin Yabai Lagos, and spentpart of his early childhoodin Ibadan.He has
lived in variouspartsNigeria, precominaniy Benin City wherehe acquiredmost
of his Educationand is currently working as a lecturerin the Depatment of Fine
and Applied Arts of the University of Benin. His primary educationstartel in
1968at Nifor Community School, nearBenin City. He continuedat St. Jame<s
Primary schal (now Agbado Primary School) in Benin City. In 1973, at the
conclusionof his primary education, he gained admission into EghosaGrammar
School, Benincity, wheae he acquiredhis WASC, in 1978.

Theartistfirst attempt to gain admissionto read Engineerng at the University of

Benin was foiled, becausehe had just a pass in Mathematics and could not be

clearedafter he pased JAMB. He thenenroledto take the West African General
Certificateof Education(G.C.E), in 197. It waswhile doing so that he included
Fine Art, a coursehe did not take in his secondary school, becausefor same

administrative reasonsthe coursewas not offered.During this period, the artists

fatherwho did not want him to beidle, got him employed asan auxiliary teacher,
through the Ministry of Educaton in Delta State,and he was postedto teachat
Ugwu-Atakpo primary shool, in Ibusa(lgbuzo) nearAsaba.lt waswhile teaching

there thatthe artistgot admittedto readFineandApplied Arts, atthe Unwersity of

Beninin 1981.He graduatedin 1985with a Bachelorof Art, B. A (Hons)in Fine

Art.

He was postedupon graduationto PortHaroourt, for the National Youth Service.
During which he seaved asa fine art tutor, at the Interretional SecondarySchool,
of the River State University of Scienceand Technobgy, between 198and1986.
He returnedto the University of Benin, immediately after his Youth Service, to
commence a Pog-Graduatedegree program in Fine art, specializng in the areaof
Paintng. He got the appintment in 1991, to lecture at his Alma matter, and
subsequentlyesumedand continuedwith MFA degree program andwith succeas
obtaineda Mastersof Fineart dayree.

The artist hasbeendriven, from childhood,by an overwhéming desireto create
things, hencehis initial careerchoiceof Engineerirg. But having beenfrustrated
by mathematics, he settleddown to being just what, he bdieves God cut him out
to be 1 an artist. His naturalflair for art, manifestedat a very early age in his
draughtsmanship. Until he had his first formal classas an undegraduate of
UNIBEN in 1981,the artisthadno formal trainingof anysort. Driven by an innate
desire, the atrtist spenta great deal of his time drawing whatver caight his
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interest.He got into trouble on more than one occasionin his early schooldays,
becausehe was cawght drawing insteadof paying attentionin class. On one
occasionjn form three,he was caught making a drawing of the English language
tutor while she was writing on the black board. As the child of a poorly paid
policeman, the artist could not afford the luxury of readymadetoys, so he created
his own toys. In prmary three he approacéd his fathemwith the notionof quitting

schoolto learncarpentryas an apprentice. This requestwasturneddown by the
father,sayingthatif he wasgoingto be acarpenterhe shoulde aneducateane.

[

TheArtist.

Fig.47: The Cognic Codeby Okwoju El-DraggLeonard.
Source:Phobgraphby Okwoju El-Dragg Leonard.

Theyearningto createis still very strong in the artisttoday. A visit to the artisits
studioin the depatmentof Fine/ Applied Arts, UNIBEN, wherehe lectureswill
give one an insight into his adventules outsideof painting, which is his areaof
specializationHe hasan amazing array of tools, both manualand powered,that
would humble most professional outfits in the area of woodwak, metal
construdion, bricklaying, electricity and so on. Some of his creationsinclude
personallydesgned and constructednetal (steel) artist easelspnethat canreach
up to a height of abouttwelve feetthatheis currentlyusing. Othersareana r t i st 6 s
dorkey constuctedof metal,a mod e Ithdose, computertablesof uniquedesign,
a collapsible riser for painting at an elevated level, a p a i n tralay Ghait
inculcatesa glass palette, brush pots, palete knife wrack and cupboardwith
drawersfor colous and other materials.The artistdenves some form of personal
senseof satisfactionfrom personally construting most of the equpmentshe uses
in his studiocandhis residence.

233



Okwoju EI-Dragg Leonardhashad one solo exhibition, RudeAwakering, A solo
Exhibition of Paintngs, which held in Didi Museumin 1997. He has been
involved in quite a number of group exhibitions both locally and internationally,
same of which include: National Associationof Fine and Applied Arts Studerts
(NAFAAS) Exhibition, Coneemporary Benin School, an Exhibition of Pairtings,
Sculptures, N. Y. S. C. art exhibition (1985), Unity Through Art, a Guinness
Nigeria PLC, Exhibition (1994), An Exhibition with the theme, 'Female Genital
Mutilation in Nigeria® for Women Issues Communication Savices Agency,
Indiangoolis, U. S. A (1998),ASO VILLA COLLECTION, Volume One (2002)
and JIGIDA, an exhibition of art in assocition with the Miss World contest,
London,England (2002).He hasalsobeenhonouredwith various awardslike, the
Fasuyi Art Price for Best Studentin Painting (1984) and Lecturer of the Year
(2000).

Thea r t iwsrks @rg in some prominent private collecion both locally and
internationally.Some of his major commissbnsinclude: Potraits ofthe Principal
Officers of the University of Benin( 1987 i Date), Portraits of the Medical
Directorsof Uselu Psychiatric Hospitl, Benin (1989), Portrait of The Provost,
College Of Educadion, Ekiaddor, Benin ( 1989), Book cover for fiNo More QOil
Boomoand i Bl amd®&w e aBy®r. TundeFatunde(1985), Recordslesve for
the album, fJap Adodo Japex Studios, Lagos (1986) and cover illustration for
PrinceEdunAke n z ubao& entitledEkaladerhan(2008).

SweetUfumwen Ebeigbe (Ph.D.)

Dr. Sweet Ufumwen AkenaiaEbdagbe was born in Benin City, Edo State
(Nigeria) into the royal family of Benin. Sheis the lastchild of His Majesty,Oba
of Benin, Oba Akenzuall (18991978). She attendedSt. Maria Goretti Girls
Grammar School Benin City and later Auchi Polytechnic,Auchi, Nigeria where
in 1978 sherecaved a National Diploma (OND) in Fine Art. She proceeed
thereafterto theUniversity of Bemn, BeninCity wheresheobtaineda B.A. (First
ClassHonours) in Ceranics (1983).Her searchfor further educationled her to
acquirea  Masterof art degree, M.A. (Industrial Design)in 1990 at Ahmadu
Bello University, Zana. In 2005, she obtaired a DoctorateDegree (PhD) in Art
History from the Delta StateUniversity, Abraka.
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TheArtist.

