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CHAPTER I 

INTRODUCTION 

The purpose of this study is to research the aesthetic 

and cultural significance of certain objects in the 

collection of African sculpture acquired in 1989 by the 

Museum of Texas Tech University (hereafter, referred to as 

the Museum) . With a better knowledge of the traditions and 

history of the people who have created these works will 

come a greater appreciation and understanding of the art of 

sub-Saharan Africa. The intent is to dispel the notions 

that these objects do not have aesthetic value in their own 

culture, and that these cultures do not have a history. 

The 198 sculptures in the Museum's collection of 

African art are nineteenth and twentieth century objects 

from sub-Saharan Africa collected by Elliot Howard of 

Houston. Howard developed his love and appreciation of 

African art while working as an artist and antique dealer 

in New York City. By 1971, when he moved to Houston, he 

had been refining his collection for over thirty years. 

The collection was offered to the Museum because Mr. Howard 

wished the objects to find a home where they would be 

appreciated for their aesthetic quality and used to educate 

the public about African art (Edson 1990). After Mr. 

Howard's death in 1988, museum donors funded the purchase 

of selected objects from this vast collection through Dr. 

Bayard S. Herr, business partner and heir to the 

collection, and James Owens, executor (Museum of Texas Tech 

1989). 

Problems with studying this collection were similar to 

problems other museums have in cataloging any coilection 

amassed for the personal pleasure of a private connoisseur. 

Information concerning the origin of these objects was 

sketchy. The objects were not acquired in the field, and 



when purchased had little accompanying data (Museum of 

Texas Tech 1989). In many cases, the cultural affiliation 

and/or the ritual society associated with an object were 

all that was known. Howard made the assignations for most 

of the objects; but this information was subject to the 

interpretation of his notes by executor Cwens. Creating 

additional problems, the collector's notes were often 

indecipherable. Howard enciphered his acquisitions in a 

private code undisclosed at the time of his death, and the 

records of his Af rican art collection were intermingled 

with Howard's notations on his antique business. The 

complete deciphering of all Howard's records would greatly 

enhance the utility of the collection. At this time, these 

cryptograms remain the property of Dr. Bayard S. Herr of 

Houston. 

In October 1990, the Museum invited Dr. Ramona Austin, 

Curator of African Art from the Art Institute in Chicago, 

to examine the collection. Her evaluation and attributions 

of the sculptures assisted museum personnel in the research 

into this collection. Austin (1990) stated that the 

collection holds much that will be useful to scholars in 

the study of African culture and art; however, many of the 

objects are not the finest exanples of connoisseurship. 

This opinion should not detract from the value of the 

collection for the Museum. The purpose of the collection 

should be the study and advancement of knowledge about one 

of the areas of art history little understood by 

Westerners. Other university museums, notably Indiana 

University, possess collections that are important more for 

their study quality than for the excellence of their 

exanples (Darish 1987) . 

The objects in the museum collection are from a wide 

variety of peoples and countries. The diverse styles and 

materials from metals to raffia must be studied 



individually and within the context of their culture of 

origin. Generalizations concerning African art are not 

valid because each culture possesses its own standards, 

styles, and aesthetic philosophy. Also, people diffuse art 

objects through trade as well as common ritual and cultural 

societies. In a letter written to Willett, John Picton 

recalled: 

..on Igbira masquerades I have seen the 
following types of masks: native Igbira carving, 
masks in the style of the northern Edo peoples, 
Yoruba gelede masks from near Lagos, Ibibio 
masks from Ikot Ekpene. . . an ebony face carved 
for Europeans, and a mask carved by Basa Nge. 
That is six different art styles fulfilling for 
Igbira the same ritual function. (Willett 
1988a:197) 

Although the collection in the Museum contains objects 

from many sub-Saharan peoples, this study focuses on three 

cultures within the region now known as the Federal 

Repiiblic of Nigeria. The origins of many pre-historic 

peoples are found in this region. The people of the Niger-

Benue confluence were called the "parents of Bantu" 

(Davidson 1980:209), the founding fathers who formed the 

core of the population that expanded into central and 

southern Africa in the first two centuries A.D. 

These sculptures are classified according to their 

cultural affiliation rather than modern nationality. The 

peoples vjhose art works are discussed are the Yoruba, Igbo 

(call Ibo in earlier literature) , and Edo v\̂ o live 

principally in southern Nigeria. The traditional cuiturai 

boundaries of the Yoruba extend west into the Peoples 

Republic of Benin and the Republic of Togo. Igboland 

spreads eastward toward the Cross River and the grasslands 

of the Republic of Cameroon. The Edo live in the forest 

area west of the Niger, surrounded by the Yoruba to the 



north and west, and the Igbo and Igala to the east (Fig. 

1). 

This study reviews several of the inportant 

periods in the cultural history of southern Nigeria 

and summarizes the archaeological work carried out in 

the area. The study consists of research in the 

writings of historians, art historians, and 

anthropologists. The collections of Yoruba, Igbo, and 

Edo art in museums in Chicago, Washington, D.C., New 

Orleans, Houston, Dallas, and Ft. Worth were 

examined. Further understanding and appreciation of 

the objects studied developed vÆiile assisting Austin 

(1990) during her examination of objects in the Museum 

collection. 

The histories of the Yoruba, Edo, and Igbo intertwine 

and date back many hundreds of years. They speak languages 

of a common language-group origin and live in proximity in 

southern Nigeria (Corbin 1988). All three peoples have 

art-rich cultures. However, their artistic styles and 

traditions developed differently. Although many differing 

opinions exist as to their historical relationships, most 

experts agree that they are among the most artistically 

prolific peoples in the world (Delange 1974; Ottenberg 

1983; Drewal and Pemberton 1989). 

The study concentrates on selected objects within the 

collection of the Museum. Twenty objects are described and 

their formal qualities are discussed. This study attempts 

to integrate the ethnological and cultural material 

approach to African art objects with an art history and 

aesthetic approach. The aesthetic values of the Yoruba, 

Igbo, and Edo cultures are included. The objects are seen 

within their own aesthetic framework. The study explains 

some probable symbolism and uses of the sculpture within 

their ritual or societal system. The intent is to provide 
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museum visitors and docents with a deeper understanding and 

appreciation of these objects as art, as well as expanding 

the viewers' knowledge of this particular African heritage. 

It is not possible for anyone to view unfamiliar art 

without the cultural lens we all wear. Gombrich (1984:398) 

stated: "there is no innocent eye." However, it is 

possible to expand one's vision, and recognize the worth of 

the aesthetic frameworks within which these sculptures were 

created. Grottanelli posited the issue in his 1961 Lugard 

lecture: 

To be fully informed on a work of art is 
not the end; we want to be able to appreciate 
it, at the same time to understand and enjoy it, 
because only thus does our human relationship 
with it lead to an enrichment of our spirit. 
(1975:16) 



CHAPTER II 

PERSPECTIVES ON AFRICAN ART 

Early studies of African art simply classified the art 

and cultural history of this vast continent into one 

simplistic notion of "Black" society. Historians, art 

historians, and archaeologists now recognize many great 

empires, traditions of learning and culture, and 

civilizations that trace their history back to Africa of 

the first millennium A.D. Each African culture has its 

unique style, tradition, and history. 

In the late nineteenth century when pre-Colombian art 

was already recognized as the product of a high 

civilization, African art was thought of as "primitive" (E. 

Williams 1985). In more recent times, leading art 

historians, such as Jansen (1985) and Gardner (de la Croix 

and Tansey 1980) , gave little mention to African art in 

their conprehensive surveys of world art history. Art 

historian Kenneth Clark perpetuated the occidental 

presumption that "primitive" art revealed the dark side of 

man, while the Greco-Roman aesthetic represented the 

enlightened, civilized world (Price 1989). These cultures 

were believed to be without any concept of political 

organization or religious development. Wingert (1962) 

deplored the use of the word in his own book title, 

Primitive Art: Its Traditions and Stvles. yet reinforced an 

ethnocentric viewpoint v\̂ en he wrote about "evolved" 

civilizations. Until the late 1950s, many writers viewed 

"primitive" art as the art of cuitures not fuliy "evolved" 

(de Rachewiltz 1956; Schmalenbach 1953; Sweeney 1966). 

Mbiti (1969) decried the use of the word "primitive" as 

having derogatory undertones, yet today galleries and 

museums continue to use the word relative to exhibits of 

African art. 

7 
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In the Lugard lecture in Rome, Grottanelli (1975) 

spoke of the collecting of Af rican masterpieces by 

Europeans who did not recognize their aesthetic value, and 

the misguided enthusiasm for this daring art by the young 

expressionists who thought they had found kindred spirits 

in a new spontaneous art form. In 1904-10 Brancusi, 

Picasso, Franz Marc, and Derain were young artists in Paris 

who discovered African art gathering dust in ethnology 

collections. They were woefully misinformed as to the true 

significance and function of these works. These early 

Fauvists and Cubists saw the work as spontaneous, full of 

primeval expression and primitive thinking, although these 

sculptures were the products of a thoughtful, mature 

artistic tradition. They had no idea that the art they 

emulated to free themselves from the restrictions and 

traditions of European art was itself restricted by 

societal and religious tradition (McCall and Bay 1975). 

The concept of the artist as a primitive, emotional 

individual is not exclusive to the study of tribal art. 

Some historians and art critics view contemporary artists 

as intuitive, non-intellectual, and subjective in their 

approach to their craft (Gombrich 1984; Lippard 1983; Danto 

1988). 

Whatever the canons used by those early modern artists 

to interpret African art, the fact remains that modern art 

prepared Americans and Europeans to look upon the art of 

Africa from an aesthetic viewpoint. Philosopher and art 

critic Arthur Danto (1988) explained that because of the 

changes that occurred in European art at the beginning of 

this century, it was then possible for the Western viewer 

to see the aesthetic value in African art. He took great 

pains to clarify the distinction between promoting an 

object to the status "work of art" and revealing the iatent 

aesthetic qualities of an existing work of art through the 



enrichment of being associated with other artworks. Danto 

pointed out that African objects that were considered 

without aesthetic value were truly art objects in their own 

cultures, before they were recognized as such in Europe. 

It was only af ter they were perceived in relationship to 

compatible occidental art work, that their aesthetic 

qualities could be revealed to viewers in the European art 

community. 

In 1910, when the first Ife artifacts were discovered 

by German ethnologist, Leo Frobenius, he claimed he had 

found Atlantis. Frobenius assumed that a "superior" 

culture must have created the delicacy, symmetry, and 

vitality evident in the Ife pieces (Shaw 1978b; Gillon 

1988) . The naturalism of style and refinement of technique 

displayed in these sculptures from ancient Nigeria 

surprised people who believed that Africans were incapable 

of creating objects of similar quality to those created by 

the ancient Greeks or Romans. This ethnocentric view 

prevailed among art historians as well as anthropologists. 

British art critic Roger Fry, although an enthusiastic fan 

of African sculpture, declared in 1920: "It is for want of 

a conscious critical sense and the intellectual power of 

comparison and classification that the Negro has failed to 

create one of the great cultures of the world" (as quoted 

in Thonpson 1971:374). 

By the 1960s, art historians and anthropologists had 

begun to address the differences in their approach to the 

art of small-scale societies. According to Goldwater 

(1969), anthropologists believe their approach to the 

study, working from objective scientific evidence to 

theory, is a more rigorous and robust approach; whereas, 

art historians prefer to gather evidence to support a 

subjective viewpoint. The two distinct approaches to the 

study of African art can be seen by examining the most 
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prevalent types of publications on the subject. Survey 

catalogs of art of a region or culture, written by art 

historians, describe the styles and formal attributes, but 

do not synthesize this information. Examinations of a 

single style with emphasis on function or ceremony rather 

than aesthetic quality are written by ethnologists (Fraser 

and Cole 1972). 

Recent researchers have been working to bridge the 

gulf between the art history approach and the ethnographic 

approach. Principals among these African art specialists 

are Henry Drewal, Roy Sieber, Robert Farris Thompson, and 

Herbert Cole. These researchers have combined the studies 

of art history and aesthetics with ethnographic field work. 

In a lecture to the Royal Anthropological Institute, Paul 

Bohannan (1961) described his field experiences attempting 

to "study the artist." It is often the case that the 

artist in any society is not able (or willing) to define 

verbally the creative process and product. Bohannan's 

realization that one must understand the aesthetic 

standards of the culture, and talk to art critics from 

within the society about those standards later became the 

focus Thompson's research (1971, 1974, 1984, 1989). 

Thompson has been particularly successful in researching 

the Yoruba aesthetic. 

The role of art in the lives of peoples of Nigeria is 

quite dissimilar from the typical American view of ârt 

(Anderson 1990) . Aesthetics ranks low in importance in our 

society. It has no role in commerce, politics, formal 

education, or family life. Aesthetics is not part of our 

philosophical world view. Americans look to technology and 

science rather than philosophy for answers to their deepest 

questions. Some assert that Americans derive even their 

sensuous satisfaction from technology rather than art 

(Anderson 1990). Among African societies, art has a role 
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in ethical training and the administration of justice, as 

well as the joy of aesthetic pleasure. A traditional 

Yoruba saying is that "anyone who meets beauty and does not 

look at it will soon be poor" (as quoted in Vogel 

1986:xvii) . 

Art styles change, exchange, copy, adapt, and 

interact, just as people do. The vitality of the popular 

arts in Nigeria attests to the inventiveness of the people. 

Contemporary Nigerian art is dynamic, and incorporates 

European ideas and materials with traditional Nigerian 

iconography and concerns. It is counterproductive for 

Western aficionados of Nigerian art to lament changes in 

traditional art as a loss in traditional values (Cole and 

Aniakor 1984). Traditional art has always reflected the 

values and realities of the artist's own time. This 

concern with reality is vjhat makes art a vital force in the 

community and guarantees art's survival. 

Contrary to earlier belief as expressed by Wingert 

(1962) and Bascom (1969), tradition has not made the arts 

of Nigeria static. The tendency of occidentai connoisseurs 

to lament the decline of tradition among African art styles 

is perhaps their unwillingness to accept that these 

cultures are dynamic and changing. The ability to adapt 

and integrate new ideas within the framework of traditional 

values has enabled the arts of these Nigerian people to 

survive for over two thousand years. Among Nigerian 

artists, the borrowing of styles and ideas from neighboring 

peoples is considered progressive (Murray 1961). 

The tendency of many writers to discuss traditional 

African art in the past-tense has caused some readers to 

assume that the art of these cultures has no contemporary 

life. These art-rich cultures are incorporating their 

traditional iconography and a prideful sense of history in 

their work today. cons: Ideals and Power in the Art of 
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Africa (Cole 1989) serves as an example of both exhibit and 

book that provides a better understanding of the best in 

traditional African iconology and its influence on 

contemporary artists in Africa. 

Young artists, no longer supported by the patronage 

system, are no longer constrained by its traditions. A 

principal factor in the work of contemporary Nigerian 

artists has been the "emancipation of the work of art from 

its parasitical dependence on ritual" (Walter Benjamin as 

quoted in Jules-Rosette 1984:19). Experiments and 

innovations are the result. Even the art of the tourist 

trade has had some positive effects. Negative assumptions 

made about this new art market are not necessarily true: 

(1) the artists are inexperienced; (2) several craftsmen 

work on one piece; (3) the consumer's needs are more 

important than the artist's creativity; (4) it is mass-

produced; and (5) the art is of inferior quality (Jules-

Rosette 1984). 

The Yoruba, Edo, and Igbo have shown their ability to 

integrate new ideas into traditional art forms since their 

first European contacts. Masquerade is active and changing 

in all areas. Masking traditions are often creations of 

the colonial period, and many masking productions are 

clearly twentieth century in origin. Cole (1988a) called 

for research in the complex masking traditions of this 

region to construct a broad art history better emphasizing 

multi-ethnic relationships, in both history and religion. 

Many shrine figures, such as Mami Wata, are entirely 

twentieth century inventions (H. Drewal 1988; Anderson and 

Kreamer 1989). 

Fraser (1974:3) defined African art as "philosophy 

made concrete." He used the Greek origin of "aesthetic" 

(to feel) to demonstrate that the African interpretation of 

the world blends religion, science, and custom into an 
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inseparable whole. The creation of art for religious 

purposes is universal. African art is religious in the 

sense that it is an ê q̂ ression of beliefs conceived in an 

age of faith; much as European art of the Middle Ages is 

religious art (Davidson 1969). Although some explanation 

of traditional religions is necessary, not all objects have 

a ritual significance (Gerbrands 1957). As in occidental 

culture, art is commissioned sometimes to demonstrate the 

status of the owner or for the joy and pleasure that beauty 

brings to life (Willett 1988a). 



CHAPTER III 

SOUTHERN NIGERIA: DESCRIPTION AND HISTORY 

It has only been in the twentieth century that 

evidence has suggested to the Western world that the "Dark" 

continent developed along similar patterns of feudal-like 

society as did Europe in the Middle Ages (Ajayi and Crowder 

1976; Oliver and Atmore 1989) . Earlier, the lack of 

written records led Europeans to regard these civilizations 

as lacking in any history (Mbiti 1969) . Much of the 

current study of African cultural history is being done 

with documents only recently discovered. Narratives from 

ancient scholars in the Muslim world such as al-Bakri and 

al-Masudi (ca. A.D. 900-1000), and Tunisian traveler Ibn 

Battuta, who wrote of his exploits during 1325-53, are 

being studied. Early travelers between India, China, and 

the eastern coast of Africa such as Hsien Fa (A.D. 399-414) 

and Luiz de Figueiredo Falcao (ca. 1607), and European 

visitors J. de Barros (1552-53) and Olfert Dapper (ca. 

1668), have lent new insight into glorious ancient cultures 

(Oliver and Fage 1962; Ryder 1969; Dark 1973; Davidson 

1987; Willett 1988a; Oliver and Atmore 1989; McEvedy 1988). 

These early documents described the architecture and art, 

as well as the customs, of the people visited. 

Many similarities existed between the Middle Ages in 

Africa and the Middle Ages in Europe. On both continents, 

the evolution of city-states was based on trade, commerce, 

and finance (Oliver and Atmore 1989) . All the West African 

cultures south of the Sudan that have been studied shared 

certain commonalties. Usually a divine leader claimed to 

be descended from a god and was in close communication with 

the gods. Towns in each culture tended to be much larger 

than typical for Africa. Each culture emphasized internai 

14 
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trade and the importance of the marketplace. Each culture 

displayed a high degree of specialization and skill in the 

arts (R. Smith 1988). 

Few regions of sub-Saharan African have a more 

estimable history than Nigeria. Nigeria has been a cross-

roads of civilization in Africa for centuries. A slow, 

steady population expansion began at the confluence of the 

Niger and Benue rivers and continued over the last several 

thousand years (Ajayi and Crowder 1976). The Sudan trans-

Sahara trade routes brought travelers and traders to this 

area before the time of Christ. Later, Muslim influences 

created great centers of learning in the north. Portuguese 

and Dutch traders had an impact on the cultures of the 

delta and the coast beginning in the fifteenth century. 

Today, Nigeria is the most populous country on the 

continent with major population centers of Fulani, Hausa, 

and Yoruba peoples (World Almanac 1990). Because of the 

region's rich and diverse art history, the area is an 

important one to consider when beginning the study of the 

art of sub-Saharan Africa. 

Nigeria is an area ranging from desert and savanna in 

the northern portion to tropical forest in the south. 

Horizontal climatic bands extend from the bend in the Niger 

across grasslands and woodland of the savanna. Rocky hills 

and open vistas gradually become oil-palm bush, then rain 

forests, as one nears the southern coast. Within one 

hundred miles of the coast, dense forests replace savanna 

woodlands. Fresh and saltwater swamps are prevalent in the 

delta of the Niger River (R. Smith 1988) . 

The confluence of the Niger and the Benue rivers is an 

area that has sustained a large, stable population for 

thousands of years (Delange 1974). In the southern half of 

Nigeria, the people speak English, Arabic, and vernacular 

languages of the Kwa family, a sub-group of the Niger-Congo 
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language. Linguistic studies have determined that the 

Niger-Congo language group called Kwa separated into units 

of Edo, Igala, Igbo, Idoma, and Yoruba language at various 

times between two thousand and six thousand years ago 

(Ajayi and Crowder 1976; Isichei 1983). The Yoruba, Edo, 

and Igbo share this common linguistic heritage. These 

cultures today are known ethnically by the languages they 

speak, although regional dialects and the prevalence of 

city-states among all three groups in many instances cause 

individuals to deny the ethnic label "Yoruba, " "Edo, " or 

"Igbo" within their own world view (Isichei 1983; Cole 

1988a). Further studies in linguistics are contributing to 

understanding the history of the people of sub-Saharan 

Africa (Shaw 1978; Bascom 1984; R. Smith 1988; Oliver and 

Fagan 1989) 

Trade and agriculture have been established factors in 

the development of the cultures settled in this area. 

Expansionist pressures from the northern Sudanic emirates 

caused the population in the confluence area to move south 

toward the protection of the forest (Oliver and Fagan 

1989) . The cultivation of the indigenous yam, oil-palm, 

and kola tree has supported organized societies within the 

forest since iron implements were introduced in the area 

between A.D. 200 and A.D. 500 (R. Smith 1988) . The kola 

nut became a popular trade item, particularly among the 

Islamic people to the north. Gold and ivory were also in 

great demand and were factors in the growth of trade among 

all the Guinea states. Trade across Africa from the Indian 

Ocean began long before European ships visited the Bight of 

Benin. Cowries from the Indian Ocean were the basis for a 

monetary system in the 1500s (R. Smith 1988) . 