Fig. 48: Bottom Power

Photograplby SweetU. Ebepbe
Shejoined the sevicesof the Universty of Beninasalecturerin 1985whereshe
has beenteaching till date.She teachescourses at the Bachelorof Arts Degree,
Masterof Arts (CeramicsandArt History) and PhD. levels(Visual Arts and Art
History).

Sweet Ebagbe is a member of many professional bodies such as: Society of
Nigeria Artists (SNA), Craft PotterAssociaton of Nigeria (CPAN) and Ceramic
Assocétion of Nigeria (CerAN). She is the Headof the Depatment of Fine and
Applied Arts.

She haspublishedmany articlesin variouslocal andinternationajournalsandhas
held severalsolo exhibitonsandparticipaed in many groupexhibitionsin Nigeria
and outsidethe country. Some of her solo exhibitionsinclude: Clay and More
(2002), The Dictatesof the Creatse Intuition (2006),PotteryNostdgia (2007)and
Clay on My Mind (2008).the group exhibit ons she participatedin include: All

Women Art Exhibition which took placein 1986, Society Through The Eye of
The Artists, (1999), Benin City Art Exhibitions (Inaugural Exhibition (1999),
Maiden Benin Bronze Exposition (2006), InternationalMuseum Day Celebration
Exhibition (2006).
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As an artist, Sweet Ebegbe loves expeiimerting with the useof varied mediain
art making. Speaking on her style, Mr. Manassehlmonikebe,the Headof painting
sectionin the depatment of Fine and Applied arts, Universty of Benin statel:
fwhat perhapsgave this artist fithe impetus to champion a change hinges on the
ideaof conceptualvapdnessof the traditioral practicesof the pastin the milieu.
So far her recentexhibitions have beena juxtapositionof her researchovertime
andreflectionof old venerabldraditionsof the ancientcity of Beninamounting to
a salutaryreminder of the gains of creatvity.0 Also, ProfessorA.R Anao, the
former Vice-Chancdor of University of Berin, oncewrote about SweetAkenzua
Ebegbe sayng: fi ffind fascinathg and even instructve, the fact that Dr. Sweet
Akenzua Ebeagbe,expermentswith various materialsincluding shardsof broken
piecesof crockery or pottery. In this, shemakesa point which shoud not be lost
on us, that in naturenothing goesto waste.Everything hasits uses,evenin its
disintegratedstate.lt reminds us that natureactually recycleseverything andturns
wasteinto useful purposesin working with waste,the artist hasthus struckon a
very important andendurig principleof natue.o

Astheartistherselfdescribes ér work, symbolismis the cornerstoneof herwork
which involves the use of found objects(naturaland man-made) in the mixed
media technique.Apart from being functional, her works are repletein intrinsic
meanngsthatneedto be decodetbr thestrergth of the woks to beunveiled.

JOHNOGENE(PhD.)

JohnOgeneis a multi-talentedartist. He is bath a visual and performing artist. As
a performing artist, he hasheld several concerts and showsincluding Jazz nights
and hasfeaturedin several nights of nine lessonsand Carolsin notablechurcles
and govemment circles. As a visual artist, John is a photayrapher, digital artist,
printmaker painter. Some of his worksinclude® 1 1fblquseof s h a wiklane
is Home @iObrego r ar@ fiHome is Homeo Ogenehasa Bachelorof Arts (BA)
from the Universty of Nigeria Nsukka, A Masterof Fine Arts (MFA) in Graphts
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from University of Benin, andbothan MA and PhD degreesin Art History from
DeltaStateUniversity, Abraka. He hasheldfour soloandmanygroup exhibitions.

TheArtist

Fig.49: Homeward(After AnotherDay), 2009

Source:Phobgraphby JohnOgene(PhD).

4.0 CONCLUSION

In this unit | have provided a historical overview of both the traditional and
contemporary art in Nigeria | examined too the major events and people that
contributedo the deelopment of artin Nigeria

5.0 SUMMARY

In this unit, we treatedthe aspectof art known asart historyandwe discussedhe
evolution of artin Nigeria. We also studiedthe development of the traditional,
transitional,modernas well asthe contemporary artin Nigeria as well asthe life,
theart styleandcontributionsof same pioneemodernNigerianartists.
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6.0 TUTOR-MARKED ASS GNMENT

1. Whatis art history?

2. Theorigin of modernart African canbe tracedo the colonialera.its
emergerce is connectedvith missionary advitiesandis an aspecf
westerneducationasysems. Discuss.

3. How trueis the assertiorthat Aina Onabuluis the founderof modernart
in Nigeria?

4. Name five exponentf conemporaryNigerian art. Classifythem into
thetendenciesheypromote.

5. The evolution (development) of art in Nigeria followed three phases,
namely, traditional,transitionalandmoden. Write on thesehreephases.
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UNIT 3 LOCAL CRAFTSIN NIGERIA
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1.0 Introdwction
2.0 Objectives
3.0 Main Content
3.1  Definition of the Term(Crafts)
3.2  LocalCraftsin Nigeria
3.2.1 Typesof Materialsfor Local Crafts
3.3 LocalCraftsandTheir Localities
3.3.1 Blacksmithing
3.3.2 Weaving
3.3.3 Basketry
3.3.4 MatWearing
3.3.5 LeatheWork
3.3.6 BeadWork
3.3.7 Dyeing
3.3.8 Pottery

4.0 Conclusion
5.0 Summary
6.0 Tutor Marked Assgnment

7.0 ReferenceandFurtherReadimgs

1.0 INTRODUCTION
This unit is essentiallyon craft. An effort is madehereto identify some of those
practicedlocally in Nigeriaandthe culturesor placesfamousfor or areassociatd

with the practiceof thesehandicrafts.
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20 OBJECTIVES
In this unit we shallbe expectetb:
A Definethe termLocal crafts;
A Identifythe differentcraftspracticedn Nigeria;
A Associte the propetocalitiesto acraft;
A Discuss briefly some of the local techngues employed by the

craftanen;

A
3.0 MAIN CONTENT

3.1  Déefinition of the Term (Cr afts)

Crafts(alsoreferredto ashandcraftoor handcrafts), generaly, is the creationof
decordive or functional objects by hand. .Some craft items are createdwith
mechanted (power) devices and Hand tools also. A craft is a skill, especially
involving practicalarts. It may refer to a trade or particularart. In English, to
describesamething as a craft is to locateit samewhere betweenan art (which
relies on talert) and a science(which relies on knowledge). In this sense,the
English language word craft is roughly equivalent to the ancientGreek term,

technethe rootword from whichthe termtechnology deilives(Encarta2009)

Local craft, thereforerefersto the skill of a particular peopleor culture.You will
recall that we have statedearlierin module one that craft is a part of the mateial

cultureof apeople asit embodiesboththe artandtechnol@y of agiven culture.

The crafts pradiced by independenartistsworking aloneor in small groups are
often referredto as Studio craft and it includesstudio pottery, weaving, wood

turning (andotherforms of woodworking), glassblowingandglassart
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3.2. Local Craftsin Nigeria
Most of the craftwarks producedin Nigeria are mainly connectedwith the basc
needsof food and clothing. The religious, social and political inclinationsof the
peopleare otherfactorswhich alsoinfluencethe productsof our local craftsmen.
The main craft in Nigeria are: Basketry, pottery, wood cawing, fabric dyeing and
metalworking.
3.2.1 Typesof Materials for L ocal Crafts
The materialsusedfor craft by craftsmen in Nigeria vary accordng to the craft
and the environment. Usually a craftsman would use materialswhich are cheap
and easily available in his immediate locality. For example, leatherwok is
practicedin the northernpart of Nigeriawherecattle,sheepgoat andcamel hides
arein abundantsupply andraffia is usedin the Niger Delta areaswheresuitable
fibresareobtainedrom waterloving plants.
3.3. Local Crafts and their L ocalities
Thelocal craftsandtheirlocalitiesare asotedbelow:

A Blacksmithing i Awka, Lokoja

A Weavingi Akwete,Oyo, Abeokuta, Okene,Tiv

A Sculpturei Benin, Oyo

A Beadwak i NasarawaBenin,Ekiti, Bida

A Leathework i Kano,Sokoto

A Dyeingi Maiduguri, Lagos,Abeokuta

A Animal Horni Sokoto, Bauchi,Bornu,Kano

A Pottery Benin,Oke-Odan, Sobe,Osisaet cetera
We will now discussin more detailssome of thesecrafts, namely: blacksmithing,

weaving, leatherwork, fabric, beadwok, dyeingandpottery.

SelfAssesment Exercisel

Identify threelocal craftspracticedn yourarea.
244



3.3.1. Blacksmithing

Nigerians have beenknown for working metds, a practicewhich datesbadk more
than 2,000 years.lron wasof greatimportarce in everydaylife to the farmer, the
hunterandthe warrior. Other metalssuchas copperandbronzewererestrictedto
rulers and prosperouspeople who usedthem as statussymbols. For instance,n
ancent Benin kingdom, only the king (Oba) and the personshe granted the

privilege had monopoly of the usef bronzeobjects.

Iron and other metals are extractedfrom their oresby heatingthem to high
temperdure in a furnacein a processs known assmelting. The oldestfurnacein
Nigeria, (and, in WestAfrica), is foundin Taruga in Niger stateandit datesbadk
to 350 B.C. Iron smelting andworking is also practicedby the Yoruba, Igbo and
Edo people.In same ethnic groupsin Nigeria such asamong the Yorubaandthe
Benin people,iron smelting is accompaniedby various rituals andtaboosbecase
of the belief that the power of Ogun, the god of iron is inherentin all metals.
Adherants of the traditionalreligion in Nigena believe that Ogun, the patrongod
of all personsvho work in metals,is the god who introducedmen toworking iron.
Hence, prayersand offerings of sacrificial drinks and anmals are made to the

deity beforethe localbladksmithings begin their production.

Iron-working is alsopracticed inlgboland in Agbajaandthe blacksmiths of Awka
in Anambra State are skillful andfamous. It is saidthat some of the blacksmiths
from theseareasduring some part of the year usedto travel asfar as Cameroon,
Obuduand Abakaliki practicing thar craft while othersstayedat home to protect
the community. In the past,bladksmithing was a closely guardedtrade and only
men of Awka were taught the craft andappenticeshiplastedfor five or six years.
Iron tools are still being madeby blacksmiths today. For instance Hausasmiths

still producethetoolsfor the leatherworkers,wood carvers,andarrowsandtraps
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for hunters.The Yorubasmiths still make implementsfor farmersandhuners till

date.

A Bronzeand Brass

Bronzeandbrassarealsoworkedin Nigeria. The earliestknown bronzeobjectsin
Nigeriawhich datedback to the ninthcenturyAD werefoundin Igbo-Ukwu. They
includebeautifullycraftedand delicatelydecaatedpendantsankletsbraceletsand
bowls amongst others. Unlike iron, bronzeand brassdo not occur naturally.
Bronzeis an alloyof copperandtin, while brasss an alloyof copperandzinc.
Copper,whichis essentiafor the productionof brassandbronze,is not foundin
Nigeria. According to Adepegba(1995),the ©urceof the coppeusedby Nigerian
craftamen came from Katanga (North Africa).

Thereis evidencen Arabicrecadsthatcopper andbrasswereexportedacrosshe
Saharafor North to WestAfrica from the eleventhcentury.Also, we areinformed
thatin the fifteen centurythe Portugueseintroducedéma n i Iwhieh svérebars
of copper,brassor bronzefor the purposeof tradein Africa. De Negri (1969)
recallsthat manillaswerefirst brought into Nigeriaby the Poruguese.The brorze
casers of Benin, for example, melted and used these manilas for ther
products(fg.51).

Fig.51: A BeninBrassHead
Source:RoyalArt of Benin




Bronzeheadsdatingback to the fourteen centuryAD werealsofoundin Ife, Osun
State. One of the headswasactwally a mask with slits underthe eyesso thatthe
personwearingit could see.lt is saidto represenObalufon,the third Oni of Ife,
who is believed to have introducedBronze castingto Ife. The headswere very

naturalisticin appearance

Although referredto as 6 b r o byznmosi writers, as Obichere (1981) notes,
scientific analysishas shownthat majority of theseheadswere brassand same

were almost pure copper.Though brasscastng has long died off in Igbo-Ukwu

and Ife, it still flourishesin Benin, though the castersmainly produceitems for

touriststoday. The brassworkersstill live in Igun Streetand still usebasically the

sane methodof production.

As mentionedearlier,in ancientBenin,the useof bronzeor brasswasrestricted to
the Obaandhis palace.Tradition hasit thatin the fourteenthcenturyObaOguola
senta requesto the Oni (king) of Ife to sendhim a mastercraftsmanto teachthe
Benin craftsmen the art of bronzecastng. Egharevba (1968) reports that a man

named Iguegha was sentby the Oni to Beninandhe settledin Igun Streetwhich

is still placewherethe traditionabronzecastes of Beninstill residetill dak.