The African reliance on oral history, the belief that 

the past was not bygone, and the lack of an African 

calendar reinforced the perception that a literary 



17 

tradition was not important to Africans (Mazrui 1986) . In 

examining the history of these cultures, the study of myths 

and traditions can reveal much information. Poetry and 

song related most early history of the area. The belief 

that one should never misrepresent what has been said by 

one's father is the basis for the faith in the veracity of 

this oral tradition (Isichei 1978). In Yoruba belief, 

words possess a certain power once spoken, that makes what 

is said true (Drewal and Drewal 1983). Royal lineage and 

historical reference points are important in all Edo 

narrative (D. Ben-Amos 1975). Considered authorities on 

history, musicians in Benin once were executed if they 

erred when drumming names in a lineage (Chernoff 1981) . 

Isichei (1983) asserted that elements of corroborative fact 

occur in many of the origin myths. Politics, rather than 

religion, was the basis for several of the traditions 

surrounding the major orishas (deified mortals) in the 

three cultures being examined. 

Evidence of Stone Age peoples occurs in the area. A 

microlithic industry was active ten thousand years ago 

(Shaw 1978b) . At Iwo Eleru, forty-seven miles from Ile-

Ife, excavations at a Late Stone Age site have revealed 

three human skeletons with Yoruba-style artifacts dated to 

8000 B.C.(Drewal and Pemberton 1989). Ground stone axes 

unearthed today in Nigeria are called Shango (Sango) 

stones. These stone-aged objects are attributed with 

ritual significance associated with Shango. deity of 

thunder and lightning. Many local residents refuse to 

accept the fact that these objects are Neolithic tools. 

The Edo say they spring from the ground vÆiere lightning has 

struck (Connah 1975). Among the Yoruba, if a house is 

struck by lightning, it cannot be occupied again until the 

thunderbolt has been dug up and removed (Isichei 1983) . 
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Copies of this ax form are represented in the iconography 

of all three peoples. 

A major aspect of art history in Nigeria is the study 

of the use of iron and copper alloys in the creation of 

court art. Earlier historians questioned the source of raw 

material for the bronze and brass work of early 

metalsmiths, asserting that the copper and tin probably 

came through trade with Berbers of North Africa (Shaw 

197 8b) . Recent archaeological work has confirmed that much 

closer copper mines were in operation earlier than 500 B.C. 

in Niger (Gillon 1988) . Tin mining in the Jos Plateau at 

the confluence of the Niger and Benue rivers has been 

practiced for many hundreds of years with erosion forcing 

tin into alluvial deposits (Gillon 1988). 

Many debates have transpired since the discovery of 

the first "Nok" artifacts about where this culture learned 

the art of iron smelting. Earlier historians credited the 

Romans or Greeks with the introduction of iron technology. 

The technology appears to coincide with the introduction of 

the horse, vÆiether from the north or the east cannot be 

ascertained (Oliver and Fagan 1989) . Shaw (1978b) 

suggested the technology arrived by way of caravan after 

the Garamantes rode chariots across the desert from Libya. 

Other historians and archaeologists maihtained that there 

was no reason to assume that the development of the 

technology could not have taken place ín situ (Davidson 

1969) . The theory that iron smelting arrived in the area 

with refugees from the collapsing Kushitic civilization of 

the upper Nile valley also had its supporters, but was 

discounted by Oliver and Fagan (1989). Recent excavations 

have dated the iron-vrarking Nok culture as much earlier 

than the decline of Meroe, capital of Kush, in the middle 

of the fourth century A.D (Gillon 1989). Transmission of 

culture and technology usually occurs during the peak of a 
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civilization's pov\;er, not during its decline (Oliver and 

Fagan 1989) . 

The terminology used in this study differentiates 

between brass and bronze when discussing the sculpture of 

the area. Both mediums are alloys of copper mixed with 

another metal. Freyer (1987) used the term "copper alloy" 

in her vynritings, as the analysis of material in most of the 

metal objects has not been completed. Museums hold in 

their collections many objects that have not been analyzed 

to determine whether they are brass, bronze, or other 

admixtures with copper. Alloys of copper with tin or 

copper with lead are bronze (the metal composition of many 

of the Ife artifacts) . Copper mixed with zínc is brass 

(the material of choice in Benin) . Several Igbo-Ukv\7u 

objects are fashioned of pure copper. The study of the 

materials used has resulted in the appreciation today that 

a number of West African cultures developed their ov\;n 

unique production techniques during the Middle Ages (Gillon 

1988) . The metal objects discussed in this study will be 

referred to as "copper alloy" because the materials in the 

Museum collection have not been analyzed to determine their 

exact content. 

Many West African art objects are created using the 

lost-wax method of casting. The creation of a clay figure 

core upon which a layer of vjax is affixed is the basis of 

this technique. After the v\ax hardens, an outer layer of 

clay is applied to encase the v\;ax. As molten metal is 

poured into the mold, the wax melts and escapes through 

sprues, allowing the molten copper alloy to replace the wax 

and harden around the original clay sculpture (Attenborough 

1976). Pure copper is not suitable for casting. It does 

not flow well into the mold since it oxidizes rapidly on 

contact with air. If tin, zinc, or lead is added, 

oxidation decelerates and the metal flows. Ife artists 
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managed to cast copper, probably by sealing the mold onto 

the crucible and inverting the entire unit vy;hile hot (Eyo 

and Willett 1980) . 

In Nigeria, scientific excavations followed the 

accidental discovery of artifacts. This situation made 

accurate dating of the objects difficult. Most of the 

first objects found v/ere out of context, and their age 

unknovy;n. In Igbo-Ukv^ before World War II, farmers sold 

objects from their yards to the Department of Antiquity. 

In Ife, construction v̂ ork near the palace in 1938 led to 

the uncovering of many bronze and copper figures. The tin 

mining operations in the Nok Valley on the Jos Plateau 

exposed the terracotta statues that first revealed the 

elegance and classical naturalism of early African art. 

Preservation of the treasures of the past v\;as not a 

high priority before World War II. Since 1945, 

archaeologists have been working in all areas of Nigeria. 

The climate of the desert north of the Niger preserves its 

history, but the climate in the forest belt is not 

conducive to the preservation of artifacts. Eighty inches 

of rainfall a year and dense secondary grovy/th have crumbled 

wood and hidden earthv\;orks. In some areas, searchers have 

not been able to locate possible archaeological sites even 

from the air (Connah 1975). Adding to the difficulties of 

archaeological work are the lack of funds and interest in 

excavating in sub-Sahara Africa as compared to the 

traditional interest in Mediterranean locations (Jones 

1985) . The advancing urbanization of communities eager to 

modernize and join the West in economic competition has 

paved over much that could have been saved in earlier times 

(Eyo and Willett 1980). 

The puzzle of African cultural history is being solved 

with studies in style, technique, myth, and history, as 

well as in linguistics. Gaps in chronology and questions 
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about dating will continue until more excavations are 

conducted. Fagg and Pemberton (1982) and Gillon (1988) 

presented a chronology of the history in the region: 

Nok culture (500 B.C.- A.D. 200) 

Ife Kingdom (A.D. 850-1700) 

Igbo-Ukv\Ai (A.D. 700-1200) 

CMO Kingdom (1050-1900) 

Benin Kingdom (137 5-1897) 

Old Oyo Empire (1350-1817) 

The following is a brief summary of the cultural history 

and the archaeological discoveries in some of the principal 

centers of these civilizations. (All dates after the first 

millennium A.D. will be considered A.D. without being so 

designated.) 

Nok and the Common Heritaae 

Some (Gillon 1988; Willett 1988a) credit Bernard Fagg, 

a government archaeologist who later became the Nigerian 

Director of Antiquities, with "discovering" the Nok 

sculptures. However, some dates of discovery precede his 

work in Nigeria. Fagg, with his brother William, began the 

serious examination of art in the area. Their work 

emphasized accurate documentation of the objects (Willett 

1988a). 

The "Nok culture" was named for the tin-mining village 

where the first terracotta heads turned up twenty to 

twenty-six feet below the surface of the earth during 

mining operations in 1928. This first group included stone 

implements as well as the terracotta human and monkey 

heads. The heavy v\;ashes that have occurred on this alluvial 

plain apparently destroyed much of this art. Those washes 

made it a natural area for tin mining for hundreds of years 

(Gillon 1988). 
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In 1943, Fagg noticed an ancient Nbk style terracotta 

head being used as the head of a scarecrow in a garden in 

Jemaa (Eyo and Willett 1980). Later, terracotta objects 

were found outside the tin-mining area at Katsina Ala, 

Ankiring, and Kagara. The entire area of the Jos Plateau 

on both sides of the Benue River and north of the Niger 

relinquished hundreds of figures, many of them life size 

(Shaw 1978b) . This area encompassed three hundred miles 

east to west, and one hundred miles north to south (Fig. 

1) . Although the wide area over vdiich the objects were 

found would indicate that many people were producing this 

art, the name "Nok" remained in use, classifying the 

objects into a single culture. 

For many years, the Nok sculptures were not found in 

their original setting. Then, in the non-alluvial Taruga 

Valley, female figurines were discovered in situ. 

Excavation began in Taruga in 1960. Uncovered, along with 

terracotta sculpture, were iron smelting furnaces 

indicating the earliest knovvoi iron making culture in 

Nigeria (Shaw 1978b). Sculptures, wrought iron, iron siag, 

and charcoal could be radio carbon-dated. While searching 

for evidence of iron smelting with a proton magnetometer, 

twenty concentrations of iron slag were located and 

thirteen furnaces were discovered (Gillon 1988). These 

furnaces dated around the fourth century B.C., while one of 

the objects dated to the mid-fifth century B.C. (Shaw 

.1978b). One figurine, dated to the third century B.C., was 

a seated woman wearing a loincloth, holding her breasts -a 

typical pose in more recent Yoruba sculpture. 

Characteristic of the style of these Nok terracottas 

was the use of open holes for pupils in the eyes, 

surrounded by sub-triangular or half circle shapes. Since 

many of the objects were almost life-size, perhaps the open 

pupils were a technical necessity to release moisture and 
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prevent cracking during the open-pit firing method (Gillon 

1988). Today, Gelede masks of the Yoruba illustrate the 

same eye treatment, although the eye holes are never 

functional, since the Gelede mask is v\Aorn on top of the 

head. Willett (1988a) suggested that this may be only a 

matter of convergence, as no intervening tradition exhibits 

the same eye treatment. Gillon (1988) also pointed out the 

similar use of triangular eye holes and elaborate 

hairstyles among the Yoruba Egungun masking tradition. 

The Nok heads v\;ere usually cylindrical or conical, and 

the ears were placed in a variety of positions, often 

exaggerated in size (as the Igbo mask ears are today) . 

Generally, human heads were stylized; monkeys, elephants, 

ramis, and other animals were treated quite realistically. 

Many of the heads and bodies depicted deformities. Typical 

facial features included: (1) thick lips, seldom open, with 

no teeth ever showing; and (2) broad noses with open 

nostrils and often an elongated bridge. Nok hair styles 

were elaborate and quite varied. The human figures wore 

decorative dress and hats, as well as bracelets, necklaces, 

and anklets. The surface design simulated beads and ornate 

hemlines. The limbs and trunks from the art of Ife were 

similar to those of Nok sculpture. The treatment of 

jewelry and surface decoration were elaborate in both art 

styles (Gillon 1988). 

The objects found ranged in size from 10 cm to 125 cm. 

The larger ones were created as separate pieces, then 

joined by scoring or key grooving. Decorations were 

applied by stamping or routing. Molds were not used. 

Often, slip was applied, then burnished to create a smooth 

surface. These terracottas were produced by people with 

long experience in wood carving, as many exhibit the 

typical carvers subtractive techniques rather than the 

usual additive techniques used in ceramics (Willett 1971). 
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Traditionally, African v\ramen v\rarked with clay or fiber and 

men worked in stone, v\raod, or metal. Therefore, these Nok 

terracottas probably were created by v\romen, as were the 

later terracottas found at Ife (Drewal and Pemberton 1989). 

These sculptures viere from a culture at its height 

between 500 B.C. and A.D. 200. The figures exhibit the 

traditional Yoruba body ratio of 1:3 or 1:4, demonstrating 

the fact that this African aesthetic tradition of 

proportion dated back at least 2,500 years. The expert 

modeling, the powerful expressiveness in both face and body 

positions, and the sophisticated surface treatments 

indicated that Nok culture was not in its infancy 

artistically or technically when these sculptures were 

produced. It v\es a sophisticated culture that focused on 

political or religious power. Judging from the style and 

iconography of the objects from Nok, the society probably 

v\/as structured hierarchically (Eyo and Willett 1980) . 

The objects found on the west bank of the Niger below 

Yelwa exhibited an entirely different style than the 

figures found at Nok. The construction of the Kainji Dam 

in the 1960s disrupted this area. From 1962 through 1968, 

archaeologists excavated this site before the completion of 

the dam. These Yelwa objects were dated A.D. 200 to A.D. 

7-00- Gillon (1988) linked these "late Nok" objects 

geographically, chronologically, and stylistically to Ife. 

Vansina (1984) doubted the Nok culture was related to Ife 

because of the wide chronological gap between the two. 

Furthermore, the Yelvja. sculptures did not fit into the 

stylistic corpus of Nok. Shaw (1978) classified the Yelv\7a 

finds as early Ife. Drewal and Pemberton (1989) placed the 

Yelwa objects within v\̂ at they called the Archaic Period of 

Ife art. Perhaps the people of Ile-Ife moved from the 

north in the face of Sudanic aggression just as Oyo, and 
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several other Yoruba city-states, moved closer to the 

forest zone for safety. 

Yoruba Citv-States 

It is inaccurate to call the Yoruba a "tribe" (Bascom 

1984; Isichei 1983; Jones 1984). They are a people 

numbering over twenty million, with their ovjn language, 

religion, and aesthetic system. They have survived in 

their place of origin, and transmitted their culture to 

Brazil, Haiti, Cuba, and the United States (Thompson 1984; 

Gleason 1987) . Historically, the name "Yoruba" v\/as never 

used by them. It was a Hausa v\;Drd for the northern Oyo 

city-states, meaning "cunning" (Bascom 1984). Christian 

missionaries in the early nineteenth century adopted the 

label. Today, the Yoruba are more likely to refer to 

themselves as members of different tov\/ns or kingdoms than 

as Yoruba (R. Smith 1988) . The linguistic unity (although 

dialects may vary) , the similar creation myths, and common 

political traditions are evidence of a single underlying 

ethnic group, but the v\rard "tribe" is considered 

perjorative among the Yoruba (Sieber and Walker 1987) . 

The typical Yoruba city-state v\/as a single-v\/alled tovjn 

with half the population living inside, while others 

circled the walls in densely populated settlements. 

Agriculture was carried on outside the walls. The sociai 

and political power vjas located within the v\alls, based 

upon specialized crafts such as smithing, weaving, and 

glassmaking (Oliver and Atmore 1989) . A monetary system 

using cowries, and later manillas (copper or brass 

annlets) , v^s the basis for a cash economy. 

fe in Ancient Africa 

The Yoruba, Edo, and Igbo trace some of their 

traditions and deities back to Ife. The Yoruba believe 
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that Ife v\/as the origin of all kingdoms. In legend, it was 

the site of the creation of all mankind. J. A. Ademakinv\/a 

(as quoted in Ajayi and Crowder 1976:209) vsnrote of it as 

"the land of the most ancient days--the áavjn. Ile-Ife 

where the work of creation took place, where the áavjn of 

the day v\/as first experienced." 

The Ife creation myth has several versions. In one, 

Obatala/Orisanla vjas an artist-god who created mankind from 

clay. In another version, his son usurped his role as 

creator vjhen Obatala created misshapen beings while drunk 

on palm wine. This son, Oduduv\e, came to earth and became 

the founder of the city state Ile-Ife (Beier 1980) . In 

some accounts, Oduduwa was a woman, leading some historians 

to believe that the early society v\as matrilineal (Drewal 

and Pemberton 1989). 

In political terms, Ife vjas probably a mini-state of 

several settlements of interdependent groups. As the city-

states of Yoruba kingdoms developed, states were modeled 

upon the faniily structure. The pinnacle of the ideological 

hierarchy v\/as the family of spiritual beings overseen by 

Olodumare, the supreme god (Mbiti 1970) . This pattern was 

copied in Yoruba cities, with the supreme leader deriving 

his power from the founding hero and emissary of Olodumare, 

Oduduv\/a. The title of the oba Of Ife is Oni. Other tov\/ns' 

leaders continued to pay homage to the Oni of Ife in 

spiritual matters, even after the political and economic 

powers of Ile-Ife declined (Davidson 1969). Today, every 

Yoruba oba claims descent from Oduduwa, but is elected from 

a group of candidates proposed by each of the families with 

royal lineage. In Ife, four such families exist. The 

privilege of wearing the Yoruba beaded crown is bestowed 

only upon those rulers who have been recognized legitimate 

by the Oni of Ife (R. Smith 1988) . The primacy of Ife over 

surrounding cultures is demonstrated by the attitude of the 
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Edo. The obas (kings) of Benin once were buried at Ife, 

and their succession still needs to be consecrated by the 

Oni of Ife (Willett 1972). 

Ife excavations have produced terracotta and brass and 

copper sculptures of elegance and sophistication indicating 

a long cultural and artistic heritage. Shaw (1978b) 

confirmed sixth- to tenth-century sites by radiocarbon 

dating. At that time, a settled population already was in 

the area, making its ov\ni iron, and trading yams and palm 

oil through regular markets. 

In 1938, brass heads were found only two feet below 

the surface of the earth while a house foundation vjas being 

dug (Pemberton 1989) . When an excavation was begun at the 

site, terracotta heads and figures were found that 

radiocarbon dated from the eleventh to fifteenth century. 

The miajority of the objects found were near or beneath 

royal compounds, or in sacred groves. This situation led 

authorities to believe that most of the uncovered Ife art 

v\/as produced at the behest of the court. A high degree of 

naturalism occurred in the v\/Drk, but most seemed to be 

conceptual portraits portraying character iiwa) and 

authority iashe), rather than realistic portraits 

(Pemberton 1989). 

Less than thirty Ife brasses have been recovered. 

Shaw (1978b) hypothesized that these objects were the 

product of one artist. However, Smith (1988) discounted 

that hypothesis, as well as the hypothesis that Ife art was 

related to present-day Yoruba religion or the Oduduwa 

dynasty. He cited the facial striations used in Ife 

sculpture not found today, and the free, imaginative style 

of some Ife terracottas to support his view. In Ife today, 

no tradition or knowledge of lost-v\/ax casting occurs. Oral 

history explains the sudden disappearance of brass casting 

in Ife through the story of brass-casters vjho had a 
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realistic statue of the deceased oni installed in the 

corner of the throne room. The people were misled to 

believe the oni was still alive by the incredible realism 

of the statue. When the fraud vjas discovered by the new 

oni, he had the entire guild executed (Willett 1968). 

The majority of the artv\rark from Ife is terracotta and 

stonework. In one shrine excavated by Ekpo Eyo in 1969, 

seven full-size figures were arranged within a mud-walled 

building with a potsherd floor (Ajayi and Crov\/der 1976) . 

Another chamber contained large terracotta pots used as 

burial urns. The pavements of potsherd and stone have 

become important dating indicators in studying Ife between 

the years 1000 and 1400. Usually set on edge in a 

herringbone pattern, these pavements were unique to the 

Yoruba in Africa. Their introduction dates from the reign 

of Luwo Gbagida, the female ruler vjtío was the sixteenth or 

nineteenth oni of the Oduduv/a dynasty (R. Smith 1988) . 

The classical period in Ife (1200-1400) produced glass 

beads that were traded throughout the area. Shaw (1978) 

excavated crucibles that still contained blue pigmented 

glass. The use of the beaded crov\ni among the Yoruba, Edo, 

and Igbo was traced to the tradition that Oduduwa 

introduced this symbol of royalty. In legend, Oduduv\a 

placed such a crov\ni on the heads of all his sixteen sons as 

they left Ile-Ife to establish their ovjn kingdoms (Thompson 

1972) . 

Archaeological work determined that the walls of Ile-

Ife were built beginning around A.D. 500, although the city 

was occupied as early as 350 B.C. The designs of the 

gatev\ays were formulated on the basis of the numeric rules 

of divination (Drewal and Pemberton 1989). Ife's many 

earthen v\ells, some fifteen feet high and six feet thick, 

indicated that the population has contracted since earlier 

times. Tradition explains this contraction as the result 
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of the dispersal of the followers of the various sons of 

Oduduv\/a v\̂ o moved away to establish their ovjn city-states. 

Excavations have been carried out in several areas, 

including within the compounds of the four royal families 

(Shaw 1978b). The locations of shard mosaic pavements, 

mosaic v\/alls, courtyards, and terracotta and stone 

sculptures dating from the eleventh century indicate the 

vastness of the city. The city was laid out in an orderly 

plan with broad avenues, building complexes, gateways, and 

multiple courtyards. The doors were hinged, with stone 

sockets. Figurative sculpture was painted red, black, and 

white (including the brass heads). All levels of society 

enjoyed the artistic florescence, and many different 

artistic styles were accepted (Drev\/al and Pemberton 1989) . 