Thebrassheadsepresenpastkings andqueenmothers,heavily ornamentedwith

nedklacesand heal-dresse®f coral beads.Thesewere placedon the altarswhere
sacrificesare offeredo theking 6ascestorsTheywerelessnaturalisticthan those
foundin Ife. Apart from memorial headsprass plaqueswhich adornedhe palace
walls andpillars werealsocommissionedoy the Oba. Thesedepicted théing and
members of his court as well as Portwguese soldiers and other creatureswith

symbalic importance.All of which stoodin a low relief from the surfaceof the

plaque.
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A Techique of Bronze Casting used in Nigeria

The techniqueusedby Nigerian bronzecasers is known as cire perdue or lost
wax method.In this method,a clay core is first roughly shapedn the form of the
objectto beproducedThisis thencoveredwith alayerof beewax or latexfrom a
cactuson whichis modeleddetailsof the work to be produced imetal. Whenthis
Is hardand dried it is then coveredwith two or threelayersof clay to form the
mould. Whenall this hasbeendriedin the sun, themould is heatedn the fire.The
wax melts off leaving behindthe impressionon the clay after which the molten
metal is pouredin. the molten metal takes the placeand shapeleft by the wax.
Whenthe metal hascooledand outerlayerof clayis chippedoff, whatis revealked

is the workin metal.

In Nupe land in Niger State, metal containeés suchasjugs, bowls andtrays are
made from beatencopperand coppersheets Elaboratelydecoratedmetal bowls
were onesusedas containerdor food, drink and kolanut in every wealthy Nupe
household.But thesehave beenreplacedby imported eramel wares.The Nupe
smiths alsowork with silver obtaired from melted downcoinsto producebangles,
rings, chainsand hairpins. The Nupe smiths like the Benin bronze castersalso

work mainly for touristsoday.

SelfAssesment Exercise?

Briefly discusamethods ommonly usedin bronzecastingn Nigeria.

3.3.2. Weanng
Weaving is a very ancientcraft. The earliestevidenceof weaving foundin Africa
comes from Egypt, approxmately 4000B.C. Flax plantswerein waterto extract

the fibres which were then spunand woven into fabric. Wall paintings and little
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clay and woodenfiguresfound in the Egyptian tombs show peoplecarrying out

variousweaving processs.

Fibresusedin weaving in Nigetia includeraffia, silk andcotton.Previously, raffia
cloth was common in the south, but now raffia is only usedfor mats and bags,

especiallyin the Rivers and CrossRivers States of Nigeria. Silk is usedin the
weaving of the prestgious Yorubacloth known assanyan,or for embroidering the
formal Hausamengown or riga.

Oneof the townsin Nigeria which is very famous for its elaboetely decoragd

woven cloth known asAkwete is in atown caled Akwetein Imo State. It is a craft
practiced strictly by women only. The techniques and desgns are guarded
carefullyin eachcompoundanda spirit of healthycompetition existsamongst the
weavers. As obseved by girls in this locality are taught to weave early in life

through the appenticesinp tradition. In most casesmothersteachtheir dawghters

the craft of weaving.

Othertownsin Nigeriawhich are famousfor their decoraitve womens weave are
OkeneandBidain Kogi andNiger statesregectively. Othersare Oyo, Abedkuta,
andTiv

Therearetwo typesof loom usedfor weaving in Nigeria: the Horizontalandthe
verticallooms. The Horizontalloom is usedmostly by menandthe vertical loom
is mainly usedby women. The basicprinciple of weaving is usuallythe same no
matter the type of loom used.One setof thread is fixed on the loom to form the
warp andthenthe weft is passedver andunder the warpto form the weave (Fig.
52).
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Fig.52: A Vertical Loom

Source:Decoraive Arts of Africa
A Materials for Weaving
Materialsfor weaving are naturalor syntheticfibres. In Nigeria,the naturalfibres
are derived from various speciesof cane,bark of bur weed plant (udo), raffia
plant,Congo jute, wid fig, silk cottonplant, cotton, et cetera.The products veven
arenumerous.
The main purposeof local fibre is its usefor the productionof different sizesof
rope. Rope is the basic material used for local padaging of farm produce,
householdvaresand binding materils for the constructionof house. Fibresalso
form components of local slippers,climbing ropesoil palm, mat, andbasketsTray
local sieve, bed, hat, handfans, rattles,drum, flute, sac, fish trap, woven cloth,

andmasquerade cagines,et cetera

A The Technology of Fibre Processng
Two traditionalmethodsof fibre processig can be distinguished.As describedy
Onyebuchi(2004),the first method,involves the cutting the plant to be usedinto

corvenient lengths. The outemost layer of the stemis scrapedff with a knife to
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exposethe bastefibre. This is removed after beatingwith a mallet it is soaked in
mild waterand salt solutionfor abouttwo days. After which it is washedandsun
dried.theresultantyarnreferredto asply yarn Threeply yarnsare arranged and
knottedtogetherat one endandtwisted eachply eachof the ply is sequentially,
aligning and binding them together in anticlockwise direction progressvely to
produce cordyarnor ropethatcanbe usedsropefor tying objects.

Anothertechniqie is the retting method. It involves the beatng the bastefibre
with a mallet andit is saaked in water preferably a stream or river for abouta
week. Thefibre is tied to astick to securdrom being washedawayby the moving
current.the loosenedibrous materialis washed to remove impurities. After it is

sundried, it canbe usedor the productiorof ply, foldedandcordyam.

A The Technology of Processng Cotton Fibre

Cottonis not indigenousplant; it was introducedinto Nigeria by the colonial
administration shortly after the SecondWorld War. Cottonis processednanualy
by traditionalweaversin Nigeriausing indigenouslocal technobgy. The process
begins with the removal of the seedswithin the cottonlint. This is doneby placing
the lint on a flat woodenblock and a cylindrical objectis usedto pushthe sedals
out of thecottonfibre. atraditiontool for combing (calleda bow) is usedto comb
through to loosen cotton fibre. To do this, a quantity of cottonfibre is wrapped
round thestring of the bow and when the stringis pulled, and released,the

quivering loosensthe fibreandthe impuritiesare releaseftom the cottonlint.

The spinningprocessnvolvesthe useof a spindle.The spindleusedby the Igbo
peopleof Nigeria consistof a long needlemade from the mid -rib of a leaf raffia
palmand a sphericaldry fruit (chakripo or ukpo) aboutthe sizeof a golf ball (the
whorl). The raffia needlepenetates through the centreof the fruit to attachit at

the baseof the needle.The yarnis spwn from the massof combed cottonon the
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rotating spindle. The spun yarn is later coiled round the spindle and from the

spindleit is worn aroundan umbrellashapedlywheelknownasAlaga

SelfAssesment Exercise
Describéoriefly the Stagesinvolvedin the processingf cottonfibre.

3.3.3. Baketry

Baketry (also called baket weaving, or baket i making) is the process of
weaving un-spun vegetablefibersinto a basket or othersimilar forms. Peoplewho
weave baketsare calledbasket makersor basket weavers. Basketsare madefrom
a variety of fibrous or material thatwill bendandform ashape Examplesinclude

pine straw,animal hair, hidegrassesthread raffia, caneandwood.

(i) A Brief History of Basketry

Baket weaving is one of the widest spread crafts in the history of human
civilization, however, whenthe craft beganis or how old the craftis obscureThis
is becausethe materials used (wood, grass, and anmal remains) are natural
materialstha perishand decayeasily. In ancient times, therewas no meansof
properpresevation thus,much of the historyf baket making hasbeenlost andis

simply speculagd upon.

Nonethelessjou shouldnotethatthe oldestknown basetshave been datedy a
scientific method known asCarbon-14 dating to between10,000 and 12,000
yearsold. This is older thanany estabishedarcheobgical datesfor pottery. The
bakets were dismveredin a placecalled Faiyumin Upper Egypt. Other bakets
thatareup to 7,000 yearsold werealsodiscoveredin the Middle East(Wikipedia,
the FreeEncycbpediglin Nigeriathe abundantvariety of growing plants provide a

wide range of materialsfor basket making. The craftis practicedalong side mats
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weaving, especiallyin the rural areas. Mats are usedfor variousfunctionsin the
house: as furniture for sitting and sleepng, as roofing material and curtans,

especiallyin the ruralareas.

(i)  Materials and TechniquesUsed in Basketry

Weaving with reedis common among the Nupe peopleof Bida. The Fulani use
deadmillet and sorghum stdks woven into large coarsematswhich are used to
fencetheir compounds andcreerof bathing places.In the Niger deltaareasvhere
raffia paims are abundantthey are the major sourceof raw materialsusedfor
weaving. Therearethreemajor techniguesusedin making mats andbasketsin

Nigeria. Theseare:weaving, twining andplaiting (Fig. 53).

Fig53: A Basket Weaver at Work
Source:TheDecordive Arts of

frica.

(iv). TheBasket Weaving Process

Thepartsof a basket arethe base the sidewalls, andtherim. A basket may also

have a lid, handle,or embellishments. Most bakets begin with a base.The base
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can either be made of wood or woven with reed. A woodenbasecan come in
manyshapedo make awide variety of shape®f bakets.

The 'statc’ pieces of the work are laid down first. In a round basket they are
referredto as'spokes andin othershapeghey are called'stakes' or 'staves. Then

the'weavers' are sedto fill in the sidesof abaket.

A wide variety of patterns can be made by charging the size, color, or by
placament of a certainstyle of weave. Aboriginal artistsacheve a multi-coloured
effect by first dyeingthe twine andthenweaving the twinestogetherin the most

elaboratdashionpossible.

3.3.4. Mat weaving

Mat weaving is essentidy the same ascloth weaving andcanbe doneon a loom
or on the ground. The raffia mats of the CrossRiver State are madeon a loom,

while themats of the Yorubatatesare doneon theground.

As mentionedearlier,there are three major techniquesusedin making mats and
bakets in Nigeria. Theseare: weaving, twining and plaiting. In the twining
method, the warp fibers are laid on the ground and the weft fibers are twisted

roundas obseredin themethod usedby the Urhobgeoplein weaving their mats.

In the plaiting method,the fibres are plaited togetherin long strip. The finished
long stripsare thensewvn side by sideor in a spird to form a complete mat. This

methodis practicedamong Nupeandthe Hausa
SelfAssesment Exercise3

1. In yourownwordscompareandcontractbaskeiandmat weaing.

2. Describethe processf castingoronzeknown as’cire Pedue
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3.3.5. Leather work

This refersto working with leatrer as a raw material. Leatheris detived from
hidesandskin. Hide is derived mainly from cow andcamel while skin is obtained
from sheepand goat. The craft is mostly confinedto the northernpart of Nigeria
becauseof the availability of raw materals and a ready market for the finished
goods(Fig.54).

Fig. 54: A LeatherBag.
Source:TheLiving Art of Africa
Manybeautifulandusefulobjectscanbe fashonedfrom leaher,usingthe cuting,

shapirg, and joining techniques.Leather products include cushions, sandals,
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shoes pursesscabbardssaddlesand various types of containers.Sokoto, Kano,

andBornostatesarewell knownfor theirleatherworks.

3.3.6. Beadwak

Throughouthistory and in various cultures, men and women have often tried to
beautify themsdves using natural objectssuch as flowers, seeds,feathersand
animal teeth.Metals,beads stonescowry shells, ivory andglassare alsousedas
bodyornaments.

In some cultures,some of theseobjectshave symbolic meanngs, for example,
egle feathersare a sign of maturity and power and are worn by Igbo chiefs.
Anotherexample is the coral beadsvorn asbody adonmentin Benin.As Ebagbe
(2004) notes, coral beadsare consideed iconic items by the peopleof Benin.

Thus,theyare reered andhandledandtreatedn aspecialway.

Beadshave beenusedas body decorationfor many hundredsof yearsby the

Nigerian people.In some culture young girls might wearnothing but waist beads
till they reachthe age of puberty.Jefferson(174) notesthat the earliestknown

beadsare believed to have beenmadearound12,000 B.C. Theseare glassbeads
from Egypt which wereprobaly brought from Asia. He statesoo that apart from

their useasbodyornamentbeadsvereusedin the pasts currencys wellas carry
patternsof symbolic reigioussignificance.

In Nigeria, stonebeads in many shapesand sizes(some probably made of tin)
wereusedin Nok cultureof the first millennium, B.C. Thetypesof beadshatare
most valuedamongst some ethnic groupsin Nigeria arethe red coral beadsRaw
coral is not found in Nigeria. It is a substance found in the MediterraneanSea.
Polishedcoral rarges from palestof pink to deepred. It is believed to have been
introducedto Benin by the Portuguese in the fifteenth century, although other

kinds of beadswerein useas part of the royal dressas far back as the tenth
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century.At first the useof coral beadwasrestricted to the Oba himself andonly
he could grant his subjectsthe privilege of wearingthem. The crown andregalia

of the Obais elaboratelydecoratedvith coralbead=f all sort

TheYorubapeople also have a rich bead culture. Early kings of the Yorubawho
reignedin the twelfth centurywore beadedcrowns and necklaces,bracelets and
arklets of beadsBeadsarealsousedelabordely to adornobjectsbelanging to the
Oba, suchasfoot stools,shoes flywhisks and staves. Glassbeadswere madein
the ancientcity of Ife. The cylindrical blue glassbeadsknown as segiwhich are
very rare now are some of the oldestand most highly valued beads made in
Nigeria. Beadmaking hasalmostdiedoutin Ife, butthe cityof Bidain Niger State
still hasa flourishing craft. The Bida beadmakers currentlyuseold bottleswhich

theymelt anduseto producebeaddor braceletd=ig.55).

Fig. 55: coloursBeads.
Source:TheLiving Art of Africa.
Some beadsare madelocaly in Nigeriawhile otherswerebrought in by traders.

Beadsvhichwere rareandtherebre expensve wereworn as statusymbol for the
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rich and powerful who could easily afford them. The coral beads of the Oba of
Beninandkings of otherculturessuch as Agbor andOwo thatwereinfluencedby
Edoculturearegoodexamplef royal beads.