One of the most inpressive stone objects found in Ife 

is the "Staff of Oranmiyan." This eighteen-foot tall stele 

embedded with iron nails honors Oranmiyan, mythic son of 

Oduduv\/a and founder of both Oyo and Benin (Drev\al and 

Pemberton 1989) . The combined use of stone and iron in 

this object and similar stelai found in the area, marks the 

transition from Neolithic to Iron Age technology. Other 

fine objects from early Ife include quartz and soapstone 

ritual stools that were used as thrones (Drewal and 

Pemberton 1989). 

After their discovery in the 1960s, Oni Sir Adesoji 

Aderemi brought the ancient artifacts into the palace for 

safekeeping. Later, he created the Museum of Ife 

Antiquities (Willett 1974). In Ife, the Oni still 

commissions sculpture, particularly houseposts and doors. 

He is still a patron of the arts; however, a corpus of 

aristocratic art no longer exists as formerly seen in the 

brass sculptural heads from the twelfth to the fifteenth 

century when the Ile-Ife was at its height. The only 

aristocratic artistic style still practiced among the 
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Yoruba is the craft of beadmaking for crovms and other 

regalia (Willett 1972). 

Ovo Empire 

The term "Yoruba" referred to the people of the city-

state of Oyo-Ife (Old Oyo) , capital of the Oyo Empire 

(Isichei 1978; Bascom 1969b) . The tovjn of Old Oyo is about 

one hundred miles north of Ile-Ife in the savanna. Early 

European visitors knew the city as Katunga. Today, it is 

unoccupied, but fifteen square miles of walls and 

fortifications are still evident (R. Smith 1988). 

Radiocarbon datings indicate Oyo-Ife was first settled 

around 1100 (Isichei 1983). It was one of the youngest 

Yoruba city-states, beginning expansion in the late 1300s. 

During its earliest times, Oyo was a weak city-state, once 

paying tribute to Owu, which it later annihilated. In 

OduduvN/a dynastic tradition, Oyo was founded by the youngest 

son of the Oni of Ife, Oranmiyan (Beier 1980) . Because it 

was on the furthest fringe of Ife territory, the youngest 

son probably was given that location (R. Smith 1988) . Its 

location, between the forest and the trading centers of the 

Sudan, led to its success as a market city. In the 

fourteenth century, the Oyo Empire rose with the help of a 

powerful cavalry to become the most powerful Yoruba 

kingdom. 

Descendants of Oranmiyan who rule in Oyo are knovÆi by 

the title alafin. A parallel tradition from the 

establishment of the Ogboni society in Oyo recalls an 

earlier dynasty of leaders who were deposed when the 

Oduduwa lineage came to power. The Ogboni claim their 

ancestry back to this previous kingship, and tell how they 

became an underground resistance group during the reigns of 

the alafins. Today, Ogboni titles include the names of tvjo 

earlier kings (Isichei 1983). Like the Uzama in Benin, the 
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Ogboni is a powerful, titled group established to maintain 

the balance of povjer in a monarchy. Both societies have 

"fossilized into political institution" the memory of an 

earlier political order (Isichei 1983:130). Both groups 

have acted as king makers, and have enjoyed the power to 

impeach. Some of their common iconography (e.g., the fish-

legged figure) appears to be reminders of the danger of 

authoritarian abuse of power (Fraser 1974). 

The third Alafin of Oyo was Shango (Shango) . Shango 

was a great v\/arrior and magician v\̂ o moved the seat of 

government to the location now recognized as the 

traditional home of the alafins. Shango refused to pay 

tribute to outside forces and defeated the army sent to 

collect that tribute. To demonstrate his magical power, 

Shango called áovjn lightning. The resulting fire destroyed 

the palace and his household. In despair, or perhaps to 

escape the v\n:ath of his people, Shango committed suicide by 

hanging, and joined the pantheon of Yoruba deities. In 

death he became the orisha of thunder and lightning (R. 

Smith 1988) . When violent storms occur, people say Shango 

is vengeful and requires sacrifice. Priests intercede and 

shrines are established in his honor. Shango is a divine 

ancestor among the Edo and Igbo, as well as in Yorubaland 

(M. Drev\/al 1986) . During the Oyo Empire's expansion, 

claimis by alafins to be descended from Shango were used as 

a justification for aggression against related kingdoms 

claiming descent from Oduduwa. The richness of the poetry 

and art associated with the worship of Shango is probably 

Oyo's greatest contribution to the Yoruba cultural heritage 

(Drev\/al and Pemberton 1989) . 

Oyo had an established reputation as both marketplace 

and crafts center. The artisans of Oyo were knovm for 

their production of cloth and dye that they traded with the 

enpires to the north (Davidson 1969) . When Ife was sinking 
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into decay, the Oyo began expansion as middlemen between 

the producers of forest products to the south and the 

manufacturers of metals and other products from the Sudan 

and North Africa. Through this trade, they obtained the 

wealth to buy horses for a cavalry. This cavalry gave them 

military advantage over their smaller neighbors. The 

Alafin of Oyo began demanding tribute from other city-

states in the region. The empire expanded. The Alafin 

positioned resident commissioners in the far-flung corners 

of his sphere of influence. The power structure changed 

from one of autonomous city-states thriving through trade, 

to one of suzerainty sustained by a powerful military 

(Oliver and Atmore 1989). 

The foundation for the demise of the state began v\̂ en 

Oyo discovered that greater wealth could be found in the 

trading of slaves to the coast than in the trade in craf ts 

and agricultural products. During the early years of the 

eighteenth century, the power struggle between the alafins 

and the bureaucratic council of Oyo Mesi became intense. 

When a powerful alafin vjas in control, the Empire was 

secure; but a succession of weak rulers allowed the Oyo 

Mesi and their chief, the hashorun, to gain control. One 

bashorun, Gaha, placed five alafins on the throne, and 

murdered four of them (R. Smith 1988) . Gaha held control 

for twenty years until Alafin Abiodun overthrew him and 

established a period of peace and prosperity. The last 

years of Abiodun's rule saw a decline in the power of the 

military and unrest in the outlying vassal states. The 

empire began to collapse. Pressure from the northern Nupe 

and the Egba peoples from the southern forest intensified. 

The final blow was the Fulani Jihad (1804-17) and the 

resulting revolt of Hausa slaves under Oyo control (Isichei 

1983) . 
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In 1826, a British explorer, Hugh Clapperton, visited 

Oyo and recorded his impressions: 

The people of Katunga are fond of 
ornamenting their doors, and the posts which 
support their verandahs, with carvings; and they 
have also statues or figures of men and women 
standing in their courtyards. . . . The king's 
houses, and those of his v\ramen occupy about a 
square mile, and are on the south side of the 
hills, having two large parks, one in the front, 
and another facing the north. They are built of 
clay, and have thatched roofs, similar to those 
nearer the coast. The posts supporting the 
verandahs and the doors of the king's and 
caboceers' [chiefs] houses are generally carved 
in bas relief, with figures representing the boa 
killing an antelope or a hog, or with 
processions of warriors attended by drummers. 
The latter are by no means meanly executed, 
conveying the expression and attitude of the 
principal man in the group with a lofty air, and 
the drummer well pleased with his ovjn music. 
(As quoted in Drewal and Pemberton 1989:149) 

Shortly after Clapperton departed, the Fulani armies 

sacked the city. The people began moving south tov\;ard the 

forest for safety, where a new Oyo vjas founded. Old Oyo 

was abandoned completely by 1837 and has been unoccupied 

since (Shaw 1978b) . At various times, people have 

plundered the site. Brush fires and floods have hastened 

the destruction. 

CXæ 

Ovjo is located halfway between Benin and Ife. The 

first king, titled olowo, also vjas one of Oduduwa's sixteen 

sons (Gillon 1988). The word "owo" means "respectful, " and 

was said to be the affectionate name given to the first 

olowo, Ojugbela. Myth says that Ojugbela was avjay when the 

kingdom was divided among the other fifteen sons. 

Therefore, he gathered up bits and pieces to establish Owo. 
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The eleventh century was the traditional date for the 

founding of the dynasty (Drewal and Pemberton 1989) . 

CMO seemed to be transitional between the Edo and the 

Yoruba in traditions and artistic style. The ram's head 

carvings used on shrines were similar to those used by the 

Edo (Lav̂ al 1975) . Through the centuries, periods of 

v\/arfare occurred with Benin, as well as periods of 

exchange. At one time, the Crov\n Prince of Owo was sent to 

the Oba's court in Benin City for his education (R. Smith 

1988) . At times, tribute was paid to Benin and at times to 

Oyo. 

CMO'S location on the trading routes between Benin and 

Ife made it an ideal market center. Owo became a center 

for brass casting and carving in ivory and vjooá. It was a 

large kingdom in its ovjn right, spreading over one hundred 

miles. The size of the palace, one of the largest in 

Yorubaland, illustrated the importance of the kingdom. 

This building covered over a hundred acres and contained 

one hundred courtyards (Drewal and Pemberton 1989). 

Tribute paid by every tovjn in the kingdom supported the 

palace miaintenance (R. Smith 1988) . The city v\/alls were 

kept polished to look like marble by the application of 

palm oil (Isichei 1983). 

Ekpo Eyo started the Owo archaeological work in 1969 

(Eyo and Willett 1980) . This excavation, called Igbo 

'Laja, was near the palace of the olov\ra. Objects from this 

area revealed stylistic similarities to both Ife and Benin 

art, as well as some objects uniquely Owo in style. The 

fifteenth-century terracotta figures found were in a more 

vigorous style than that of either Benin or Ife. The 

radiocarbon ages of around 1435, indicated that the artists 

of Owo were active during the same period as the artisans 

of Ife and Benin. Their use of bronze in art indicated 

that bronze production was just as important as in the 
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other centers in the region, although no archaeological 

evidence of a bronze industry has yet been found (Gillon 

1988). 

The CMO artistic heritage was not acknowledged until 

1949, when an exhibit of their art was shov\/n in London. 

Many of the objects found in Benin and first attributed to 

that culture were reclassified as Owo (Gillon 1988) . 

Objects made in Ovjo were commissioned for the court of the 

obas in Benin. Some ivory carvings in European museums, 

earlier catalogued as either East Indian or Portuguese 

trade items f rom Benin, now were recognized as uniquely 

OV\;D. Unleaded tin bronze items earlier attributed to 

Benin, and to the "Lower Niger Bronze Industry" now were 

ascribed to Owo according to style and motif (Drewal and 

Pemberton 1989). 

One of the sub-Saharan motifs most analyzed has been 

the nysterious snake-wing bird. Recent articles on Ovjo 

iconography indicate that this creature may be a bat 

(Willett 1988b) . This motif was found in the art of Ife, 

Benin, and Owo, as well as in the Nok objects found at 

Jebba on the upper Niger River. The motif was misread as a 

bird or owl. As a bat, it represented supernatural but 

benevolent kingship. In one Yoruba creation legend, man 

first had a long projecting mouth. The bat originally had 

human form and was a blacksmith by trade. With his tools, 

the bat reduced men's mouths to their present shape. For 

this tampering, the bat vjas punished by transformation into 

his present form (Isichei 1983). 

A link existed between the artistic customs of Owo, 

Ife, and Benin in the use of brass heads in what may be 

second burial effigies (Willett 1974). In tropical 

climates, the dead are interred quickly. Later, second 

burial ceremonies are held v\̂ en proper arrangements can be 

made for the appropriate ceremonial tribute and gathering 
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of relatives and other mourners. Yoruba, Edo, and Igbo 

people participate in second burial rituals. In Ov\;o, the 

second burial ceremony has become a vehicle through which 

the mourners increase their ovjn prestige by their display 

of wealth. The effigy of the dead is a life-size wood 

sculpture with naturalistic head, feet, and hands. The body 

is carved roughly, then dressed. In Benin, wood second 

burial figures are used for deceased royalty, assuring that 

even if the king dies, the kingdom does not (Willett 1974) . 

The ancient Ife heads could have been used in a similar 

manner, representing the continuity of the royal line. In 

ancient times, the heads were probably brass, which would 

explain the large nail holes on the bases of miany of the 

ancient brass heads. Many of the Ife brass heads showed 

signs that they had been dug up twice. Perhaps the first 

disinterment was from the original grave, and the second 

was from the archaeological site in the Wunmoniji royal 

compound (Gillon 1988). 

Ovjo became a vassal state under Oyo expansion, but 

enjoyed relative stability. It was not dravm into the wars 

of the nineteenth century that caused the destruction of 

some of its westerly neighbors (Drewal and Pemberton 1989) . 

In much of Yorubaland, the nineteenth century was a series 

of bitter wars between neighboring city-states, all 

attempting to assume the position of leadership formerly 

held by Old Oyo (Bascom 1984) . Dahomey, which had been 

forced to pay tribute to Oyo, invaded Yorubaland. A series 

of Dahomey-Yoruba wars filled the nineteenth century 

(Isichei 1983). 

Edo Kinadom of Benin 

The traditions of sovereignty that were set in motion 

in ancient Ife developed along different lines among the 

Edo-speaking people. This area of southern Nigeria is high 
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tropical forest on a sandy plain. The land is delta, and 

the climate torrid. Although the forested areas were not 

as conducive to travel and trade as the savanna, thriving 

city-states emerged These city-states encouraged commerce 

as one facet of power and wealth. Benin City has been a 

major population and trading center for centuries. It was 

one of many African city-states that was progressing 

similarly as its contemporaries in Italy before the twelfth 

century. Modern historians have marveled at the survival 

of such a vibrant society in such a forbidding location. 

Perhaps the very isolation of the kingdom assured its 

prosperity (R. Smith 1988). Local population buildup, 

defense needs, and the influence of dominant personalities 

all played a part in the early development of the Benin 

Kingdom (Ajayi and Crov\der 1976) . Benin was protected by 

the forest from encroaching Islamic intruders from the 

north. The maze of inlets and swamps on the coast 

protected it from intruding Europeans. The Kingdom of 

Benin developed a unique political, social, and religious 

system that has survived to the present. 

Bradbury (1973) saw the social institutions of the Edo 

as more like the small-scale Igbo societies to the east 

than the urbanized Yoruba. However, Smith (1988) 

correlated both the Yoruba and Edo as transitibns between 

the extremes of early empires of the West Sudan and the 

fragmented societies of the Niger Delta. Ryder (1969) 

compared the development of the growth of Benin to the 

Greek city-state society. Patrilineal kinship and age-

group organizations formed the basic structure of the 

community. A Yoruba-style kingship overlaid this village-

based society. 

In the past, all Edo were not Benin subjects, and ali 

Benin subjects were not Edo. This study will refer to the 

people and their art as Edo, analogous to the language 
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spoken. The first dynasty of the Edo carried the title 

ogiso (Egharevba 1960). The second ogiso, Ere, reigned 

from either A.D. 720-800 or A.D. 900-980, depending upon 

computation of life span estimates (Freyer 1987) . Ogiso 

Ere is credited with the introduction of memorial heads, 

the royal throne, the symbolic swords of authority, beaded 

anklets and collars, a simple crov\ni, and round leather 

fans. The guilds of v\ADod and ivory carvers and the 

carpenters' guild were established during that period (Dark 

1973) . 

The dynasty of ogisos collapsed between 1200 and 1300. 

Like many other African kingdoms, the ruling council turned 

to an outside royal family with a reputation for 

administrative acumen to settle differences. This 

tradition of a synibolic alien kingship created by the will 

of the people and nurtured by their culture is found 

throughout sub-Saharan Africa. The balance of power 

between the ruling monarch and the tov\ni chiefs can be 

described during this period as a system in which an 

outsider set apart from those he ruled was maintained in 

power by the consent of the local chiefs (Bradbury 1973) . 

Dynastic myth tells that the Oni of Ife provided a son 

to rule the Edo city-state of Ile-Ibinu (a Yoruba word 

meaning "Land of Vexation" [Freyer 1987]). Tradition says 

that this son, Oranmiyan, abandoned his Edo throne to 

establish dynasties in neigliboring Yoruba areas. He left 

in his place a son born to a Edo woman. This son, Eweka I, 

is considered the founder of the oba dynasty (Egharevba 

1960) . Oba became the title of Edo kings, whereas in 

Yorubaland oba is a generic word meaning king. The present 

Oba Erediauv\/a (1979- ) traces his lineage back to this 

first olDa. 

At Eweka I's death, the tradition was established that 

the remiains of the oba be sent to Ife for burial. In place 
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of these remains, the Edo received a bronze head 

representing the deceased oba. The bronze heads were 

installed upon altars and later supported carved ivory 

tusks that chronicled the exploits of the royal fandly 

(Blackmun 1983, 1988) . In later reigns, only the heads of 

the dead obas were returned to Ife. Some Ife excavations 

show that the oba heads f rom Benin were buried there 

between the sixth and tenth centuries (R. Smith 1988) . 

Other traditions recognizing the spiritual supremacy of Ife 

are still practiced. The custom of applying Yoruba-style 

chalk facial marks to the olDa during sacrificial ceremonies 

is still observed by the Edo (Ajayi and Crov\̂ er 1976) . 

The history of the Benin Kingdom is filled with tales 

of the struggle between the Oba's authority, and the power 

of the hereditary Uzama council and the town chiefs 

(Egharevba 1960) . The balance of power among these three 

led to a complex system of palace organizations and 

political action groups. In the thirteenth century, Oba 

Ewedo began the construction of a great palace apart from 

the living quarters of his chiefs and organized an 

appointed hierarchy to serve the oba. Through the 

introduction of new weapons of conquest, such as horses, 

and bows and arrows, he established the foundations of 

empire. He also changed the name of the country from Ile-

Ibinu to Ubini, from vdiich the name "Bini," or Benin, was 

derived (Ryder 1969). 

Oral tradition says that Ewedo's successor brought 

brass workers from Ife to establish the craft in Benin. 

According to myth, the first brass-smith sent was Iguegha, 

who vjas later deified as the patron saint of the guild. He 

set up shop on Igun Street, which is the traditional brass-

casters' neighborhood today. Analysis of the metals found 

in Benin royal art indicated that the earliest were made of 

tin bronze, while the later objects were brass. This 
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analysis indicated that the materials used in the earlier 

objects vjere from African sources, while the later pieces 

used Portuguese coins as their source material (Shaw 

1978a) . 

Connah (1975) asserted that the Edo culture was 

creating lost-vÆix castings six hundred years before the 

first Europeans visited Benin City. That hypothesis vjoulá 

discount the notion that Benin learned the craft from the 

Yoruba. Shaw (1978a) also doubted the assunption that the 

brass-casting techniques of Benin were inherited from Ife. 

He asserted that the internal evidence of the exquisite 

style and thinness of the earliest Benin bronzes 

demonstrated a long heritage of metal working that would 

deny the hypothesis that the artisans had recently learned 

the art from outsiders. Fraser (1972) theorized that Benin 

styles had a direct connection through the Nok culture, 

deriving their "extra-African" motifs by vjay of trade 

routes to the Mediterranean. Both Shaw and Fraser argued 

that Ife and Benin developed parallel artistic traditions. 

Perhaps Delange (1974) was closest to the right answer when 

suggesting that from the beginning artistic relations 

existed between the many cultures, and artists came and 

went between population centers. 

Ev\Mare the Great (1450-81) was knov\/n as a magician-

warrior v\̂ o maáe Benin City the "most remarkable work of 

fortification in southern Nigeria" (Ryder 1969:11). He had 

a personal following of trained military specialists v\̂ o 

spent most of their time in the field on campaigns or 

putting áovjn unrest (Ajayi and Crowder 1976). In the oral 

history of the period, Ev\Aiare vjas said to have complained 

of the responsibility of rule, and asked every person in 

the kingdom to help him (Blackmun 1983) . This relationship 

of the oba, the people, and the chiefs, has been the glue 
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holding the state together through years of power 

struggles, foreign intrusion, and cultural change. 

Ev\Mare vjas credited with changing the name of the 

kingdom to Edo (Ryder 1969) . He also expanded the 

magnificence of the olDa by introducing coral beads, ivory, 

and scarlet cloth as prerogatives of royalty. The oba's 

control of the trade routes to the coast provided the funds 

for the embellishmtônt of a grand court. The prestige of 

the throne vjas demonstrated by its artifacts. As Maquet 

maintained: 

Only because of large scale trading can any 
culture come up with funds needed to produce the 
arts that Benin produced--a culture with tovms 
which act as conduits for natural produce and 
manufactured objects, export and import. . . 
clearly urbanized. (1972:139) 

By the fifteenth century when Portuguese explorers 

first contacted representatives of the oba, the Benin 

Kingdom vjas a powerful feudal-like state, exacting tribute 

from neighbors, and displaying its importance with art, 

palace architecture, and military pomp (July 1974) . The 

reign of Esigie (1504-50) was noted for the quantity and 

quality of the art, new ideas in administration, and the 

liberal acceptance of new Portuguese allies. During the 

early years of trading with the Portuguese, the Edo were 

treated as equals (Freyer 1987). The oba sent emissaries 

to Lisbon, and learned to read and speak Portuguese. The 

Portuguese supplied cannons and muskets for the Benin 

arsenal. Benin artists were commissioned to carve ivory 

salt cellars, boxes, and jewelry that were exported to 

affluent European homes (Dark 1973). 