3.3.7. Dyeing

Dyeingof cloth is anindigenouscrat thatis still flourishing in Nigeriatill date.
Kanois famousfor a clearlight greendye preparedfrom coppersu phate.But the
most famous of all dyesin Nigeriais the dark blue dye known asfindigo avhich
is made from the leaves of a plant belonging to the Indigofera family. The
preparatiorof thisis knownin many Nigerian culturesjncludingthe Hausasome
Igbo clansliving in Arochukwu area, the Tiv and Yoruba. Indigo is one of the
most ancientdyesknown, which wasusedby the Egyptiansasearlyas2,500B.C
(Fig.56).

Fig. 56: Anillustrationof Adire Cloth
Source: TheLiving Art of Africa.
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A What isa Dye?

A dye canbe describedasa colouredsubsance that hasa chemicalaffinity to the
substrateto which it is being applied. The dye is appliedin an agueous solution
and may requirea mordantto improve the fastnessof the dye on the fibre. Dyes
and pigments appearto be coloured becausehey absorbsome wavelengths of
light preferentially. In contrastwith a dye, a pigment is insoluble,and has no
affinity for the substrate.Some dyes can be precipitatedwith an inert salt to
producea lake pigment, and basedon the salt usedthey could be aluminium lake,
calcium lake or barium lake pigments (Microsoft Encarta, 2006)There are
differenttechniquef dyeing fabric suchasresistdyeing. Let us now learnmore

aboutthis method.

A Typesof ResistDyeing

In resist dyeing technique, ceriein areas of the fabric are proteced from
penetratiorby the dye. The protectedsections would appearaslight patternson a
darkbackground. This canbe doneeitherby tying certainareaswith nylon thread,
twine or rope or by applying melted wax or starch pastebefore the fabric is
immersed in dye. It is believed that the tie and dye method was the earliest
technique used before the starch resist method was introduced in the early

twentiethcentury.

The Yoruba of Nigeria are well known for their Adire cloth. The word adire
(which means 6 t hwéith is tied and saaked ¢ broadly refersto all kinds of
indigo-dyed cloth no matter the technique used to prodice the resist pattens.
Among the Yorubapeople,the desgn andthe dyeingof the adire was carriedout
by women. In figure 57 bdow, a woman is seendipping cloth into a blue dye

called indgo, a type of die found only in Oshogbo,a town in souhwestern
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Nigeria. Oshogbo is regarded asthe cradleof Yorubatraditionalart, andthereare
many artistsliving in the town, including internationallyrenownedskillful batik

makerswho make useof uncommordye-andwaxtechniques.

Only the metal stencils usedin stenciledadire eleko were produced by men
probablybecauseall kind of metal work was solely doneby men. Abeokuta and
Ibadanare famousfor their high quality adire. Thesefabric aretoday exportedit
to WestandCentralAfrica.

\ "4&.
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Fig. 57: WomanDyeing Adire Cloth
Source:MicrosoftEncarta

In northernNigeria, most big towns have large open spaceswhere dye pits are
locatedwith eachdyer owning several dye pits. The pits usuallyare about2.5- 3
metres deep.@ne are for actuatlyeingwhile othersare for rinsinghe dyeoff the
cloth. The pits are protected by basket coverswhennotin use.After dyeing more

indigo is sprinkled onthe fabricandbeaterwith mallet to producesheenln Kano,
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dyeingis doneby men, who specializein deep, blue-black dyed cloth devoid of

patterns Among the Hausagenerdly, dyeingis a male presere.

The Igbo peoplealso practicethe craft. For instance,specialindigo-dyed cloths
known as ukara were made in the Arochukwu areaof Imo state for the Ekpe

(leopard)Societyin RiversandCrossRiver States.

In Nigeria, dyesare also usedfor body decorations.From the early times people
have usedcolouring substancesbtainedfrom plantsand minerals to make their
bodiesmore attradive. Yorubawomen usedsharp knife anda mixture of charcal
andindigo mixture to tattoo dark blue pattens on their bodies,the Igbo women
decoratedtheir bodieswith delicatecurving desgns known as uli obtainedfrom
the juice of a plantand sametimes embellidied it with red colour obtainedfrom
camwood paste.The Fulani preparedred dye from cassva rootswhich they used
to dye their calabashes;loth and leather.The women and men of ancientBenin
kingdom usedto tattootheir bodieswith scaification marks smearedwith black
soot and herbs (while the scarsare fresh) to form their sets of body markings

knownaslwu.

SelfAssesment Exercise4

Describan yourownwordsthe adire productontechnique
3.3.8 Pottery

Potteryis the ceramic ware madefrom clay by potters.The placewhereceramic
waresare producedis also calleda pottery. The material (clay) used to make the
potterywareis alsoreferredto aspottery. The major typesof potterywaresare:

earthenwarestonewarandporcelain.
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Although its origin is obscurepotteryis oneof the oldesthumantechnobgiesand
artforms. The practce is still a major industryin mostpart of Nigeriatoday.There
aredifferenttechniquesf producng potsand pottersusea combinationof them.
They include pinch, slab and coil methods.Contemporary potte's also utilize the
p ot twheeldnstheir producton. Traditional pottersin Nigeria usethe age-old
coil method.Eachethric group hasits own technquesof producing potteryand
the typesproduceddependon the kinds of clay the pottersuseandthe variations
in cultural patterns.

Price(1975)describeghe procesausedby the traditional pottersaccuratelywhen
shenotedthatthe pottersusuallybegin building their pot using thecoiling method
usingclay coils to build the potsfrom the base to the top. To form their pots,they
setthe bottom or neck and part of the shoubler of a large of a broken pot on the
groundasa baseon which the potis formed (Figs. 58). Some potterswalk around

theobjectas theygraduallybuild it upwards.

Fig. 58: A traditionalPotterat Work
Source:Madein WestAfrica
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Oncethe desiredheght is acheved, an openingis left to save astheimo u t o 0
the vessel.The traditionalpots which areusually sphericain shapearedecorated
either with embossed,incised or pressedpatterns. Most traditional pottersin
Nigeria use either small caved wooden rollers or plaited fibre. In same
communities suchas the Yoruba and Igbo, the pottersproducepots with figural

forms.

Unlike contemporary potters who fire their waresin modern kilns, traditional
pottersfire their potsusing the openair wood firing method. Also, the traditioral
pottersdo not glaze their waresas modern pottersdo. Potterywarescome in a
variety of shapesand sizesand they seve varied purposes.ln some paits of
Nigeria, clay potsarestill usedfor eating, cooking, andbathing, storage of grains
andwaterandfor ritual purposegFig. 59).