Much of the history of Benin between 1485 and 1897 can 

be found in the v\rritings of European visitors to the city. 

The first written documents concerning that section of the 
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African coast were recorded by Portuguese Ruy de Sequeira 

in 1472 (Ajayi and Crov\der 1976). In 1668, a Dutch 

visitor, Olfert Dapper, described Benin City and published 

an etching depicting the king's processional (Willett 

1988a, plate 83) . The description of the architecture and 

tovjn planning from Dapper's account attested to the 

sophistication of the culture. Broad avenues and 

intersecting streets were lined with rectangular homes 

having verandas and courtyards: 

The king's court is square...and is 
certainly as large as the tovjn of Harlem, and 
entirely surrounded by a special wall, like that 
which encircles the tovjn. It is divided into 
many magnificent palaces, houses and apartments 
of the courtiers, and comprises beautiful and 
long square galleries, about as large as the 
exchange at Amsterdam, but one larger than 
another, resting on v\AOoden pillars, from top to 
bottom covered with cast copper, on which are 
engraved the pictures of their war exploits and 
battles, and are kept very clean. (Dapper, 
cited by Dark 1973:24-25) 

Benin was a city surrounded by over twenty-five miles 

of ramparts. The ninety miles of earthworks uncovered have 

been attributed to advancing urbanization rather then 

defenses. These walled compartments denoted the territorial 

limit of each component village that had banded together 

for protection (Ajayi and Crowder 1976) . The nineteenth-

century home of Chief Enogie Ackoriogi still stands in 

Obasagbon, six miles outside Benin City. It is typical of 

the traditional Edo architectural style: horizontally 

grooved v\ells, carved beams, heavy mud pillars supporting 

lintel v\ells, and a central impluvium (Connah 197 5) . 

The seventeenth century was the time of the Kingdom's 

maximum expansion, and the peak of its artistic 

efflorescence (Dark 1973). Brass plaques and ivory 
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carvings recorded the reigns of the obas, the military 

conquests, and the social values of the people. The 

European supply of brass influenced the style of the 

metalv\rark, making it more massive and decorative. The 

brass casters no longer needed to trade north into the 

Sahara for their copper (Freyer 1987). The abundance of 

brass and copper coins brought by the Portuguese and melted 

dow/n for artistic use not only caused the heavier artistic 

style of brasses, but caused the decline in the native 

production of metals (Dark 1975). 

The Benin Kingdom managed to withstand European and 

Fulani pressures by isolating itself during the late 

eighteenth and nineteenth centuries. The royal art styles 

demonstrated the change in the character of the state. The 

bureaucracy became more powerful, and the obas more 

isolated. After the accidental drov\/ning of an oba, the 

chiefs convinced their new leader that he must safeguard 

the state by protecting himself from harm. The tradition 

of the v\/arrior king was supplanted by that of spiritual 

leader confined to the palace only to be seen on ritual 

occasions (Ryder 1969). 

Ultimately, the oba lost control of his counselors and 

followers (Bradbury 1973) . A group of his warriors 

ambushed the British envoy and his party on their vjay to 

visit Benin City in 1896. The British had the excuse they 

needed to destroy Benin. Their sack of the city vjas 

justified by describing Benin as a civilization built on 

slavery and human sacrifice. At the same time, oracles 

told the oba that sacrifices were necessary to prevent the 

destruction of the city by the white men (Freyer 1987) . 

The British authorities sent Oba Ovoranmwen into exile as 

punishment for the murder of the English officials. 

Tvjo thousand to four thousand objects were removed 

from the Oba's palace by the British Expeditionary Forces 
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(Dark 1973; de Rachewiltz 1956; Ryder 1969; Eyo and Willett 

1980) . The spoils from the 1897 "British Punitive 

Expedition" were shipped to England. Many pieces were 

auctioned by the Foreign Office to help fund that military 

adventure. The British Museum received several of the 

finest objects. German museums obtained much that was 

auctioned (Dark 1973). Objects entered private cabinets of 

curiosities such as the museum of Lt. General Pitt-Rivers 

and the collections of others associated with the 

expedition (Pitt-Rivers 1900; Christie's 1989). 

The art of the royal court at Benin City made a great 

impression on Europeans of 1897. Stylistically, it was 

more naturalistic and more refined than the "primitive" art 

of other African societies they had seen. The lost-wax 

brasses, the chased copper plaques, the carved ivory, and 

beaded trappings of status could be understood more readily 

by Victorian-era Europeans than the symbols of ritual and 

belief from other African cultures (Eyo and Willett 1980). 

The objects were viewed by many as either clever copies of 

styles taught by the Portuguese, or imported styles learned 

from early cultures of the Mediterranean. Early historians 

and archaeologists would not credit the local African 

population with either the technicai or creative genius to 

produce the marvelous artifacts that were looted from the 

capital city (Willett 1988a). 

The various style changes in the brass heads through 

the centuries are used as important time markers. Dark 

(1975) studied the brass heads that supported carved ivory 

tusks on the altars to deceased obas. Dark classified the 

styles from realistic (most similar to Ife) to stylized 

(most recent). One hundred sixty extant pre-1897 heads 

were conmissioned by obas to honor their predecessors. The 

earliest heads of the fourteenth and fifteenth centuries 

had simple, high collars. These dated from before Esigie's 
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time, as far back as EvTuare. The naturalistic style and 

thinness of the metal testify to the sophistication of the 

craftsmen of that early period. The second group of heads, 

from the sixteenth century, exhibited rolled collars. Type 

three heads f rom the seventeenth century had high collars 

that extended up over the chin. Style four heads became 

heavier and more decorative (during the reigns of Eresonye 

and Akengbuda in the eighteenth century) , with the addition 

of flanged bases. Nineteenth-century heads (style five) 

can be identified by the wings of coral on the crovm and 

the excessive collar that enveloped the lower half of the 

face. The facial features became less important in the 

overall design of the sculpture and evolved from realistic 

to stereotypical through the years. As the centuries 

progressed, the style became more static and conventional 

just as the royal court became more stagnant and isolated 

(Vansina 1988). 

Historically, the artists of Benin worked for the oba 

and were supported within guilds under palace association 

protection. Today, the brass-v\rorkers and carvers maintain 

their guilds, but the oba seldom commissions brass art. 

Oba Akenzua II commissioned only tvjo brass plaques during 

his entire reign (1933-1978). One of those plaques 

commemorated the visit of Queen Elizabeth II to Nigeria in 

1956 (Beier 1960) . Among the more recent commissions were 

sculptural reliefs in red clay created by sculptor Ovia 

Idah in 1940 to decorate the oba's palace (Blackmun 1990) . 

These reliefs were restored in the 1960s. They stand as 

examples of the continuing tradition of narrative art and 

royal portraiture in Benin. Their preservation is a matter 

of public loyalty and historic pride among the Edo. 

The deeply felt scars on the people caused by the 

banishment of Oba Ovoranmiwen are still evident in their 

public art (Blaclo tun 1990) . Ovoranmwen is always portrayed 
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sitting in a wicker chair without regalia or crovjn (as he 

vjas photographed on a British ship) . A son of the deposed 

oba vjas reinvested in 1914. In 1938, the British returned 

to the reigning oba, Akenzua II, much of the regalia taken 

in 1897. In 1979, the most recent descendant to a dynasty 

that can trace its history back to the fourteenth century 

vjas crovÆied Oba Erediauwa. Today, the Oba's spiritual 

powers far outweigh his tenporal ones, but he still 

commands the respect and devotion of the Edo people. 

During World War II, borribing raids destroyed major 

portions of the Benin collections of iDoth the Liverpool 

Museum and the Berlin Folk Museum. Other collections were 

lost or dispersed (Dark 1973). Excavations in Benin City 

by Connah (1975) have not revealed any great art, probably 

because of the 1897 plunder of the city. Only a fiftieth 

of the art created by Benin can be seen in the region where 

it v\/as created (de Rachewiltz 1956) . When the National 

Museum of Benin opened, the International Council of 

Museums appealed to its members to return or make available 

on long-term loan, objects from the Kingdom of Benin that 

were in their collections. A resolution was adopted to 

that effect, yet no museum in the v\orld responded through 

either repatriation or loan (Eyo and Willett 1980) 

Small Polities in laboland 

East of the Niger River, the land of the Igbo was 

originally dense forest, therefore the name "Igbo" that is 

Yoruba for "forest" or "forest dweller" (Isichei 1978). 

They have occupied their present area for over one thousand 

years. Originally the people were hunter/gatherers, but 

turned to agriculture centuries ago. The Igbo must have 

felt safer east of the Niger River than the Yoruba and Edo 

to the west, because they lived among their fields or in 

villages without earthworks or fortifications (Shaw 1978b). 
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Today, most forest is secondary growth. Subsistence 

farming of yams, cassava, and maize is supplemented by 

fishing and hunting (Cole and Aniakor 1984). Large 

villages have an average population of ten thousand (Boston 

1977) . 

The traditional center of Igboland was in the Nri-Awka 

area, home of the divine king of the Nri. According to Nri 

origin miyth, God created a termiite hill and sent áovjn the 

first Nri king iezi) to sit on it. When the ezi asked God 

for help the land dried out, plants and animals were 

provided, and the ezi vjas made responsible for the seasonal 

cycles that would provide food for future generations of 

his people (Henderson and Umunna 1988). Tradition holds 

that Ezi Nri came from the Umueri clan, an outsider group 

from the northernmost edge of Igbo territory. As is 

traditional in many leadership myths in Africa, the 

original leader arrived from outside the community, 

therefore hád no ties, no obligations, and could be 

impartial in administering justice (Ajayi and Crov\der 1976; 

Shaw 1978b) . 

In Igboland, the title of ezi vjas earned by enterprise 

and wealth. The exclusive men's council that awarded the 

title within the society also had the right to remove the 

ezi from office. The Ezi Nri never ruled a kingdom, but 

traveled around providing spirituai guidance and peaceful 

settlement of disputes. Nri leadership vjas the focal point 

for all creative innovation that then was diffused 

throughout Igboland. The Nri tradition boasts that 

violence and conquest were never tools of Ezi Nri (Isichei 

1978). 

Today, the position of Ezi Nri still assures the 

fertility of the land and settles disputes. This title is 

not inherited, but earned by the individual. The ideal 

leader does not govern excessively. He wiii be supported 
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by his followers as long as he makes it possible for 

everyone else to advance their ov\/n social status. The Igbo 

have alv\eys admired individualism and encouraged 

experimentation and the adoption of new ideas. The entire 

framework of Igbo leadership rests on the concept of public 

service and the realization of individual success, or 

"getting up" (Uchendu 1965). 

The story of King Ja Ja of Opobo exemplifies the Igbo 

adnûration for "getting up." Ja Ja is considered by many 

Igbo to be the greatest man produced by their culture in 

the last century (Davidson 1980) . He was born into 

domestic slavery, but succeeded in becoming a successful 

merchant. Slavery was never a permanent condition in 

Igboland. As a young man, he vjas elected chief of the 

trading house, Anna Pepple. Ja Ja restored that failing 

firm and became a major trading partner with several 

Europeans. During the great trade war in 1869 vjhen Europe 

supplied all sides with armaments, he created many enemies. 

Ja Ja moved inland and created his ovjn kingdom, becoming 

the largest exporter of palm oil in the delta. When 

European traders atterrpted to shut him out of the trade by 

forming a combine, he began his ovjn direct shipping line to 

England. Ja Ja threatened European dominance in ways other 

than trade. He established a secular school to train his 

people in miath and reading without the religious 

indoctrination of the Christian missionaries. Eventually, 

the British Navy intervened on behalf of his European 

competitors. He vjas convicted of treaty breaking and 

exiled to the West Indies where he died (Isichei 1983) . 

Women of political importance in many Igbo communities 

could achieve the title Qnu (queen) . Appointed by the Ezi 

Nri, an omu could not be deposed. She held her ovjn court 

in her ovjn palace that was a sanctuary for anyone seeking 

refuge. The omu had absolute control over the marketplace 
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and trade. No decisions concerning the rights of women 

could be made by the Ezi Nri and his council without her 

approval (Isichei 1983). Today, women dominate the retail 

trade in Igboland. Daughters are trained in marketing 

techniques. Women speculate, buy wholesale, sell retail, 

and iDargain. They act as retailers for their huslDands' 

crops. Husbands buy produce from their wives just like any 

other shopper (Uchendu 1965). 

Before 1700, the Igbo built their prosperity on iron 

tools, oil, yamis, and meat that they traded to people along 

the coast for salt and fish. Great canoes that could carry 

eighty men traveled through the delta in pursuit of this 

trade (Oliver and Atmore 1989) . After 1700, they began to 

supply ever more slaves to the waiting ships in the Bight 

of Benin. Throughout the forest area and the delta, the 

Igbo became indispensable middlemen in trade between the 

Europeans and the people deep in the forest (Davidson 

1980). 

The area was famous for its individualism and polyglot 

mdxture of many peoples. The combination of individualism 

and diversity called for a unifying structure that would 

allow prosperity and advancement. One such structure was 

one of the most powerful secret societies created in the 

seventeenth century. Called the Leopard Society, or Ekpe 

Society, the organization syncretized the peoples of the 

entire Cross River area of Nigeria. All men were eligible 

(even an occasional European) . The purpose of the group 

was to regulate commerce and politics, a very vital factor 

amiong the small societies dealing with the advancing 

European slave traders. A description of the Leopard 

Society is as appropriate today in Africa and Cuba as it 

was in the seventeenth century: "Ekpe may be compared to a 

marriage between Freemasonry and a tightly organized 
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municipal corporation, with now and then a dash of Tammany 

Hall throv^ in for human interest" (Davidson 1969:97). 

After the boom in palm oil exports in the 183Os and 

the declining demand for slaves to export, slaving at home 

became more common. Slaves were needed as agricultural 

v\rc)rkers in the expanding palm oil harvest. Individual 

communities among the Igbo considered all others outside 

their ovjn village as strangers. This attitude encouraged 

raiding neighbors for slaves to sell along the coast, or to 

wealthy Igbo plantation ov/ners (Oliver and Atmore 1989) . 

Only smiths, diviners, and long-distance traders were able 

to travel f reely through a territory where communities 

considered all others "outsiders" (Oliver and Atmore 1989). 

Itinerant Igbo smiths from the delta and the Cross River 

area traveled throughout the region to service clients, 

adding to the cross-cultural mixture of artistic styles 

(Gillon 1988). 

Since the end of the Biafran war in 1970, increase has 

occurred in the number of masquerades and commissions for 

secularized artistic display (Cole and Aniakor 1984). 

Modernization and emphasis on education have not diminished 

the interest in title taking and the arts in the Imio State 

of Nigeria, Igbo territory. Today, it is government, 

churches, schools, and corporations that act as patrons of 

the arts. Artists are often trained in universities and 

colleges of fine and applied arts, rather than in the 

traditional apprenticeship of years past. 

labo-Ukwu 

In the Nri-Awka region, at Igbo-Ukv\Ri, farmers were 

found using elegant bronze and copper urns to water their 

livestock. In 1938, a government officer bought some of 

these objects that he later donated to the Nigerian Museum 

(Gillon 1988). Shaw and others excavated three of these 
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farmyards from 1956 to 1960 (Shaw 1978b) . Although dating 

was difficult, four ninth century objects were found. 

These objects vjere both smithed and chased copper and 

bronze lost-wax teclinique. The artifacts from Igbo-Ukv\Ai 

were quite unlike the objects from Ife and Benin, not only 

because they were made of bronze rather than brass, but 

also in style (Davidson 1969; Shaw 1978b; Gillon 1988). 

The foremost discovery in Igbo-Ukv\Ai vjas a burial 

cham\ber with wood-paneled walls containing the deceased 

seated upon his copper-studded stool. This important 

person vjas surrounded by bronze vessels covered with 

rococo-like surface decoration. The figure interred here 

may have been an Ezi Nri. This excavation recovered 

100,000 glass and carnelian beads, ivory carvings, and a 

beaded crovjn. The burial chamber also disclosed a bronze 

leopard skull and a bronze hilt for a fly whisk depicting a 

horseman. These items were traditional symibols of royalty 

in sub-Sahara Africa (Shaw 1978b). The bronze equestrian 

figure depicted ichi (forehead markings representing eagle 

wings) that are still used on Igbo masks (Cole and Aniakor 

1984) . Isichei (1983) considered the ichi marks as those 

of the Nri. 

One of the tenth century cast copper alloy objects 

found in Igbo-Ukv\/u was a cylinder depicting what may be the 

Igbo's "primiordial couple." Igbo origin myth tells that 

the first Nri king, Eri, was ordered by God to cut off the 

heads of his eldest son and daughter, and plant the heads 

like seeds. From that origin of agriculture, the two yam 

types were produced. Associated with male and female, 

these yamis became prestige foods among the Igbo (Coie 

1989) . 

Another site in Igbo-Ukv\Ai appeared to be a storage 

unit for regalia that had collapsed in upon itself. 

Perhaps the objects were buried for safekeeping during an 
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invasion, and the ov\niers were not able to return later to 

retrieve them. One of the finest tin bronze urns yet 

discovered v\as found here. It was manufactured in the 

lost-v\/ax process, with several interconnected parts. The 

vessel, balanced on a filigreed pedestal, was v\n:apped in 

bronze lattice rope. The joints were almost invisible, 

providing an example of the supreme artistry of the creator 

(Gillon 1988). Other objects found in this excavation were 

terracotta containers deeply incised with geometric 

patterns and decorated with snakes and chameleons. Many 

vessels vjere wrapped in cloth. Bronze masks had teeth, as 

do Igbo contemporary wood masks. The display of teeth was 

unlike the closed lip style of the Ife and Benin brasses. 

Many of the hammered objects were more than 97 percent 

copper. 

The iconography included statues of v\X)men clutching 

their breasts in an offering position, similar to the pose 

found in Ife and Yoruba sculpture. Vessels were often in 

the shape of sea shells. Several used an insect motif in 

patterns or as attachments (Gillon 1988) . The early Igbo 

shared with their twentieth century descendants a sense of 

appreciation for adornment and display. The overall 

imipression of the work vias one of rococo elegance and 

joyful delight in surface ornamentation. 

Overview 

In the beginning, the slave trade vjas an international 

partnership, with Africans responding to the challenge of 

supply and demand (Davidson 1980). The explosion of the 

slave trade to supply the sugar plantations of the New 

World in the seventeenth and eighteenth centuries and the 

resulting uneven export-import economy led to a distorted 

vision of the continent that was being exploited by 

Europeans. The origins of racism can be found in this 
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period of time, when Europeans regarded their tradition of 

archival memory superior to oral tradition. The European 

assumption that Africans had no history and no self-

av\areness led to the assumption of African inferiority 

(Mazrui 1986) . In the nineteenth century, when Europeans 

believed that the majority of Africans were cannibals, it 

is well to remember that most Africans thought the same of 

Europeans (Davidson 1987). 

The industrial revolution in Europe vjas financed by 

the raw materials of Africa and the Americas. The Nigerian 

use of metals provides an example of colonialism causing 

the de-industrialization of a society. The Yoruba, Edo, 

and Igbo, as well as other cultures within Nigerian 

territory, began to use imported iron because it vjas 

cheaper and easier. Lead mines were abandoned by the 

nineteenth century. The British made tin mining by the 

native peoples illegal. Later, it was assumed that these 

materials never were available until the arrival of 

Europeans (Isichei 1983). 

The same pressures that caused the decline of metal 

industries, caused the demise of local textile manufacture. 

Ninth-century fabrics found in IglDO-Ukv\Ai testify to the 

ancient tradition of cloth making in southern Nigeria. 

Yoruba weaving and embroideries were recorded in the Ife 

terracottas. Trade in cloth and dye v\es a major economic 

factor in the area. Benin traded cotton and indigo to the 

Portuguese. Silk worms were cultivated in the savannah, 

and textiles were exported across the Sahara to North 

Africa and the Nile. In the nineteenth century, many 

YoruJDa homes contained several loomis. Cities specialized 

in particular patterns, weaves, or dyes. When English 

cotton mills began to import cheap cloth, local textiie 

industries were decimated (Isichei 1983). 
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Much emphasis has been placed on the effects of 

colonialism. However, the colonial period in this part of 

Africa vjas only a brief one hundred years, from the 

establishment of the Lagos colony in 1861 until Nigerian 

independence in 1960. The Berlin Conference of 1884-85 

partitioned the region for the colonial powers. Those 

boundaries became fixed borders at independence. The 

Conference did not consider traditional boundaries of 

ethnicity, language, or customs of the local population 

(Sieber and Walker 1987) . The territory knov\ni as southern 

Nigeria vjas formed as a trading corporation for British 

interests. The Royal Niger Conpany held the charter until 

1900 when the British government assumed direct control of 

the company's territory. Shortly before World War I, the 

British extended their control into the northern 

territories formerly knov\/n as the Hausa-Fulani and Borno 

empires. Just months before the outbreak of hostilities in 

Europe, Great Britain declared the entire region the 

"Colony and Protectorate of Nigeria." Nigerian troops were 

conscripted into action for the British Army against the 

Germans in neigliboring Cameroon, and in East Africa against 

the Italians (Burns 1969). 

Missionaries and witch-hunting cults were throwing art 

objects in rivers and dumps as late as the 1950s. Much of 

the remaining nineteenth-century pottery and sculpture were 

destroyed. A large quantity of art history was lost 

forever during that period. Kenneth Murray, Surveyor of 

Antiquities for the Nigerian government, traveled the 

countryside salvaging what he could from refuse heaps. 

Many of the finest objects in the Nigerian Museum in Lagos 

came from Murray's efforts (Thompson 1969). 

Nigeria became an independent nation in 1960. Since 

that time, several upheavals have occurred because of 

cultural and racial differences. The most notable was the 
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Igbo revolt that became knovm as the Biafran independence 

movement or Biafran Civil War (1967-70). During this 

period, thousands of Igbo art objects were burned or were 

melted dovm for military purposes (Cole and Aniakor 1984). 

Since the reintegration of Biafra into Nigeria, several 

mdlitary coups have alternated with civilian governments 

(Mortimer 1972; Arnold 1983; Mazrui 1987). 

After independence, Nigeria established a mtuseum 

system to provide training in the preservation and study of 

the country's cultural heritage. With the assistance of 

ejqjerts at the British Museum, native specialists began to 

create replicas to be traveled and loaned to schools (Brov̂ m 

1966). The preservation or reconstruction of traditional 

architectural sites is underway. A numiber of museums were 

established, in Lagos, Ife, Ibadan, Benin, and Jos. Many 

of the Nok and Ife artifacts borrowed by the Center for 

African Art for its exhibition, Yoruba: Nine Centuries of 

African Art and Thouaht, were loaned by the Ife Museum of 

Antiquities, the Obafemi Awolov\ro University Art Museum in 

Ife, and the National Commission for Museumis and Monuments, 

Nigeria. 

Isichei (1983) lamented the tendency to categorize 

people according to tribal affiliation. The names assigned 

as tribal names by colonial masters had little to do with 

etlinicity, and much to do with language and the 

anthropologists' need to put people in distinct categories 

(Jones 1984) . Changing meanings of the ethnic or 

linguistic labels often reclassified whole groups of 

people. The nomenclature had an ingrained tradition among 

etlinologists and art historians; however, Vansina (1984) 

pointed out that the Western belief that each African 

etlinic group differs from all others in customs and art 

styles leads to much inaccuracy. 
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The Yoruba, Edo, and Igbo share a region of Nigeria 

with strong cultural antecedents and an ancient 

agricultural heritage. Agriculture is still a commercial 

mainstay of the region, even though industrialization and 

oil exports have dramiatically altered Nigeria's economics. 

Today, farmers live in the city and travel to their fields 

for the day's v\X3rk, as they have done for centuries. The 

economy is based on this farming administered by men, and 

trade that is controlled by women. Profit and amibition 

have alv\/ays been principal features in their way of life. 

Principal crops are kola nuts, cocoa, palm oil, indigo, 

cotton, and tobacco. The making of most goods is still 

specialized into craft and professional guilds. 

Craftspeople depend upon others in an intricate system of 

trade. The market center is a major element in the social, 

ritual, and commercial life of any Yoruba, Edo, or Igbo 

community. 

Today the Yoruba, Edo, and Igbo are considered 

separate ethnic groups with unique artistic styles and 

aesthetic standards. Art is a vital and integrated factor 

within every community. High-status families, urban life-

styles, and a tradition of chiefs or kings are their shared 

history. All three cultures have revealed a background of 

specialized shrines, palaces with courtyards and v\/alled 

compounds, and guild specialists in the arts (Corbin 1988). 



CHAPTER IV 

TRADITIONAL ART AND ITS FUNCTIONS 

Religion, custom, art, and community are a composite 

unit in traditional African societies. Art is created for 

life's sake, not for art's sake (Davidson 1969:163). To 

examdne the art of the peoples of southern Nigeria by 

compartmentalizing it into religious art, secular art, or 

the art of some secret society is to misunderstand the 

entire meaning of art and life in these cultures. "Form 

and content are scarcely separable in societies in which 

the artist is an integral member of the community, not an 

individual struggling to express a purely private vision" 

(Willett 1988a:35) . The separation of art from the 

mainstream of life and the isolation of religion into its 

ov\ni compartment in Western culture creates an outlook from 

which it is difficult to perceive a society in vÆiich these 

factors are totally integrated into everyday life. 

Since the 1950s, Western contenporary artists have 

looked to other cultures where art is integrated into life 

in order to discover the true function of art. The upsurge 

of interest in "primitivism" has been fueled by concerns 

about the environment, feminism, examination of myth and 

religion and its place in society, and a general 

reevaluation of the socio-esthetic values of society 

(Lippard 1983). Many artists see art in Western society as 

ruptured from the fabric of life. Seeking to mend the rift 

between the artist and the culture within which they live, 

these artists depict man's struggle with nature (Helen and 

Newton Harrison), and politicize the public's social 

consciousness (Hans Hacke and Jenny Holzer). 

One can dispute Schmaleribach's (1954) assertions that 

the American-European view of art excludes anything that 

serves a utilitarian purpose, and that the artist who must 

57 
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support himiself by doing something else is not an artist. 

Schmalenbach doubted any aesthetic intent on the part of 

the creator, or the one v\̂ o commissioned the work, if the 

object v\es produced to serve any utilitarian purpose. 

Western philosophers may argue the point that art must 

serve only the function of "art for art's sake," but 

contemporary artists have rebelled against those canons 

that are honored more in the textbook than in the studio. 

Today's artists are creating work that is not only art for 

pleasure's sake, but "art for life's sake" (Davidson 

1969:163). 

Many contemporary occidental artists have been seeking 

the means with which to connect with their past and f ind 

continuity with their future. This artistic impulse is not 

only a need to communicate, but also is a desire for 

participation from the viewer. Through ritual, art "v\rarks" 

as communal expression (Lippard 1983) . Ritual in art is 

not the exclusive purview of small scale societies. 

Contemporary artists in Europe and North America have been 

exploring the use of ritual in visual arts and dance since 

the 1960s. The oeuvres of artists such as Mary Beth 

Edelson, Miriam Sharon, and Peter Kiddle of Britain's 

"Public Works" group, demionstrate the universal desire of 

artists to incorporate ritual in their personal expressions 

(Lippard 1983). 

The notion that traditional artists are anonymous 

copyists is false (Sieber et al. 1986) . Art galleries in 

Europe and America that specialize in ethnic work found 

that anonymous art was more "exotic," and therefore more 

marketable (Price 1989) . The identity of the creator was 

unimportant, or lost in the transition to the art market. 

Most Nigerian ovmers of sculptural pieces know the artist 

who created the object, and will commission the same 

sculptor to replace or restore objects. Because many of 
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the objects are intended for natural attrition, an artist's 

comimissions often are for replacement. No matter how miany 

times an object is replaced, it is thought of as original. 

It still represents the ancestor that the first sculpture 

represented. The age of the sculpture is of no concern 

(Sieber and Walker 1987). 

Among contemporary artists in North America and 

Europe, a deemphasis on product has occurred. This process 

art has been the artists' reaction to the materialism of 

the art establishment. The conceptual art miovement (Sol 

LeWitt, Hanne DarlDoven, Qn Kawara) , earth artists (Robert 

Smithson, Dennis Oppenheim), and process artists (Christo 

and Richard Long) have been pursuing the ideas long 

expressed by traditional artists in other civilizations. 

In Igboland, the process, not the product, is 

considered the most important factor in artistic 

expression. Process, represented by motion, allows each 

generation to experience their ovjn creative impulse, 

whereas the product represents only rest (Achebe 1984). 

Objects are often made to be used, then used up. Sculpture 

is intended to be replaced, so that the continuity is 

unbroken. In the construction of a Mbari house in an Igbo 

community, the process of building is the celebration. The 

Mbari house is an elaborate, open clay house containing a 

colorful tableau of gods, men, and animals. Professional 

artists and diviners direct the building effort that may 

take two years (Cole 1975) . The house is left to 

disintegrate after completion. Artists involved in these 

constructions say that each house must be unique, and 

motifs are constantly modernized. Artists are esteemed for 

their inventiveness and innovation in decoration. Similar 

shrines to Olokun, god of the sea, constructed in Edo 

villages contain as many as fifty clay sculptural figures. 

In some Edo communities, these shrines are repaired and 
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refurbished annually, while other communities allow them to 

decay (Cole 1975). 

Artists in African societies approach their art in 

much the same manner as artists in the West. They work 

from the mind's eye, seeing the finished product before 

they begin. They work from conception rather than from 

direct observation, with a definite plan of attack (Dark 

1973) . The artist may use words to summarize what the work 

is alDout, but verlDal explanation by the artist cannot begin 

to explain the nuances of the creative process. 

Cultural restrictions and expectations for the artist 

occur in any society. These limitations (whether they are 

of teclinique, material, or market) do not necessarily limit 

artistic freedom. It is a Western conceit to believe that 

artists in this society are less constrained than other 

artists. Cultural norms affect all artists. The peoples 

of southern Nigeria encourage and appreciate inventiveness, 

and recognize artists for the creation of new styles. 

In any society, the creative artist feels the social 

issues that concem the community and expresses those 

concerns and beliefs through art. Artists in contemporary 

European and American society are using their creations as 

a forum for communication much as African artists have 

done. Today, art is active and confronts the viewer with a 

message, and calls upon the receiver to react. A chasm no 

longer exists between the intent of the occidental artist 

and the intent of the traditional African artist. Perhaps 

there never was one, except in the eye of the beholder. 

If you think a mask or figure is 
frightening, or that it is arbitrary or 
amibiguous, unlike anything you have seen, that 
is as it should be. Then it v\/orks. Tribal art 
is essentially active. Western art also moves 
us- -sometimes to tears, sometimes to a state of 
serenity, even to fits of rage. When we 



61 

exclaim, ^This is no longer Art,' then it is art 
at its primiary, most genuine, most 'primitive' 
level. Such art leads the viewer to an 
experience of the frailty, insecurity, and 
dependency of the human condition and of the 
capacity to do something alDout it: to express 
the human condition and react with artistic 
creativity. (Hohl 1988:11) 

Reliaion 

African traditional religions are typically classified 

as "animdst" religions. That phrase oversinplifies their 

complexity (Sieber and Walker 1987). Animism is defined as 

the practice of attributing living souls to inanimate 

objects or natural phenomena. Labeling African religions 

as animist of ten has created the impression that these 

religions are on the bottom rung of a religious 

evolutionary ladder (Mbiti 1970) . Other v\n:iters have 

incorrectly described Yoruba, Igbo, and Edo religious 

practices as "ancestor v\;Drship" (Gerbrands 1957) . A 

clearer understanding of the position of departed family 

members and the ceremonies of these people is needed. 

Ancestors are honored, rather than worshiped, as invisible 

lineage segments (Uchendu 1965). Tokens of fellowship and 

respect maintain family relationships and are valuable 

aspects of sacrifice within these cultures. A continuing 

relationship exists between the living and dead in each 

family. Ancestors return to earth during important 

occasions such as funerals, births, and marriages, as well 

as during festivals and masquerades. Ancestors never are 

portrayed specifically in shrines or on masks, but are 

depicted in a generalized way by certain qualities or 

stereotypes. This stress on ancestors is a means of paying 

respect to authority. The emphasis is on the importance of 

continuity in the famdly and order in the community. 
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Among all three cultures, divinities are often 

localized culture heroes or historical figures elevated to 

high status (Mbiti 1970) . These gods maintain the same 

hierarchical position in the spirit world that they held in 

life. Mankind does not aspire to reach this level of the 

gods after death, but only to join the spirit world of the 

ancestors. All three of these peoples believe that man 

chooses his ov\/n fate before birth (Beier 1980) . 

The Yoruba believe that a supreme being exists (Olorun 

or Olodumiare) vjho is master of the skies. The supreme 

being is not considered approachable, nor particularly 

interested in the problems of miortals. He/She created the 

v\rarld, and left it in the hands of nature and humanity. 

The Yoruba culture claims about 1,700 orishas. Usually 

these divinities are not given representational form in 

art, but are represented by icons or images of their 

devotees. Orunmdla (god of divination) usually is 

signified by a lcneeling v\oman with a child on her back, 

offering a bowl of kola nuts. Shango symibolism 

incorporates a maternal figure with the double-bladed ax, 

or celt form, represented in her hairdo. Jagun Jagun is a 

male culture hero depicted as an equestrian (Corbin 1988) . 

Sacrifices and offerings of food and drink shared with 

worshippers are made to these divinities, not to Olorun. 

The numiber of divinities among the Yoruba requires the 

services of many priests, healers, and diviners. 

Divination is an important aspect of Yoruba religion. 

Those who have mastered the art of clairvoyance are divided 

into two specialities: possession diviners and wisdom 

diviners (Anderson and Kreamer 1989). Diviners can mediate 

between the people and the orishas, as can kings, and in 

some societies, hunters. Often mediation is felt necessary 

to calm the conflict between calm and disorder, or viliage 

and bush (civilization/nature). The interaction between 
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hot and cool, order and chaos, is the essence of the Yoruiía 

political and aesthetic v\Aorld view. Each orisha has the 

quality of either hot or cool, and is held in balance by 

its opposite. Ogun (god of iron, war, hunting) , Shapona 

(smallpox) , Shango (thunder and lightning) , and Oya 

(goddess of wind, wife of Shango) are hot; v\̂ ile Ifa 

(divination) and Obatala (the creator god) are cool. The 

imiage of a kneeling woman pacifies and cools Shango. Eshu 

(the trickster or messenger god) would create havoc if not 

balanced by his counterpart, Ifa. Order by itself would be 

stagnation; disorder alone v\/ould be chaos (Scott 1974) . 

The vital force, "the power to make things happen, " 

(Thoirpson 1984:5) that Olorun gave to mankind, can be used 

for either good or evil. This invisible force of ashe 

iase) is inherent in everything, and happens for good or 

for evil (Anderson and Kreamer 1989) . Kings, diviners, 

elderly m Dthers, and important chiefs, are all said to 

possess ashe in great quantity. Those in a trance state 

who are said to be possessed by the spirit of a divinity 

embody the same stance and fixed expression as seen in 

carvings. Their bulging eyes swell to accommodate the 

inner eyes of the divinity, revealing the brightness of the 

spirit, the ashe (Thonpson 1984) . The portrayal of ashe in 

Yoruba sculpture is common. Ashe, when represented in art, 

often transcends ordinary judgments of style or form. 

Each Yoruba has tvio spiritual guardians - -one in his 

head and one in heaven who is his coeval. This concept of 

mirror imiages in ritual thought, in aesthetic balance, and 

in philosophicai realities operating on two levels, 

prevails in every aspect of Yoruba life (Williams 1974) . 

Misfortune occurs because of the power of nature iashe) but 

that power can be manipulated through living a life of 

noble character iiwa) and proper religious observance 

(Thompson 1984) . When a Yoruba dies, the soul goes to the 
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slcy and reports to Olorun. The individual becomes one of 

the living dead, still approachable to relatives. The 

spirits of deceased fathers and mothers still protect and 

advise the living (Cole 1985). Yoruba worshippers usually 

are devoted to one particular orisha. 

The Igbo say that the supreme being does only good; no 

one needs to complain (Mbiti 1970) . The high god is also 

self-sufficient, therefore, has no need for sacrifice or 

obligations. The other gods are friendly as long as 

mortals pay them respect and treat them with friendship 

(Uchendu 1965) . The earth is god's bountiful daughter, 

Ala, who oversees Igbo morality and village well-being 

(Sieber and Walker 1987). Igbo traditional religion 

requires that the individual must show obeisance to the 

entire pantheon of deities (Achebe 1984) . 

Igbo miasks called mmo or mmawu represent ancestral 

spirits in a generalized manner. They portray stereotypes 

such as beauty, ferocity, cunning, intrigue, and gentleness 

(Boston 1977). Igbo religion believes that the spiritual 

guardian assigned to each person is one of his ovn 

ancestors who mvay have had a similar life in his ovjn time. 

That spirit, or chi, will intervene for good or evil, 

depending upon the relationship that one maintains with 

one's chi (Boston 1977). By establishing a strong 

relationship with one's personal deity, a person may avoid 

catastrophe. 

Igbo belief in reincarnation and freedom of choice 

allows for tolerance of failure and admiration of success. 

This "success orientation" is expressed in the belief "that 

talent should lead to enterprise, enterprise to promotion, 

and promotion to privilege" (Davidson 1969:95). The Igbo 

emphasis on equality within branches of kin groups leads to 

leadership through ability and strong competition. Igbo 

society cannot be defined as clearly egalitarian; rather it 
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is direct democracy based on cooperation and group 

solidarity (Uchendu 1965). 

How each person copes with v\áiat life deals him shows 

the true v\rarth of an individual (Beier 1980) . The IglDo 

admdration of individualism is tempered by the belief that 

each person is responsible for his ov̂ n actions. Man must 

"try to fulfill himself and express his individuality 

through socially defined channels of achievement" (Boston 

1977:78) . Qne has chosen his ov\ni destiny before birth; 

therefore, his success in achieving that fate is a matter 

of personal honor. Having selected his destiny, what he 

makes of it is determdned by how he lives his life. Wealth 

is an important aspect of seniority, but what one does with 

that wealth defines v\Æiether a person achieves prestige. 

Titles are based on personal achievement rather than age. 

A hierarchy in professions does not exist and all 

occupations are equal. As long as each person 

distinguishes himself by dem Dnstrating talent in his chosen 

career, he is admdred. This view of life can be seen in 

their art in the variety, energy, and innovation in styles. 

Reincarnation is basic in Igbo belief, with 

transmigration to a lower form of life the punishment for 

evil doing. Breach and twin births are considered the 

reincarnation of persons who violated a taboo in a former 

life. Twins, v\̂ ile normal among animals, are considered an 

alDomination among humans. Before the twentieth century, 

twins were killed. In the early years of this century, 

they were abandoned as a concession to Christian 

missionaries (Uchendu 1965). This attitude toward twins is 

the antithesis of the Yoruba reverence toward them. 

Belief among the Edo that the qualities associated 

with the head make one's fate cause Edo artists to create 

heads that are disproportionately large. This belief is 

akin to the Yoruba belief in ashe. The Yoruba body ratios 
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of 4:1 or 3:1 are evident in the Benin carvings and 

castings. Thinking, judgment, will power, and the five 

senses are the attributes that decide a person's future 

(Freyer 1987). 

How well the deceased has fulfilled his social destiny 

determines the Edo attitude tov\/ard death. If there are no 

children to perform the required rituals, assuring that the 

dead travel smoothly to the spirit world, the death is 

considered a tragedy. With no children to assure the 

dead's assimdlation into the spirit v\rorld, there is no 

guarantee that the dead will join his elders. The more 

children, the higher social rank, the greater wealth, the 

more acceptable the death, and the larger the celebration 

(Bradbury 1973) . The funeral, which takes place whenever 

the circumistances of the eldest son permit, symbolizes the 

resolution of all conflict between father and son, and 

gives the eldest the seniority he needs to handle his 

brothers. 

Each Edo village has a tutulary deity to whom requests 

can be miade. Qne deity studied by Bradbury (1973) was 

Ovia. In myth, Ovia vjas a beautiful girl who was married 

to a king of Oyo. As a wedding gift, her father gave her a 

parrot, a pot, and a dog, telling her that she should come 

home if she was ever treated badly. In Oyo, the other 

wives, jealous of her beauty, teased her until she melted 

avjay into tears that collected in her pot. The tears 

became. a river that she swam to return to her father. 

Festivals bring the spirit v\Aorld and the earthly v\rarld 

closer together. In Ovia festivals, the maskers wear 

parrot feather headdresses and conceal their bodies in paim 

leaves and string net. A dog is sacrificed to Ovia. 

Women, punished because of their mistreatment of Ovia, are 

not permitted to visit her shrine outside the village, 

except on special occasions. The end of the festival is 
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marked by v\ramen "killing" the maskers by tossing cloths 

over their heads and humdliating the men. The men stagger 

around the village crying out that a v\Aoman has killed them. 

Then, they roll in the dust, go to the river to wash (knov\/n 

as "the parrot goes to the river") , and return to the 

village v\áiere they embrace all the women. This cathartic 

celebration unites the community and cleanses it of all bad 

feelings. 

Nature is often a subject in African art, as well as 

the inspiration for the mythic beliefs of the people who 

view nature with awe, ambivalence, and sometimes fear. In 

an ancient agricultural tradition, where farmers are forced 

to relocate because of soil deterioration, often the 

people's attitude tov\/ard their environment is one of 

challenge (Anderson and Kreamer 1989) . The sun is 

personified as a spirit. Rain is considered a great 

blessing and a son of god. Lightning exemplifies anger. 

Perhaps as technology changes the people's perception of 

nature, their art will change, along with their faith in 

the spirits of nature. 

Aesthetics 

When Africa's art objects were being collected by the 

thousands in the late nineteenth and early twentieth 

century, most collectors considered the objects curiosities 

without aesthetic value in their homeland. A member of the 

Benin Punitive Expedition, Pitt-Rivers (1900), published a 

catalog of his collection, indicating that that objects 

were "art." However, reading the catalog one is led to 

believe that the miajority of the objects were used for 

murder or human sacrifice. The objects collected by 

Europeans during the colonial period were considered 

trophies or souvenirs unvÆ)rthy of documentation. Records 

were not maintained regarding the artist, and much 
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misinterpretation and stereotyping laid the foundation for 

the approach to African art that vjas common until the 

1970S. 