Fig. 59: A Traditionalclay pot

Source:Madein WestAfrica
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Clayis the materialusedfor the productionof all pottery.Clay may be definedas
the endproductof the geologic weathenmng of igneousrocks. The kind of clayused
by pottersgreatly influencesthe appearanceand quality of the finished piece.
Clays, accordingto Otimeyin (2008) are generally divided into two catgories,
namely: Primary and secondary.Primary clays have larger grains, and have
remainedclose to their original source.Secandary claysare a sedimentarytype of
clay that hasbeencarriedaway from its original sourceof formation by wind,
glacier, flowing water, and other forces. This processof transportationtendsto
renderthe clay finer in grain strucure dueto the grinding that takes placeasthe
clay is carriedfrom its source of formation. Secondry clays are not as pure as
primary clays as they are usually found mixed with other particlessuchas mica
andiron. Thesemineralsgive the clayshinyor reddishproperties.
Contemporaryottersoften combine a mixture of claysto get the resultthat they
desire.Theydo not useonly onetype of clay. Whena potter mixes different types
of claysor claysandotherearthymineralsfor specificceramic purposesthe result
Is calleda clay body. For example, earthemare, stonewareand porcelainare all
madeout of different mixturesof clay. Some potterscreatetheir own formulasto

give adistinctve color or texture for example, to theirpottery.

Pottersusuallyfire their pottery waresto a temperatire ranging from 600° C i

900 C. Thisinitial firi ng is known asbisqueor biscuitfiring. Although traditional
pottersdo not glazetheir waresafter firi ng them and moden pottersoftenapplya
glaze on their wares.Glazing, which involves the melting of a thin glasscoatng
over the surfaceof clay waresis ap o t tmeansbfsenhancinghe appearancef
pottery waresand renderng them impervious to liquid and gases.Glazing is a
technical attribute of contemporaryceramics world-wide, as Okunna (2008)

rightly notes.In Nigeria, substantiablepositsof naturalmineralsthat canbe used

264



to produceglazesaboundnationwide.Some of thesematerals are silica, quatz,

feldspar limestonecalcium, potassiunto mention afew.

40 CONCLUSION

The local crafts of Nigeria are various and are producedfrom diverse localy
sourcedmaterids. The creatorsof thesecraftsshowa high level of sophistication.
Theyarerecepive to the adaptationof new materialsandprocessef their effort

to improve production.

50 SUMMARY

Throughthe courseof this unit we have beenableto discussthe mainlocal crafts
practicedby some of the pe@les andculturesof Nigeria. We have also discussed
the historical background,the materials and techniquesusedin the production of

some of thesdocal crafts.

6.0 TUTOR-MARKED ASSGNMENT
1. Whatis Craft?lllustrateyour answemwith five examples.
2. Write a note on any five of the following, with examples of the

localitiesthatareassociateavith their practicein Nigeria.

I Blacksmithing
. Weaving

iii. Basketry

iv.  MatWeaving
V. LeatheMWork
Vi. BeadWork
vii.  Dyeing

viii.  Pottery
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UNIT 4:

NIGERIAN ARCHITECTU RE
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8.0 INTRODUCTION

In this unit we shall be looking at architectue which is an importantpart of both
the material culture and art of a people.Usually the type of housesbuilt in a
particular areas peculiarto that place. Many factors detemine the types of
buildings that exist in any society,theseinclude: Ecdogical conditions, lifestyle,
needsand desiresof their owners,as well as, econanic, political and religious
considerationsTherearethreecategories of architecturan Nigeria, namely: The
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traditional forms, the modified traditional forms and the modern forms. We
examine thesethreetypesas theyexistin Nigeria, the factorghatdetegminedtheir
style and the materids and technobgies involved in their creaton. Also, an
attanpt will be madeto detemine the factas which have influencedthe types,
materialsand technobgies involved in the art of building in Nigeria, that is, the
modifications that have brought into existerte the modernarchitectureasit is in
contanporaryNigeria.

9.0 OBJECTIVES

At the endof thisunit, you shouldbeableto:

A Definearchitecture;

A Identifythe threecategories of housetypesin Nigeria;

A Describethe traditionalforms of architecturén Nigeria;

A Explainthe natureof modified forms of architecturén Nigeria;

A Describemodern archtecturein Nigeria;

A Know the major influencesthat instigated the emergence of modern
Nigerianarchitectire;

100 MAIN CONTENT
3.1 What is Architecture?

Architedureis the art of building or the art of enclosingspacein a functionaland
pleasingway. Man is compelled to build for shelterand protectionagainst the
elements (climate), the anmals and uncangenial humans. One major purposeof
architectureis to provide a spacethat permits the easy performanceof primary
functionsof life.

Architectural desgn involves certain basic concerns.Theseinclude: Convenient
arrargement and flow of space jllumination from outsideand within, protection
from the weather,continuousinterior climate control and efficient use of fuel,

financial and political statusof the owner andreligion. Roofs,walls, floors doors
andwindowsare all desgnedin the light of theserequirementsaswell asto suit
the ownerandthe location.For instance, aslzomoh (1994) reports,the traditioral

rulersare usually provided with structuressutablefor their statusand positionin

thesociety.
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Theway eachoneis structuredn very important, for example, the impluvium, an
openrooflesscourtyard within a building that allows light andfreshair, but little
heatis favored by the Edo and Yorubapeoplein the building of their traditional
housedecaus®f the clmatic conditionsn the southerpartof Nigeria.

Fig.60: An Impluvium in aYorubaHouse
Source:African Art.

3.2  Categoriesof Architedure in Nigeria

As notedalove, therearethreecategories of architecturen Nigeriaandthey are:
The traditionalforms, the modified traditional forms and the modernforms. The
way the buildings in eachcatgory arestructuedis detemined by condiionssuch
asthe politicalandreligious satus of their owners,ecolajical conditions lifestyle,
and ecoromic consideration®t cetera.As we shall seeaswe discusseachone,
thesefactorsgreatlyaffectthe natureof all thethreeforms of architecture

3.3 Traditional Nigerian Ar chitecture

Accordng to Egonwa (2005), traditional Nigerian architedure refers to given
processesf building technobgy in which locally sourcedouilding materialsfrom
the immediate environment are transfomed throuwgh skillful manipulationsinto
threedimensional structues. The traditional style of building consistsof built
environmentmadeup of individual houseunits andfamily compounds.He notes
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too that traditional architecture usually reflects something of the prevailing
ecolay, societalvalue sysems and socio econanic development of the society
wheretheyexist.

Traditionalarchitecturen Nigeriais desgnedsolely by their ownersandthey are
constructedoy their ownersthrough communal efforts with the help of relatives
and friends with locally sourcedmaterials. They usually reflect the needsand
aspirationsof their creatorsand users and are predicatedon the econanic
circumstancesof their owners.Theyaredesgnedto give maximum living comfort
andthey promote communalliving.

Traditional Nigerian architectureconssts mainly of dwelling housesand shrine
housedor religious purposes (elaoratestruduresare hardly put up for traditional
religious purposes)Certain shrines, epecidly those of individual and family
deitiesare often furnishedwith individual roofs andin some cases speciallybuilt
structuresof lineage, clan or common deties are located in groves. Such
separatelyuilt shrinehousesare usuallyminiature foms of dwellng houses.

Also, specially built structuredor assembly and generalmeetings are uncommon
in traditional settngs except in Igbo land where they are referredto as ekpeor
egbo (mends club houses)and other ethnic groupin CrossRiver area.ln most
communities in the rural areasin Nigeria, general meetngs are heldin open
squaresn the housesf Chiefs,in market places or ifinvolving a few people they
are held in the living housesof the headsof families, for example, the Obi
(dwelling) of atitled Igbo man.

SelfAssesment Exercisel
In your own wordsdefinearchitectureanddiscussts functionin asociety.
3.3.1 Materials and Technology for Traditional Buildings

Materialsfor traditional architecture are numerous and varied. They include:

Wood, clay, mud, grass,leaves,raffia, cane,bamboo,andsoon. Theyareselected
on the basisof cultural choicesand environment. Necessity,ideals, goals and
valuesalso detemine building technobgies and theseare reflectedin the three

categories of architecturen Nigeria.We shalllearnmore abouthis as wego on.

The building techhology for traditional architecture are humanoriented though
theyreflectthe ecobgy of habitaton, theyare highly adapitve to their ecosystm.
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For example,the forest building technobgy reflects the nature of the climate
pattern(wetanddry seasonandthe prevailing vegetation.

The social cultural ideals detemine the choices of building constructioml

methals. For exanple, the ljaw peoplewho live in floodedareasusethe woodthat
Is abundantin their environment to constuct their stilt houses.To build their
houses,the Efik-Ibibio, for example, first constructa wooden framewak and

apply daubclay over the wood for strength. The structuresare roofed with raffia
palmmats.EdoandY orubamix mudwith pam al (to strengthenits load bearng
capacity)and build their walls which they roof with grassand leaves. They use
termite -resstantwood for posts,doas and beams. The Hausausesundried clay
balls strergthered with grassandcow dung to buildtheirhousegFig.61).

Fig.61: Sun-Dried Clay Balls Mixed with grass and
cow durg.
Source:African Art

Theribbed clay vaulting usedin Hausabuildings fosterthe erectionof effedive
houseterracesdomes and thick walls against excessie heatand solar radiaton.
The nomads, on their part, build moveable sheltersusing ropesand tarpaulns.
Such structuresare sutable for their nomadic lifestyle. Becauseghey move from
placeto placetendingtheir cattle,theydo nothave needor pemanent buildngs.
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3.3.2. Deaorations of Traditional buildings

The interiors and exterior of Nigerian traditional housesare often decoraed.
Decorationdor traditional architectue are:low relief, painted,incised, moulded,
cawed, et cetera(Fig.64.) At times,onefind the useof a combinaion of incised,
painted or scraped patterns, flora and geametrical motifs and sometimes,
representationf identifiable objectstreatedin a very robustandorganic manner.
The scrapedor painted patternsare different and are mainly geometric shages
usuallydivided intocourses.

Bright enamels buried into walls and ceiling are found in Hausalad and alsoin
Nupe.Theorigin of suchdecoratims istracedto EastAfrica from whereit spread
northwardinto Nubia from whereit spreadthrough Muslim Sudaninto West
Africa.

Ornamentationsfor traditional buildings in Nigeria degend on the meansand
statusor socialpositionsof the ownerandin most casetheyare synbolic.

The motifs selectedare from the environment which may include narratves
murals. Also, carved housepods and door panelsare usedon vital parts, for
exanple,onwalls andhouseandcompoundfagcadedo underscorgheir owneisoé
status.In Yorubaland and Edoland,decoraitons are found mostly in palacesof
traditional rulers and shrires of certain deties. In Igbo land, decorationsare
alwaysexclusieto Ozotitle holders.

For instance peopleof Beninuse fluted walls referredto ase k e n 6 fargdya
and nobility buildings and Igbo usepaintedwall decoration known as uli, (the
decorationsare done especiallyby the women) and cawved doors and panelsto
underscordhe political status and authorty of the ownersof the houses.The
peopleof CrossRiver arefond of wall painings referredto asnsibidi and Hausa
building decorationseflecttheir Islamic religion.

3.4 Typesof Traditional Housesin Nigeria.

Two types of housesare prevalentin Nigera and they are: the round and the
triangular typeswhile both stylesare prevalent in northernpart of Nigeria. Only
therectamgular typesare foundn the southThesetwo stylesare discusselelow.
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3.4.1. Souther n Rectangular Houses

Southen rectangular structuresare built to enclosea courtyad or completely
built- up rectamgles. The courtyardtype wasvery common to the entiresouthen
part of Nigeria only in the 20" century. But tracesof it is now restriced to the
YorubaandEdo Cultures.

Mediterraneamrigin hasbeensuggestedfor this type of building style. Two types
exist and they are: The single unit form and the multi-unit form. The latter are
mainly houseunitsbuilt closetogetherto enclosea courtyard.

Both typesoffer adequatgrotectionto their occupantsput thereare hardly any
openingsbesidegheir entrancesthereforeventilation is fairly poor. Rooms arein
the outamostplacesof the iilding andtheyopeninto a commonverandahwhich
in turn opensinto a courtyad andthey are built without windows. The veranah
sewnvesas akind of living room, kitchen,andworkshopsfor small-scaleindustres.

Therectangular style was popularlyusedfor Yorubapalaceswhich typically, had

gabledroofed porches (kobi) which projects at the centreof the frontage while

Benin Palaceshad a turret centrally positioned. From the Niger and Benue
confluenceto the Coast,their houses are mainly rectaagular and may enclose a

courtyad, mud walls andthatchedridged roofs, but in the coastalriversideareas,
theyare totallythatchedanderectecn poles.

3.4.2 Northern Rectangular Houses

The peopleliving north of the confluencebuild rectargular houseqin additionto
circular buildings). Northernrectargular buildings have walls thattaperup from a
wider baseandthe roof is mud decked andslightly convex or forms a dome from
wherewaterrunsdowninto guttersprovidedthrough the sidewalls (Fig.62).

Some rectangular housesfound in the far north have walls covered with mud
dedks andthe circular typeshave coneroofs either completelythatchedor made
up of mud wallsandthatchedoofs.
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Fig.62: A NorthernRectangular House.
Source:African Art.
Dome or convex roofs have centralribs of palmfrond supportssetacrosscorners

to reducedirectspannng. Thewalls of buildings in northernNigeria are generally
paintedor with low relief patternsof modernelementssuchas bicycles,clocks et

cetera(Fig. 63).

Fig.63: WallDecoratedvith Low Relief Patern.
Source:African Art.
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