For the last eighty years, occidental art has been 

influenced by African art. Danto (1988) and Hohl (1988) 

explained that modern art of the Western world prepared our 

"eye" to accept African artistic styles. Because artists 

no longer needed to depend on imitation of nature, the way 

tv/entieth-century Western viewers looked at all art was 

restructured. Although the young modernists in Paris 

misunderstood the basic principles of African sculpture, 

they understood intuitively that this art expressed aspects 

of another aesthetic vjorlá view. The fact that Picasso, 

Derain, and others saw the v\ADrk as savage and violent did 

not diminish their role in the world's acceptance of 

African art as part of the neutral history of art. The 

respect given African art by occidental artists created an 

environment within which the average viewer could be 

receptive to the experience of African art. Each time a 

society's artists "discover" the unfamdliar art of another 

period and use that art as a resource, the unfamiliar art 

eventually becomes famdliar and can be examined objectively 

(Goldv\ater 1969) . 

All that we "see" is shaped by our experience and our 

beliefs. All art is conceptual, and is only understood 

through one's ovjn knowledge and world view (Gombrich 1984). 

Occidentals translate into three dimensions in their minds, 

what is portrayed in two dimensions upon canvas or paper, 

according to cannons of Renaissance perspective that are 

parts of their heritage. Occidentai notions of human 

proportions are based upon Greek standards of proportion. 

To understand the attitude toward art in any culture, 

the need is crucial for art criticism to explain why some 

art is good and some is not. Art evaluation is needed to 
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arrive at aesthetic principles, as aesthetics is the 

relationship between criticism and art objects. To study 

aesthetics, one must incorporate the art objects with a 

general knowledge of etlinography, specific ]mowledge of art 

criticism by members of the society that created the art, 

and a general Imowledge of comparative aesthetics (Bohannon 

1961). 

The Yoruba evaluate everything aesthetically. One of 

the earliest dictionaries of the Yoruba language defined 

amewa as ]aiower-of-beauty, or connoisseur who looks for 

manifestations of pure artistry. The Yoruba are quite 

willing to critique another artist's vjork, but seldom their 

ovjn, as artists in any society might be. They have a 

confirmed prejudice that Westerners have no aesthetic taste 

and are proud of their ovm refined abilities for 

identifying aesthetic conponents in any art form. A Yoruba 

compliments an artist by stating that the object created 

reflects oju-onu (design consciousness) (Thompson 1983). 

An exacting aesthetic scale of achievement is applied 

to all Yoruba artistic production. Specific criteria are 

used to judge the artistic excellence of a work. Mid-point 

mimesis, or the balance between resemblance and likeness 

(not too specific, yet not too abstract) , is important, as 

is clarity of form and line, called "visibility." 

Luminosity (shining smoothness and the play of surface 

shadows caused by sharply incised lines) is considered 

good. The size of body parts related to the emotionai 

emphasis placed upon those features by the culture, called 

"emotional proportion," must be correct. The relative 

mimetic and emotional composition is evaluated (Thompson 

1971). Other features that the Yoruba identify as 

important qualities are: delicacy of detail in sculpture; 

roundness in the masses, and the relationship between smail 

and large mass; pleasing anguiarity and bulges; erectness; 



70 

symmetry; and the overall skill of the artist (Sieber and 

Walker 1987). The Yoruba, Edo, and the Igbo all feel it is 

important that persons be depicted in their prime, a 

quality knovm as "ephebism" (Thonpson 1971) . 

After itemizing the twelve cannons of aesthetic values 

amiong the Yoruba, Thompson (1971) pointed out many 

exceptions to the rule. Artists in Yoruba society are 

permitted to defy the aesthetic norms when utilizing their 

art to express satire or moral indignation, similar to the 

social commentary made by artists in Western society. 

Occasionally, Yoruba art has been used for psychological 

control. In that context, the anti-aesthetic quality of 

the art is important. All standards of beauty are violated 

when the purpose of the art is to shock, or instill awe in 

the viewer. Contrasted qualities of beauty/ugliness are 

also tension devices in Igbo art (Blier 1974) . 

The three principal masquerades in Yorubaland are: 

(1) Gelede, honoring the powers of women; (2) Egungun, 

celebrating the inportance of ancestors in maintaining 

cultural balance; and (3) Epa, emphasizing the need for 

young men to shoulder the burden of cultural transmission 

(Cole 1985) . The Egungun masquerade is the most complex, 

with each sub-group performing its ov\ni interpretation of 

the dance (Randolph 1985). All imagery in Egungun evokes 

male supremacy. In that respect, the performance acts as 

the antithesis to the female Gelede celebration. Some 

masks are associated with foreign elements. Ovjo Yoruba 

masks often are carved in an alien Igbo, Ishan, or Edo 

style. This tradition may represent a depiction of foreign 

influences within the community (Poynor 1987) , or an 

example of diffusion (Willett 1988a). 

Edo artists are considered uniquely close to the 

supreme being, the original artist. The words "to create" 

(carve) and God's creation of the v\/orld are the same in Edo 
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(P. Ben-Amos 1986) . The royal art of Benin displays a 

fascination with surface pattern and a love of coitplex 

materials. The hierarchic perspective used in the bronze 

plaques and in ivory carvings indicates relative rank in 

society, not perspective or distance. The larger the 

figure, the greater is that person's status (Freyer 1987). 

Frontal vievjs are generally used, principally because these 

objects vjere placed on altars, or used as wall plaques. 

The brasses originally had a reddish patina that the Edo 

considered beautiful yet frightening (Freyer 1987). This 

patina vjas accomplished by the application of local 

laterite and represented the color of kingship. Most of 

the symibolic imiagery identified as Benin is related to the 

mionarchy: bronze, ivory, beads, leopard skin, and red 

cloth being royal prerogatives. 

Edo artists often are "chosen" through dream 

instruction and the divinity is their source of 

inspiration. They create after meditation, intense 

concentration, and a prayer for "wisdom for designs" (P. 

Ben-Amos 1975:176). Creativity is more important than just 

getting the patterns correct. The clay sculptures modeled 

in the Edo Olokun shrines are created by specialists with 

divine inspiration. The "artist becomes not only a molder 

of the gods, but a molder like the gods" (P. Ben-Amos 

1986:63) . The Edo artist fills the surface space of his 

work with decorative designs, the origins of many of them 

long forgotten. One of the most often used motifs is the 

guilloche that seems to derive from rope making. Often 

rivets or strips of iron or copper are added to the brass 

for aesthetic effect (Dark 1973). 

Edo masking traditions from before the nineteenth 

century have been forgotten. Edo festivals date from the 

early twentieth century or are contemporary creations. 

Nineteenth - century masks were not recorded and now are lost 
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(Jones 1984). Most festivals today are entirely social 

inventions meant to entertain. The Okakagbe society 

originated in the 1920s, to revitalize the masking 

tradition in the area. The society hires professional 

artists, musicians, choreographers, and costume designers 

to create a spectacle whenever such an entertainment is 

required. The title of one masquerade simply translates to 

mean "something difficult, skillfully executed" (Blades 

1985:67). 

Igbo culture is one of the few Af rican cultures where 

authority, power, and social control are all vested in the 

individual or in a local association within which rank is 

achieved completely through individual ability. Within 

this structure, sculpture is used as a focus of power 

(Sieber and Walker 1987). Title taking and the visual 

display of achievement call for many art objects. Domestic 

carving of stools, doors, and vjall panels, as well as mud 

and plaster decorations ornament the homes of the 

successful. Their devotion to personal achievement is 

demonstrated in the importance of the Ikenga shrines. 

Ikenga symibolizes the individual rather than hereditary 

achievements. The carvings of the ikenga are intended for 

public display, recognition, and status. Because they 

represent the personal success of the individual, the 

carvings are usually destroyed at the funeral ceremony, 

after friends recount all the achievements of the deceased 

(Boston 1977) . 

Three realities occur in the Igbo aesthetic: (1) 

physical; (2) spiritual; and (3) abstract (Willis 1989). 

The Igbo world views of life and art are the same. 

Movement, dynamism, and flux are admdred in all aspects of 

their world. Energy, ike, is considered the essence of 

life. This aesthetic of motion elevates dance to the 

highest art form. The masquerade festival is of primary 
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inportance in a community that considers energy so vital. 

The audience itself must move to enjoy the masquerade. An 

Igbo proverb says that you cannot stand in one place to 

watch. The admdration for all things kinetic even calls 

for a special dance to transport the dead to their graves 

(Achebe 1984). 

The Igbo aesthetic includes a love for optically 

dazzling design. Drawing is a refined art among many sub-

groups. Mural painting and body painting are practiced 

throughout the country, but with many variations in style. 

Some groups admdre elegant, tapered lines, v\̂ ile others 

favor bold, dense shapes (Willis 1989). Professional 

muralists who are experts in painting Mbari houses use 

muted colors and abstract designs, while domestic muralists 

are more naturalistic and less sophisticated in their 

treatment of color. An Igbo artist described his approach 

to his v\rork: "before you draw you have to think of the 

pattern, then convince yourself that people will like this. 

You don't bear anything in mdnd--just something that is 

beautiful" (Willis 1989:65). 

The dualities of male/female, village/wilderness, 

beauty/beast, light/dark are important aspects of 

understanding the Igbo world view. Much of Igbo society is 

permeated with this principal of duality. Morality and 

beauty are equated, with the Igbo word oima meaning both 

good and beautiful (Murray 1961) . Opposites and 

complementary aspects of life are depicted in the 

masquerades of Mgbedike, Ude agbogho, Ijele, Okoroshi, and 

many more. The Okoroshi masquerade is a water-spirit 

celebration in which mediation between v\/omen/men, 

beauty/beast, good/evil is dramatized. The performance 

emphasizes the need for community cooperation, and portrays 

life as a balance between black and white (Boston 1977). 



74 

The Igbo maiden (beauty) mask is v\diite, demure, and 

round, exemplifying aesthetic qualities. The aesthetic 

qualities of beauty are represented by the light colors of 

the miasks; the delicate, smooth, symmetrical features 

carved; the names given the dancers (e.g., proud woman, 

clear water, mid-day haze, seabird) ; and the elaborate hair 

styles and costumes of the dancers. The beast masks are 

fierce, dark, and twisted to represent the anti-aesthetic. 

The beast qualities of force, violence, and danger are 

epitomized by the dark colors, the crookedness and 

distortion in the carving, and the dancers' titles (e.g., 

rough old man, vampire, thunder, bone eater, poison snake) . 

Often beast masks combine animal features with human ones. 

The heaviness of the masks, and the costumes of old, viorn 

cloth add to the character of the beasts. Beast masks may 

even emit foul odors (Cole and Aniakor 1984) . These 

complementary qualities in life are vital factors in a 

society in v\̂ ich equality is tempered with self-assertion 

and competition. 

Aesthetic values are considered such an integral part 

of most African societies that the notion that everyone is 

a critic is undeniable. The participatory relationship 

between the audience and the masquerade performance 

illustrates how the people become involved in these value 

judgments. Since the performance is so much a part of its 

setting, the very response of the audience becomes an act 

of criticism as well as an act of participation. The 

audience realizes that they contribute to the success of 

the occasion. They offer suggestions and encouragement, 

and attempt to correct what they can, "if their mood is 

hopeless, by being sensible enough to leave the place" 

(Chernoff 1981:153). 

Masks are often the most mutable forms in Nigerian art 

(Cole 1985) . They evolve to meet the needs of the 
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community and to address social realities. They 

incorporate new materials as available. The mask is only 

one portion of the total creation. Once an object has been 

identified as part of a masquerade, the entire sculpture 

must include the costume, the movement of the dancer, and 

the music, as well as the wood carving (Thompson 1969) . 

The dramia and illusion of the masquerade create a mood 

representing the spirit made tangible. The characters 

depicted in the masquerade reflect the contemporary 

concerns of the society. This art is not static. The 

entire costume may change. The style of the mask shares 

certain characteristics of form, or iconology; but as it is 

part of an art form based on the idea of transformation, 

individual creativity is accepted within the metaphor of 

the performance. 

The masking arts are to life v\̂ at poetry is 
to prose: compressed, intensified, symbolic and 
metaphorical. World views and basic human 
values are acted out in striking visual forms at 
once entertaining, spiritually powerful, and 
crucial to the continuity and equilibrium of 
life. (Cole 1985:25) 



CHAPTER V 

DESCRIPTION AND DISCUSSION OF THE OBJECTS 

The true miracle of the language of art is 
not that it enables the artist to create the 
illusion of reality. It is that under the hands 
of a great master the image becomes translucent. 
In teaching us to see the visible world afresh, 
he gives us the illusion of looking into the 
invisible realms of the mind--if only we know, 
as Philostratus says, how to use our eyes. 
(Gomibrich 1984:389) 

Yoruba 

Ibeii Fiaures (Accessions 
1989-30-139 and 1989-30-140) 

Accession 1989-30-139 (30.5 cm x 18 cm) is a carved 

wood f igure with a narrow conical hat painted dark blue 

with red trim. The face has the bulging eyes representing 

intelligence and spirituality among the Yoruba. Holes are 

carved for irises. The flat nose, wide nostrils, half disc 

shaped lips, and the long ears are typical Yoruba 

sculptural features. The face is painted tan with the 

features outlined in dark brovm. The neck and upper chest 

also are painted tan. The body is female, with carved 

breasts. The arms are outstretched at the sides and the 

body is draped in a simple v-necked garment of dark woven 

cloth completely covered with cov\n:ie shells. 

Accession 1989-30-140 (28 cm x 17.5 cm) is quite 

similar in general appearance but represents a male child. 

The chest is flat, displaying a carved pattern of clan or 

societal scarification. It is clothed in a simple v-necked 

cloth garment completely covered with cowries. 

Both accessions appear to have been painted with red, 

blue, and tan pigments. These pigments possibly are 

camwood and indigo, as Ibeji often are painted with camiwood 

76 
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and indigo (S. Williamis 1974) . The pigments have been worn 

av\ay with use. The loase cloth of the garments was 

originally dyed with indigo dye, but the color has faded 

through time. These figures probably date from the mid-

twentieth century. 

Ibeji have basic similarities, but regional styles 

exist. Most ibeji are approximately twenty-five to thirty 

cm tall. The image is always portrayed as an adult, 

depicting the individual in their prime (the YorulDa 

aesthetic cannon of ephebism) , although the f igure 

symbolizes the child. The stance is symmetrical and rigid, 

with the head approximately one-fourth to one-third the 

size of the body. 

The incidence of twins among the Yoruba is one of the 

highest in the world. Unlike most other African cultures, 

the Yoruba consider the birth of twins a blessing that will 

bring luck and wealth (S. Williams 1974) . Twins are 

regarded coeval of Earth and Sky, and a living exanple of 

the duality and symmetry of life and nature. The spirits 

of the siblings pass freely between the two and the soul of 

a dead twin is inseparable from the living one. 

In many areas of Yorubaland, twins are considered 

Shango's children. The celt form symbolic in Shango 

devotion illustrates the aesthetic power of twinning. As 

represented in art, cowrie shells can symbolize wealth and 

status or Shango devotion. The cowrie robes worn by the 

Museum's ibeji may represent the cov\n:ie vestments v\rorn by 

priests in Shango shrines (M. Drewal 1986). 

When twins are born, sacrifices are made to their 

souls. If one should die, an image is carved. The mother 

cares for the carving as if it were alive, offering it food 

and dressing it. Later, the surviving sibling cares for 

the image. Families know the names and generation of twins 
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in their history, so v\rc>uld be able to date the ibeji 

(Wassing 1968). 

Those who are v\raken up with a drum. 
Those vjho have beautiful eyes. 
I am glad to receive you. 
You meet the one who prepared cloth for you. 
Tvjo in a day! 

Uncountable in the eyes of the co-wives, 
Though only tvjo in the eyes of the mother, 
They vjalk together. 
They do not leave one another behind. . . 

(praise-names of twins from The Moon Cannot 
Fiaht, Mbari, Ibadan, quoted in Naylor 
1973:19) 

Gelede Mask (Accession 1989-30-35) 

This mask (36.8 cm x 28 cm) is estimated by Hov\erd to 

be 150 years old (Museum of Texas Tech 1989) . Austin 

(1990) indicated that the interior wear marks show that it 

is old and has been reused. However, a v\;ooden object that 

has had a ritual life probably would not survive 150 years 

in the tropics. A more accurate age would probably be 

early twentieth century. It is painted v\̂ ite, two shades 

of blue, and black. The nose and mouth are yellow. The 

choice of colors is usually an aesthetic decision based on 

the degree of contrast desired, and the dramiatic effect 

required. A stylistic technique of the Ilaro Yoruba is 

painting a wide band of a third color just below the hair 

line. The blue band painted around the hair line on the 

accession is an indication that it is from Ilaro (Drewal 

and Drev\/al 1983) . 

The oval eye slits are not functionai, as the dancer 

would wear this mask like a cap. The dark brov\/n lower rim 

of the mask has numerous nails upon which the masker's 

costume would be attached. The hair style is carved 
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simply, and painted black. The superstructure is a double-

floored cart with wheels, carrying plantains and kola nuts. 

The Museum's miask appears to be a Tetede ("The One Who 

Comes Before") mask for an attendant to the Oro Efe in the 

night performance. "Tetede" is a Yoruba name often given 

to the first-born female of a set of fraternal twins 

(Drev\/al and Drev\al 1983) . The evening masks are painted 

white for better effect against the dark sky. The Tetede 

dancer appears to float into the arena, soothing and 

placating the angry powers present, testing the world 

before her partner Oro Efe arrives. The fundamental 

principle of order and cool patience is illustrated in the 

use of the colors white and blue, as well as in the 

expression depicted on the mask of serenity and calm. 

The serene expression of the Tetede mask is meant to 

assuage the anger of the powers present in the marketplace, 

site of the dance and metaphor for the world. Tetede is 

said to be so beautiful that she pleases the witches. Her 

chant assures Oro Efe that it is safe for him to come 

forv\/ard: 

Amulohuyn, if I call you the first time and you 
don't answer 

You will become an anthill. 
If I call you a second time and you don't answer 
You will become a piece of wood. 
If I call you the third time and you don't 

answer 
You will become a savage beast. 

(as quoted in Drewal and Drevjal 1983:25) 

Tetede masks usually depict trays of marketplace 

offerings carried on the head surrounded by elaborate head 

ties. The dancer wears many women's headties v\n:apped 

around his bodice, and wooden constructions to simulate 

breasts and wide hips. Arm wraps, leggings, and many 

layers of cloth are worn. Embroidered or appliqued panels 
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are vrorn in some tovvms. The borrowing of v\romen's skirts 

and head ties is common in many communities. In Ketu, 

elaborately decorated tailored outfits are commissioned. 

Leg rattles are an essential element of every Gelede 

costume. The costume worn defines the wearer and expresses 

status (Drewal and Drewal 1983). 

The dancer's identity is not a secret since the Gelede 

mask is worn on top of the head. The base unit that the 

dancer wears on his head is static, with a simplicity of 

line and a symmetry in the rounded volumes. The expression 

of composure and the static formalism of this unit is in 

stark contrast to the rest of the figure. If the mask has 

a superstructure, it is often asymmetrical, contains 

movable attaclnments, and looks different from varying 

angles. Visual riddles are often incorporated in the 

designs of these superstructures (Drev\el 1974) . Artists 

have been knov\ni to create superstructures with mechanical 

parts that require several assistants to manipulate. The 

carver becomes totally involved in the costume design and 

choreography of the dance to create the best effect (Drewal 

and Drev\el 1983) . The costume, the dance, and the 

superstructure are all dynamdc and full of movement. These 

factors reemphasize the serenity of the expression on the 

face of the Gelede mask itself (Drev\al 1974) . 

The scale in mvasks illustrates the hierarchic impor-

tance of the figures. The more powerful or important the 

figure, the larger it is portrayed on the structure. Anti 

aesthetic motifs are used to satirize and ridicule, such as 

the depiction of Europeans with teeth. Foreign innovations 

(bicycles, airplanes, cameras, sewing machines, etc.) are 

used freely and depicted as welcome innovations on the 

superstructures of the masks (H. Drewal 1974). 

During the perfoonance, the mother drumis "talk" by 

imdtating the rhythmdc and tonal patterns of the Yoruba 
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language. Smaller drums tuned to various pitches add the 

counterpoint. The drums sing praise messages and relate 

proverbs while the chorus moves through the crowd teaching 

the songs to the audience as the masked dancer performs 

(Anderson 1990) . All ability levels perform. The youngest 

dancers, wearing old or broken masks, are encouraged by 

shouts from the crov\;d. Teenagers perform after the 

children, with the audience becoming more critical. 

Finally, the masters enter the market square. Their 

performance is reviewed miost exactingly (Drewal and Drewal 

1983). 

Gelede participants shape the performance. A basic 

structure to be interpreted does not exist. Current 

village events as well as the family history create the 

ritual. The festival is a dynamic, changing, and personal 

celebration for those who have sacrificed to fund the 

masquerade (Drewal and Drewal 1983). The spectacle is a 

collective, with each part carrying its ov\ni information, 

competing for attention. The audience can join in the 

performance. The dancers take breaks and become 

spectators. Members of the audience tell the drummers what 

to play, or sit áovjn at the drums. The performiance is a 

forum for self-expression and an exanple of the Yoruba 

celebration of individual creativity. It is indeed a 

multi-media production and has been called "the ultimate 

spectacle" (Drewal and Drewal 1983:12). 

The miasquerade demonstrates the Yoruba system of 

dualisms, the belief that everything contains aspects of 

order and disruption, even the orishas (Freyer 1974). The 

dancers perform in pairs, as twins. The masquerade is in 

tv\/o parts: the nighttime Efe performance and the foliowing 

day dance called Gelede. The daytime Gelede masquerade is 

never performed without its companion nighttime Efe dance 

(Drev\/al and Drewal 1983) . Efe, son of Yemoja, is the most 
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important night miask, representing masculinity (Blier 

1974) . Efe has the power to neutralize witchcraft. Oro 

Efe's dance is the finale of the night performence that 

begins at midnight and may last until dav\ni. The night 

dances celebrate the anim^ls associated with nighttime and 

witches, i.e., bats, owls, rats, and reptiles (Drev\/al and 

Drewal 1983). The negative aspect of "the mothers" is 

described as witchcraft. All women, when angered, are 

potential witches. 

The day performance depicts power made visible. "The 

mothers" possess a spiritual life force superior to the 

power of orishas that can be used for good or evil. The 

purpose of Gelede is to persuade the elderly women, "the 

mothers," to use their power for the good of the community 

(Drev\/al 1974) . The Gelede tradition appeals to the positive 

effect "the mothers" can have, such as patience, composure, 

and indulgence. The will of "the mothers" is carried out 

through praise and criticism in this community-based 

festival, much as in the way mothers raise their ovm 

children (Drewal and Drev\/al 1983) . The festival evaluates 

the quality of life, commenting on acceptable innovations 

while preserving tradition. Within the Gelede framework, 

the Yoruba seek balance between change and the status quo, 

between upheaval and stagnation (Drewal 1974). 

Noted masquerade dancers are admired for their grace 

and style. Dancers are not alv\ays anonymous male secret 

society members. Many dancers of great reputation are 

either men or v\/omen who dance professionally (Thonpson 

1969) . Although the first Gelede performance was danced by 

a woman named Yewejabe, today the dancers are mainly men 

(Randolph 1985). Psychic distance does not occur between 

dancer and audience. The dancer may unmask in public, or 

speak in his or her ovjn voice. The masquerade is similar 

to a southern American church service wherein people are 
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moved, and performers may be "possessed." The dancer 

behaves in an extraordinary manner, speaks in tongues, 

v\/alks on fire, is human, and yet not humian, sometimes 

playful, and sometimes serious. Members of the audience 

are entertained and reassured. The maskers make the 

ancestors tangible, meta-human spirits who can then be 

thanked and fed (Cole 1985). 

Gelede takes place in the crossroads of the main 

miarket, v\̂ ere spirits and animals are said to mdngle with 

people on market day (Drewal and Drewal 1983). Because 

trade is a female-controlled enterprise in Yorubaland, it 

is only fitting that a festival celebrating women be held 

in the marketplace. It is an "elaborate aesthetic and 

symibolic system within v\̂ ich to explore and evaluate 

concepts and imiages of women in Yoruba society," (Drev\/al 

and Drewal 1983:xv). 

The Gelede masquerades began in the latter part of the 

eighteenth century am )ng the western Ketu Yoruba. The 

miasquerade spread to Cuba and Brazil as a result of the 

slave trade, and is performed in many areas in the New 

World. In the Americas, Gelede symbolism is integrated 

with Catholicism. The goddess of witches, Yemoja, is 

considered the Virgin Mary's mother, as well as the mother 

of many of the most powerful orishas. The dance movements 

of Gelede often emulate the motion of the tides and rivers 

to honor Yemoja, "mother of fishes" (Blier 1974). The 

Gelede masking tradition plays a major role in documenting 

change, reinforcing positive behavior, and demonstrating 

social standing in southwestern Nigeria. 

Eoa Masks (Accessions 
1989-30-lQ9a and 1989 30-109b) 

The Museum's Epa masks probably date from the early 

twentieth century or later. Their paint color, while still 
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vivid, appears to be derived from natural pigments that 

were abandoned in favor of European enamels in the 1950s. 

Austin (1990) believed that the masks were carved and 

painted by the same hand because the carving technique and 

application of the paint are the same style. 

Accession 1989-30-109a (99.1 cm x 21 cm) depicts a 

mother surrounded by children; a dog tugs at the shirt tail 

of the child in her arms (Fig. 2) . The Joase mask is a 

simplified Janus-face mask with carved bulging eyes that 

have been painted white to appear open. The dancer looks 

through the wide slit mouth of the lower section. On top 

of the Janus-face mask base a round disk is placed. This 

disk is used as a platform for the carved figures of the 

miaternity scene. The principal figure has the bulging eyes 

of a person who possesses ashe. The eyes are accented 

further by v\̂ ite paint. The hair style is carved elegantly 

then painted black. The figure wears ear plugs in her 

large, carefully formed ears. Her jewelry is painted 

reddish coral. 

The m Dther is accompanied by attendants on either side 

who wear white shifts of the same pattern worn by the child 

in her arms. Perhaps these figures are also her children, 

as children alv\/ays are depicted with adult features. A 

child is in a carrier on the back of the mother figure. 

The overall surface is decorated with black, reddish coral, 

hrovm, and v\diite paint that is chalky in appearance, 

possibly indicating the use of natural pigments such as 

camwood, kaolin chalk, and laterite. The gentleness and 

maternal feeling transmitted by the sculpture is expressed 

by the manner with which the hands of the maternal f igure 

enfold the child in her lap. The carved child v\/riggiing in 

the mother's arms and the playful action of the dog at her 

feet convey a mood of gaiety. This spirit is further 

enhanced by the joyful painted decorations. 
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Figure 2. Epa mask, 20th century, Yoruba 
culture, Nigeria. Polychrome wood, 111.8 cm x 
29.9 cm. The Museum of Texas Tech University, 
Accession 1989-30-109a (photo by Nicky Olson). 



86 

The v\/arrior mask, accession 1989-30-109b (111.8 cm x 

29.9 cm) portrays a bearded male wearing a pith helmet and 

carrying a spear. This mask is also an abstracted Janus-

face mask surmounted by a disk that supports the warrior 

figure carving. The Janus-face mask displays bulging eyes 

accented with v\áiite paint. The stark features of the mask 

area are outlined in flat black paint. Two large cut-out 

squares below the eyes are used by the dancer for viewing. 

The principal figure (61 cm tall) wears colonial dress, 

decorated with rust, black, and white painted dots. He is 

preceded by a female bearer and flanked by two attendants. 

The v\arrior rests his right hand on the head of one of his 

attendants vjho is playing a flute. The other hand holds 

his spear, v\̂ ile the left attendant assists in supporting 

this imimense weapon. The female attendant v\̂ o leads the 

procession is carrying a large decorated calabash or pot on 

her head. The relative size of the people portrayed 

indicates their relative importance or status. The Jagun 

Jagun (Warrior) headdress carved by an artist from Omu-Aran 

illustrated in M. Smith (1961:plate xv) is similar to the 

Museum's warrior mask. 

The Epa masquerade is found in a limited area of 

Yorubaland, among the mostly non-imperialistic kingdoms 

near Igbomina and the east (Drewai and Drewal 1983) . In 

northeastern Yorubaland, Epa festivals are held every two 

years in March, to promote community well-being and fertil-

ity. Further south, Elefon festivals celebrating the 

return of hunters or warriors, and honoring Ogun, are 

similar in masking style (Randolph 1985). The Epa festivai 

tradition was the product of the nineteenth century intra 

Yoruba warfare and the Fulani jihad that destroyed many 

tov\/ns and city-states in the northeast. Epa celebrations 

were instituted to reestablish and reshape their culture. 

Pemberton called the dance a "visual myth that allows us to 
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understand the ancestral presence" (Drewal and Pemberton 

1989:206). 

The Epa artist must demonstrate the ability to carve 

complex imagery within a single cylinder of wood. The 

masks are more conservative than Gelede masks, retaining 

this basic cylindrical shape. The lower portion that 

covers the dancer's face is always highly abstracted, often 

Janus-faced, and intended to evoke the supernatural (Drewal 

and Drev\/al 1983) . This iDOwl-shaped helmet is the spiritual 

portion of the mask within v\áiich the ancestral focus is 

miaintained. This dance represents the balance between this 

v\rarld and the supernatural. The dancer's ability to 

manipulate the huge headdress foretells the good or bad 

fortune of the community for the year comdng. Epa masks 

are v\/ashed and repainted for each use. Between festivals, 

they are kept in family shrines where they receive annual 

offerings. It is only within the context of the masquerade 

that the carving becomes "complete" (Drevval and Pemberton 

1989). 

When the mask goes public, the focus is on the 

artistic ability of the carver and the imagination that 

created the superstructure. The superstructures of Epa 

headdresses usually depict important roles in society such 

as mothers with children, kings with their courtiers, 

equestrian warriors, herbalists, or diviners. The super-

structure can be as tall as four feet and weigh as much as 

eighty pounds. How well the artist has integrated the 

figures, developed the space, and used the pyramdd cone of 

the structure to shape his message are all evaluated by the 

audience. 

Unlike Gelede festivals, where dancers often wear 

elaborate clothing, Epa dancers tie palm fronds to the 

lower edge of these masks and around their v\aists. Their 

costume is made of raffia and cloth (Randolph 1985) . The 
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performer inpresses the audience with his strength and 

agility, leaping like a leopard over mounds of earth that 

represent the world, v\diile trying to keep his balance. The 

leopard míotif and the "leopard leap" are made reference to 

in the introductory dances. The warrior masks then enter 

the arena, followed by masks portraying herbalists-priests. 

The climax of the festival occurs when the "mother who 

possesses power" makes her entrance. The Epa dance 

celebrates the relationship between male and female powers. 

Because it is the power of v\romen that ultimately controls 

society, motherhood is celebrated as the sustaining life 

force (Drev\;al and Pemberton 1989) . 

Carved Door(Accession 1989-30-130) 

Accession 1989-30-130 (181 cm x 78 cm) is a richly 

carved wood door divided into five horizontal sections with 

each panel depicting humians and domestic animals. The 

artist reveals technical and design sophistication in the 

presentation of the figures as well as in surface textures. 

Stance and facial positions vary. Many figures are 

positioned in the scene with a three-quarter facial view, 

rather than frontal or profile view. The patterns of the 

clothing and the section divisions are carved in a variety 

of geometric designs. Several of the figures are costumed 

in colonial dress (pith helmets and trousers). The 

mdlitary types are dressed in Muslim. clothing, sporting 

Hausa-style hats and pistols. The adult characters all 

display Yoruba facial scarification. 

Areas between the larger figures are peopled with 

smialler ones, although the background remains a flat plane. 

The overall impression of the scene is one of vitality and 

energy in the miarketplace. The gently rounded foons and 

the smooth surfaces of the skin contrast with the complex 

patterns of the clothing and equipment, creating an 



89 

enchanting glow. The varieties of positions, size, and 

shape of the figures, as well as the careful carving of the 

patterns, give the door a luminous quality. The modeling 

of the surface areas against the deeply set background 

gives a chiaroscuro-like effect. The body proportions of 

both men and animals are typical Yoruba. The varying sizes 

of the people proloably indicate their social rank, as well 

as the artist's creative license to fit them into the panel 

sections. 

The characters depicted are active in trading, making 

love, fighting, riding horses and bicycles, playing musical 

instruments, and going alDout their work. One figure is 

being taken into custody by the police. The figure 

furthest to the right in the third row may represent Eshu, 

the trickster orisha. Wearing the typical peaked hat of 

Eshu, this figure is playing an iyalu. The pitch of the 

iyalu (talking drum) can be changed to imitate the patterns 

of spoken Yoruba. The drummer stands in the playing 

position of a musician ready to squeeze the drum against 

his hip as he sounds praise poetry. He is accompanied by a 

smialler figure either playing a flute or smoking a pipe. 

Either symbol could represent Eshu. One figure hoids the 

staff of the Ogboni society, with birds on top. In the 

bottom row, one man stands with a staff in either hand 

shaped like a royal ceremonial sword. Many of the women 

carry children on their backs while they vjork. 

Anecdotes such as those portrayed in this carved door 

attest to the secular function of Yoruba art. Time 

specific, episodic representations of everyday life are 

common today in Yoruba carving. The entire door is a 

flamiboyant and vivid display of Yoruba life. Architectural 

carving is a mark of status among the Yoruba. It is 

commissioned by royalty, wealthy families, and even 

communities who wish to enhance their standing by the 
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beauty of their surroundings. Carved doors grace homes, 

shrines, and public buildings as well as palaces. 

Qne such door illustrated in many books was carved by 

hrovjogun of Qsi (Fagg 1963; Cole 1989). Accession 1989-30-

130 appears to have been carved either by the same artist 

or another in the Qsi guild of carvers. The rich use of 

geometric patterns, the modular forms filling all the 

spaces in the five panels of the door, and the icons used 

in accession 1989-30-130 are much like the Arowogun door. 

The motifs in Jooth doors are quite similar, including the 

bicycle that has been a common pattern among the Osi 

carvers since the 189Os (Fagg 1963). 

Ifa Divination Bowl (Accession 1989-30-160) 

Accession 1989-30-160 (67 cm x 36 cm x 23 cm) is a 

carved figure of a Jmeeling woman wearing a single strand 

of coral beads around her waist (Fig. 3) . Below the strand 

of coral beads are several strings of dark rust colored 

beads. Her high cockscomb headpiece is a carved chevron 

painted black. Her extended arms hold a lidded bowl that 

is supported by five kneeling female caryatid figures. The 

large kneeling figure wears Yoruba facial scarification on 

each cheek and across her chest. Her slender, long neck, 

pointed breasts, and serene expression are standards of 

Yoruba feminine beauty. The bulging eyes demonstrate that 

the figure possesses ashe, absolute power and authority. 

The ears are small, the nose is narrow and finely chiseled, 

and the lips are closed. 

The five small female figures, representing 

women of lower status than the principal figure, have 

their arms entwined over their heads as they support 

the ixDwl. They face outward with serene expressions. 

The iDowl is carved in multiple rings of geometric 

patterns. Four frontal heads are carved on the lid. 
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. f a divination ̂ o^^^^^ychrome 
Figure i. i; .^^re, Nigeria- t-^^ Museum 

of Texas T^n ^ 
(photo by Nic y 
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The iDowl depicts lions on either side of a single frontal 

head. The faces carved on the lid and body of the bowl 

represent Eshu, divinity of uncertainty and change, while 

Ifa itself is a belief in order and reconciliation. Eshu, 

the trickster orisha, is an intermediary who will transmit 

messages to Qlorun when the prescribed offerings are made 

to him (Mbiti 1970) . The imiage of Eshu usually is 

portrayed by a frontal face sometimes playing a flute, 

often wearing a peaked cap and cowrie necklace. 

Bowls of this type are another expression of the 

duality in Yoruba culture. They are emblems of status and 

prestige, used to store valuables, and for presentation 

gifts of kola nuts. They are also very important ritual 

objects within the divination system of Ifa. Art often is 

required when the diviner's reading indicates that a new 

object is necessary to illustrate the status of the client. 

Ifa divination is connected with Orunmdla, the orisha 

of divination, whose story originates in Ile-Ife. Legend 

says that Orunmdla of Ife was angered by the lack of 

respect paid to him by one of his children, 01ov\o, the king 

of CMO (Drev\el and Pemberton 1989) . The introduction of 

the sixteen palm nuts into the Ifa divination system is 

traced from this ancient crisis between father and son. It 

vjas through much propitiation and appeasement that peace 

was declared. Orunmdla v\;as elevated to the status of a 

deity, and bestowed upon all his children the sacred palm 

nuts that would represent him on earth, and with which they 

could find answers to their problems. Orunmila understands 

all languages, and represents the supreme Olorun's 

knowledge and omniscience. Orunmila transmits and 

interprets the wishes of Olorun. Although clouded in myth, 

a kernel of historical truth probably exists in this 

relationship between Owo and Ife. 
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Some Yoruba have mvastered special tecliniques that 

enable them to be clairvoyant. These diviners use their 

wisdom and the manipulation of objects to provide their 

clients with information about the future and to receive 

messages from the ancestors. The diviner-priests of Ifa 

are called babalawo (Sieber and Walker 1987). Diviners 

train for three to seven years before they practice their 

calling. Divination is performed during all important 

rites of passage such as marriage, births, and deaths. 

Qften mediumis will work for a babalawo, their "possession" 

becoming an integral part of public ceremonies (Mbiti 

1970). When a believer encounters conflict or challenge, 

consultation with the Ifa priest will put everything into 

proper perspective. 

The babalawo consults the oracle and uses a complex 

system of numerology to advise those v\̂ o seek consultation. 

Tv\;o hundred fifty-six figures are created by the sixteen 

palm nuts, compiling number and name combinations that then 

are interpreted. Among the most sacred part of any 

diviner's equipment are the trays upon which the divination 

pov\;der is read, and the ]DOW1S in which the sixteen sacred 

palm nuts are stored (Thompson 1984) . One such bowl, by 

miaster carver Olowe of Ise (d. 1938) , is an exquisite 

example of the Yoruba carvers' art (Sieber and Walker 

1987:plate 56) . Accession 1989-30-160 may have been 

inspired by that bowl, or carved by the same artist. The 

caryatid figures supporting the bowl, and the elongated 

body of the principal kneeling figure are quite similar. 

Divination objects also are required to demionstrate 

the success and importance of the babalawo. The finer the 

ritual objects in the diviner's corpus the greater is the 

priest's status (Sieber and Walker 1987). The motifs on 

the Ifa bowl and divination board used by each babalawo may 

vary, as these objects are commissioned, and reflect the 
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tastes of the individual client. In Ifa divination 

beliefs, art is believed to be another form of wisdom, 

dressed or embellished in a different vjay (Drev\;al and 

Drev\/al 1983) . 

Benin 

Leopard Svmfcolism (Accessions 1989-30-12a, 
1989-30-12b.and 1989-30-131) 

The tvjo standing copper alloy leopards in the Museum's 

collection (accessions 1989-30-12a and 1989-30-12b) are 

simdlar to figures from the palace in Benin City that were 

removed to England in 1897. Accession 1989-30-12a (55.5 cm 

X 53.3) is a leopard figure standing alert, with tail 

curled over the back. Accession 1989-30-12b (55.9 cm x 

76.2 cm) miaintains a slightly different pose, with tail 

extending behind. Both leopards iDare their fangs, with 

cuspids on the lower jaw extending up over the upper lip. 

They have large incisors, open staring eyes and erect ears. 

The surface of both animels is textured in a pattern of 

etched circles resemibling the spots of the animal's fur. 

The Museum's leopards are probably twentieth century 

casts. The metal casters in Benin still practice the art 

of lost-v\/ax casting in the manner of the guild that worked 

in brass only upon commission from the oba (Attenborough 

1976). Accession 1989-30-12a exhibits white plaster of 

Paris sediment upon the surface, indicating that it was 

never cleaned properly after the initial pour. The plaster 

sediment also confinns that this is a recent piece (mid-

twentieth century), as earlier lost-wax figures were 

covered with clay rather than plaster. Both statues appear 

to be lacking the finished quality of an object that has 

been used. Perhaps they were created by a brass-caster who 

was unable or unwilling to complete the refinement of these 
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tvjo objects by cleaning and filing off the sprues and rough 

edges. 

Often, large leopards such as these were water vessels 

(aquamianile) on royal altars. Ceremonial water was poured 

through their nostrils (Eyo and Willett 1980) . The 

leopards in the Museum's collection could not have served 

this purpose because they are not v\ater-proof, their weight 

v\rould make pouring difficult, and they have no openings at 

the nostrils. 

The leopard-faced pendant, accession 1989-30-131 (25 

cm x 17 cm) , v\/ould have been worn as a pendant, not as a 

miask, although it vjas labeled "mask" in the notes from 

Hov\/ard (Museum of Texas Tech 1989) . Hov\/ard's notes 

indicate that this pendant is approximately one hundred 

years old. The entire surface of the leopard face is 

covered with bumps, v\áiile between the larger bumps are 

small holes. The coarseness of this surface treatment is 

quite unlike the pattern texture of the objects from pre-

1897 Benin. Therefore, the date attributed to the pendant 

is doubtful. This piece is more likely from the twentieth 

century, and was created as a decorative item, rather than 

a functional status pendant. 

The eyes are slanting ovals with two vertical slashes 

in each orb. The ears are perched forward and outv\ard from 

the surface of the head. The mouth is closed with the 

tongue extended between the lips. The tongue is also 

covered with a diamond pattern. The two lower canine teeth 

extend upward over the upper lip, while the two upper 

cuspids protrude dovmv^rd over the lower lip. The sides 

and bottom edges of the pendant are encircled with a chain 

fringe. 

Brass leopard pendants were worn on the left hip of 

the lyase, or vjar captain. The lyase vjas authorized by the 

oloa to display this royal icon. The wearing of this symbol 
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indicated the right to kill, as the olDa's delegate. The 

pendant vjas used to ward off danger and to demonstrate the 

wearer's rank (Blaclcmun 1983) . Other brass pendants were 

v\rc)rn by leaders in Benin vassal states and were found in 

the possession of the Yoruba, Igala, and IglDo. Most were 

human imiages with dov\nicast eyes and facial scarification 

that was non-Edo (Sclimalenbach 1988) . 

The royal art of the court of Benin emphasized the 

power and divinity of kingship. Dangerous animals were 

considered symibols of authority, and were admdred for their 

predatory nature. Qne of the principal symOools of the 

OlDa's sovereignty was the leopard. This animal represented 

the wildness of the bush, where he was considered king 

because of his elegant regalia and his leadership ability. 

The vjorá f or leopard in Edo means "quick in catching." In 

ancient times, leopards were tamed as court mascots. These 

pets were considered leopards of the "home," not of the 

bush. Any hunters who killed a leopard by accident, or in 

self-defense, were required to prove that the leopard slain 

by them v\;as a bush leopard, not a "home" leopard. Qnly the 

oloa or those close to him could wear the leopard skin or 

have leopard m>otifs displayed on their possessions (P. Ben-

Amos 1976). 

Oueen Mother Head (Accession 1989-30-19) 

Although accession 1989-30-19 (61 cm x 17.8 cm) is 

currently labeled "Princess Head," the hairstyle, crov\/n, 

and pyramid base are specific iconology for the 

representation of a queen miother. Queen mother sculptures 

are distinguished by the conical hair style permitted oniy 

to the women v\̂ o held the title of iyoba. The classical 

pyramdd - shape base covered with the guilloche pattern 

popular in Benin, and the basketweave pattern crovm over 

the conical hairstyle, indicate an attention to surface 
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decoration. The eyes are open and the lips closed in an 

expression of serenity. The head epitomizes female beauty 

in Benin royal art. Accession 1989-30-19 is a twentieth 

century representation of the idealized femiale, not a 

likeness of a specific queen mother. 

Over fifty queen mother heads cast in copper alloy 

with their distinctive cone-shaped caps exist. Several are 

still in the shrines maintained for mothers of the obas 

(Freyer 1987) . The copper alloy head was used to hold an 

ivory tusk (another royal prerogative) and was placed on an 

altar to the iyoba after her death. A hole does not exist 

in the back of accession 1989 30-19 to support an elephant 

tusk for use on an altar. 

The symlDolism of the peaked headdress, as well as the 

elephant tusks that these copper alloy heads would have 

supported in situ represents the emphasis on vertical axis 

that is important in Edo belief. Vertical symÛ5ols 

represent the link between the human and the spirit world, 

illustrating how lineage and authority are transmitted from 

one generation to the next (P. Ben-Amos and Rubin 1983) . 

During Esigie's reign (1504-50) the creation of the 

new royal title iyoba, led to the creation of a new royal 

art form. Oral tradition says that before Esigie's time 

the mvother of the oba was executed to prevent any rivalry 

with her son (P. Ben-Amos 1983) . It vjas believed that a 

woman who gave birth to an oba must possess magical powers. 

Esigie's mother, Idia, became a heroine by going into 

battle, killing four hundred men with her double-edged 

sv\/ord, when her son defeated the Igala. Her actions were 

held up to the oba as a challenge to be even braver and 

stronger than a woman (Nevadomsky 1986) . Because of her 

heroism, Esigie appealed to his people to let his rniother 

live, promising never to see her again. His mother was 

established as iyoba in her ovm court in the tovm of Uselu. 
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She had her ov\/n territory, acted as a judge, collected 

tribute. Like the oba, she had the power to sentence to 

death those who lived within her jurisdiction. 

The court of the iyoba vjas a sanctuary and v^s used as 

a refuge for Spanish Capuchins in the mid-seventeenth 

century (Ryder 1969) . The tov\ni of Uselu, where the crovm 

prince also resides, is now within the city limits of Benin 

City. Qnly sixteen quarters are located there for former 

queen mothers. Therefore, some had their palaces at other 

locations yet to be found. Each oba since Esigie has 

conferred the title upon his mother three years after his 

coronation (Eyo and Willett 1980). 

Copper allov fiaures (Accessions 1989-30-2. 
1989-30-136a. and 1989-30-136b) 

Tvjo copper alloy figures, accessions 1989-30-136a and 

1989-30-136b, represent emissaries from other courts, or 

slaves from conquered peoples. Howard dated these figures 

circa 1838, and labeled them "court jesters" (Museum of 

Texas Tech 1989). Both figures are carrying objects that 

could be gifts presented to the Oba of Benin; neither show 

the facial scarification of the Edo. The headgear of 1989-

30-136a (28 cm x 12.7 cm) is the same style as the crovms 

worn by Ife heads. This would indicate the figure 

represents someone of Yoruba royalty. The bulging eyes of 

this figure represent the presence of Yoruba ashe. 

Accession 1989-30-136b (26.8 cm x 14 cm) wears an oval 

shaped cap with tv\Ao feathers attached to the left side. 

The cat-v\̂ isker facial scarification on this figure is 

typical of the Nupe from northern Nigeria (Eyo and Willett 

1980). 

Accession 1989-30-2 (56.5 cm x 18.4 cm) , v\;as 

attributed the title "bronze warrior" by Hov\erd (Museum of 

Texas Tech 1989). This sculpture is a standing figure 
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holding v\Æiat appears to be a bell and striker, often used 

by court attendants and the military to announce the comdng 

of the oloa or his militia (Fig. 4) . The figure wears a 

helmet with the chin straps hanging loose and a double 

strand necklace. He is clothed in a v\n:apper decorated with 

a wide border hem and patterned in etched flowers with 

raised centers. The figure has the wide nose and open eyes 

with pupil holes typical of Edo figures. The elegant 

surface treatment and attentive stance of the figure imply 

that this person is announcing someone in authority. A 

more appropriate title for the figure would be "court 

attendant, " as the f igure carries no weapon, but holds the 

bell and striker. 

Musical instruments were quite important in the 

Kingdom of Benin. They were depicted on one-third of the 

brass plaques studied by Dark (1973). Bells sent messages 

as well as being associated with warfare. The quadrangular 

shaped bells, such as the one carried by this figure, were 

unique in Benin Kingdom iconography (Hess 1983) . The 

procession of the oba and his attendants was an elaborate 

event. A seventeenth-century European chronicler described 

such a processional: 

The king has also many courtiers, v\̂ o when 
they come to court, all ride upon horses, and 
sit upon horses as women and girls do with us, 
and they have one on each side a man running, on 
whom they lean, and according to the greatness 
of their estate, so do they have many men fol-
lowing. Some of these carry great shields or 
umbrellas v\̂ erewith they keep their squire or 
nobleman from the sun. The latter v\;alk nearest 
to him, playing some on drumis, others blowing 
horns and v\̂ istles, some have a hollow iron 
whereon they strike. The horse, also is led by 
a man, and so the squire rides playing to court. 
(Dark 1973:25) 
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Figure 4. Court attendant, 19th 20th 
century, Benin Kingdom, Edo culture, Nigeria. 
Copper alloy, 56.5 cm. x 18.4 cm. The Museum of 
Texas Tech University, Accession 1989-30-2 
(photo by Nicky Olson). 
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Ia]DO 

Masks (Accession 1989-30-1. 1989-30-45. 
1989-30-86. and 1989-30-180) 

Although Howard (Museum of Texas Tech 1989) called 

accession 1989-30-1 (36.8 cm x 27 .9 cm) a "funeral mask, " 

that label is a misnomer. The Igbo do not use masks in 

funeral ceremonies, but in masquerades. This painted wood 

miask has three knotted hair buns and another ]cnot under the 

chin. Dovmv\;ard diagonal slashes are cut into the cheeks 

and accented with black paint, as are the eyebrows, lips, 

and nostrils. The mid-line on the entire face is accented 

with a narrow "braid-like" carving painted black. The 

teeth are individually carved and exposed in the open 

mouth. 

Accession 1989-30-180 (46 cm x 23 cm) is a wood semi-

helmet mfâiden mask painted v\áiite with black headdress 

representing an elaborate hairstyle (Fig. 5). Howard dated 

this mask ca. 1870 (Museum of Texas Tech 1989) . The 

typical horizontal slits for eyes, the protruding lips 

accented with black paint, the carved upper teeth, and the 

long narrow nose are all typical Igbo mask styles. The 

forehead bears black dots in a vertical line extending áovm 

the nose, becomdng a solid line across the promdnence of 

the nose, and extending around the nostrils. Curved slash 

miarks accent both cheek bones. Diagonal lines representing 

scarification are carved on the cheeks in front of each 

ear. The half-round ears are outlined in black. The holes 

around the ]Dase of the mask are for the attac]iment of the 

material that would cover the dancer's head. The semi-

helmet style of this mask indicates that it is from the 

Northern Igbo of the Nri-Awka area (Jones 1984). 

Accession 1989-30-45 (52 cm x 26.6 cm), a Janus-faced 

mask, was identified by Howard (Museum of Texas Tech 1989) 
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Figure 5. Maiden mask, 19th-20th century, 
Igbo culture, Nigeria. Painted v\rood, 46 cm x 
23 cm. The Museum of Texas Tech University, 
Accession 1989-30-180 (photo by Nicky Olson). 
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as Bafo culture, Cameroon Grasslands. However, Austin 

(1990) believed it to be from the Cross River area Igbo. 

Accession 1989-30-45 displays an elaborate hair style above 

which a superstructure contains small mini-masks on each 

side. Horns extend áovm and outward from below the super-

structure. Hairpins are indicated by black wooden pegs 

embedded in the black surface of the hair area. The 

painted v\̂ ite faces and the crested hair style imply that 

this is a maiden mask. Both faces have features accented 

with black. Qne face bears dov\;nward slashes diagonally 

across each cheek, and a thin black line extending tov\ard 

the nose ending in a black diamond between the eyebrows. 

The opposite face has nsibidi miarkings carved on both 

cheeks and a carved widow's peak extending to an arrow on 

the bridge of the nose. The eyes are slits and the oval 

open mouths are typical of Igbo style. Three small horns 

are attached to the headdress with indications that eight 

more are missing. 

Nsibidi facial markings on this mask are symilDolic 

v\n:iting used throughout the Cross River area. Simdlar 

miarkings can be seen on Boki masks in the Carlo Monzino 

collection (Vogel 1986, plate 87) . These examples of 

nsibidi are important in the study of iconology in African 

art. Until recently, historians have lamented that Africa 

had no v\n:itten language, and therefore lacked any form with 

which to record history other than through oral tradition. 

Nsibidi, now almost forgotten, might have developed into a 

vehicle for expressing literature, poetry, and history, if 

the colonial period had not occurred. More than five 

hundred signs have been recorded that depend on meaning 

rather than language. This situation enables nsibidi 

communication to occur between people who do not speak the 

same language. It seems possible that literature, now 

lost, has been written in nsibidi because court cases have 
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been recorded in nsibidi (Isichei 1983) . Nsibidi 

ideographs work on several levels of communication, from 

signs representing household objects to secret symibols 

noting historic events within the Leopard (Ekpe) Society 

(Thompson 1984). 

Janus-faced masks (e.g., accession 1989-30-45) allude 

to the duality of this v̂ rorld and the spirit world. They 

also combine masculine and feminine qualities, implying 

that the combination of male and female characteristics 

create a perfect v\;hole. This view of spiritual perfection 

as the blending of both sexes is demonstrated in the 

concept of the suprone being as neither male nor female 

(Vogel 1986). Janus-faced masks are found among many 

cultures in sub-Saharan Africa, including the Igbo and 

Yoruba. The Cross River Janus-face masks are often skin 

covered (Jones 1984). 

Light-colored masks, maiden masks of agbogho mmuo, 

celebrate the ideal of physical and moral beauty amiong the 

Igbo (Cole and Aniakor 1984). The white-faced maiden 

spirit masks (accessions 1989-30-1, 1989-30-45, and 1989-

30-180) express positive aesthetic value. The dancer 

representing a maiden spirit often wears a colorful body 

suit made of appliqued cloth. Some maidens wear v\̂ ite 

flowing robes. All dancers wear waist bands hung with many 

bells (Cole and Aniakor 1984). 

Accession 1989-30-86 (30.5 cm. x 24.1 cm) is a 

polychrome vjooá example of the aggressive, masculine mask 

style. Howard dates this mask ca. 1919 (Museum of Texas 

Tech 1989) . The majority of the mask's surface is covered 

with flat black paint, with accents of white and yellow. 

The inside is painted white. Holes are carved into the 

bottom and both sides for the attachment of the costume. 

These side holes may indicate that the head attachment was 

woven basketry, as often is the case in Igbo masks (Cole 
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and Aniakor 1984) . The eyebrows are prominent and bulging, 

with the entire area above the brov̂ s accented yellow. The 

eyes are small horizontal ovals outlined with white. The 

mouth is also a carved horizontal oval, with carved upper 

teeth and inner lips painted white. The nose is long and 

narrow, with carved out nostrils; the ears are basic semi-

circles delineated only by a iDand of white paint. 

Dark-faced miasks evoke the dangerous, anti-aesthetic, 

and mysterious forces of the bush. The costume of a beast 

dancer would be rough cloth, burlap, rags, or raffia. Many 

dancers simply don old clothes from the discard heap. 

Qften the dark beast masks represent elders who are being 

criticized (Qttenberg 1972). 

Thousands of maiden spirit masks, and many times their 

numibers of the dark masks, exist in all areas of Igboland. 

Masking society participants say the reasons for the 

preponderance of beast spirit masks are: (1) it is easier 

to dance the steps of the beast than to imdtate the 

feminine beauty of the maiden spirit dance; and (2) the 

costumes and masks are cheaper to commission or rent (Cole 

and Aniakor 1984). Dance steps that correspond to the 

characteristics of the spirits portrayed are a vital part 

of the illusion (Blier 1974). A deeper philosophical 

explanation may exist for the large number of beast masks. 

Perhaps the Igtx) believe that more evil spirits are at 

large in the community than good. 

All of these masks have the definition of form and 

detail typical of Igbo carving with strong, hard planes and 

sharp edges. The angle of the hairline and the dovmward 

curves emphasize the eye socket. The mouths are partially 

open displaying teeth and the lips protrude from shailow 

facial areas. The eyes are small, unarticulated openings 

outlined with contrasting color. The ears are semi-circles 

set at right angles and placed in non-human positions on 
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the head. Pre-1930 masks often were simpler than ones used 

today, with no color added to the simple white with black 

color scheme (Cole and Aniakor 1984). 

Many Ig]DO miasquerades are public performances. 

Several hundred artists (musicians, singers, dancers, 

actors, and costume designers as well as sculptors) are 

involved in the creation of the miasquerade. The costumdng 

and dance performance are as important as the masks worn. 

All the skits are intended for public enjoyment as well as 

to realign social tensions. The context of the play 

changes each year. The songs and dances often are 

remembered for many years, and the performance is reviewed 

and discussed for a long time. Some troupes even take 

their masquerade "on the road" to neighboring villages. 

Qne such festival was described in detail by Ottenberg 

(1972) . The masquerade vjas organized by a group of young 

men vjho volunteered to produce the dance. If no one had 

volunteered, no perfonnance would have taken place that 

year. 

Within men's societies, the younger age-grade groups 

are able to ridicule and criticize their elders through the 

forum of the miasquerade. The masker does not possess the 

power to act as judge, nor does wearing the mask entitle 

the dancer to wield political power. It does give the 

dancer the f reedom to make comments that would never be 

permitted the unmiasked. Persons who have acted foolishly 

or greedily, have been intemperate or licentious, are 

specifically named. Their transgressions are acted out. 

The persons criticized must not demonstrate anger, but must 

applaud the dancers and give money to the performers 

(Ottenberg 1972). 

Traditions and sacred ceremonies are incorporated into 

the secular admdnistration of justice, the settling of 

claimis, and the control of the marketplace. No specific 
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shrines are associated with masks. They may be 

commissioned or rented because they have no personal 

relationship with the spirit they are said to represent. 

The cross-cultural exchange of masking styles and the 

continuing style changes among all the peoples of the Niger 

delta make it very difficult to determine exactly the 

origin of any mask without accompanying field data (Cole 

and Aniakor 1984). Each artist makes an effort to create a 

new concept when carving a new mask. Therefore, it is not 

possible to identify any one mask with a particular 

community, festival, or spirit. With thousands of mask 

characters still in active use, and many more destroyed 

during the Biafran War, it is almost impossible to identify 

a particular mask with any single group. 

Personal Fiaures (Accession 
1989-30-137a.and 1989-30-137b) 

Accession 1989-30-137a (height 87 cm) and 1989-30-137b 

(height 86 cm) are polychrome wood figures (Fig. 6). These 

male and female standing figures were said by Howard to 

date from ca. 1839 (Museum of Texas Tech 1989) . Without 

v\n:itten documentation, the accuracy of that date cannot be 

confirmed. The patina and encrustation on the wood does 

indicate that they are old, but perhaps only early 

twentieth century. 

Although scarification varies within each sub-group, 

these figures display the ancient Nri ichi facial markings 

that now are indicators of status rather than royalty 

(Boston 1977) . Ichi markings of this type are used only on 

masks and sculpture today. The male figure has chevron 

scarification on the chest and stomach called mbubu (Cole 

and Aniakor 1984) . The legs of the figures in the Museum's 

collection are circled with a pattern representing brass 

leg coils. Both male and female wear wrist bands, but no 
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Figure 6. Personal figures, 19th-20th 
century, Igbo culture, Nigeria. Polychrome wood, 
(left) Accession 1989-30-137a, 87 cm; (right) 
Accession 1989-30-137b, 86 cm. The Museum of 
Texas Tech University (photo by Nicky Olson). 
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neck rings, and have prestigious hairstyles. The female 

figure (accession 1989-30-137a) wears a top-knot hair style 

whereas the mele figure (accession 1989-30-137b) displays a 

cockscomb hair style that extends to the nape of the neck. 

Both figures appear to have been painted golden yellow, 

brov\ni, and tan, although the color has been rubbed away 

through vjear. Many of the figures from the northcentral 

area are beautified by paint, with yellow representing 

peace (Cole and Aniakor 1984). These figures display the 

typical characteristics of northcentral region style 

Accessions 1989-30-137a and 1989-30-137b are created 

with the compressed body and slightly enlarged heads 

important in the Igbo aesthetic. The head and body 

proportions are more realistic than the Yoruba and Edo 

proportions of 1:3 or 1:4. The bodies have a relaxed 

stance, appearing to be frozen mid-stride, unlike the 

posture of the Yoruba figures. They are frontally 

oriented, with mdd-line emphasis. The high relief line on 

the frontal skull, the small chin and the open mouth with 

upper teeth thrust forward are typical Igbo styles (Wingert 

1962) . The eyes are small and deep-set. Qne feature that 

is constant in these figures is the display of extended 

hands, palm\s-up, representing the generosity of the 

ancestors and their willingness to accept gifts. The 

gesture also means "I have nothing to hide" (Cole and 

Aniakor 1984:92) . The hands and feet are heavy, with the 

fingers and toes schematically indicated in typicai Igbo 

style. 

The figures are not voluptuous. Sexual imagery is not 

generally prominent in Igbo sculpture (Boston 1977). Other 

aspects of achievement are wore important to prestige than 

procreation; therefore, genitalia are often not major 

features, as is illustrated in these figures. The male 

figure exhibits chest scarification extending to the navel. 
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Both figures display prominent umibilical projections. 

Herniated umibilical projections have an assertive quality 

in Igbo art, and are common among Igbo children (Qttenberg 

1988) . 

In the northcentral area around Awka and Agukv̂ u Nri, 

as many as thirty figures, called alusi, might be gathered 

for a festival of images, paraded through the tovm, and 

then arranged as for a banquet. A sacramental meal then is 

prepared for all to share, both the living and the tutelary 

deities represented by the figures. Although the figures 

are symibols, they are not literally ancestors. They do not 

represent actual family members. 

Another figural form, called ugonachomma, usually are 

commissioned ornaments for feasts and have no ritual 

purpose (Boston 1977). Ugonachomma represent the moral and 

aesthetic standards of idealized couples and are created 

specifically as works of art, used as stage props in 

masquerades, adding status to the age-group or family that 

commissioned them (Cole and Aniakor 1984). While alusi are 

carved of hardwood, the ugonachomma usually are made of 

softwood. 

Without data to determine the use to which the 

Museum's figures were originally put, it is difficult to 

determine whether these are ugonachomma or alusi. However, 

certain clues indicate the probability that they are alusi: 

(1) the Nri ichi markings and the simplicity and style of 

adornment lead one to believe they are from the 

northcentral region; (2) northwestern area artists are more 

likely to create ugonachomma; (3) ugonachomma usually are 

adorned with uli (body painting) , more jewelry, and hold in 

their hands objects signifying prestige; and (4) an 

elongated neck is a necessary feature in ugonachomma. This 

feature is a metaphor for woman as eagle representing 

beauty (Cole and Aniakor 1984) . The absence of uli. 



elalDorate jewelry, and the elongated neck v\rc>uld indicate 

that accessions 1989-30-137a and 1989-30-137b are alusi. 

No study has been conducted on the wood f iber of the 

figures to determine wood type. 

111 



CHAPTER VI 

SUGGESTIQNS FOR PERMANENT GALLERY 

In 1988, an exhibit demonstrating the changes in 

perception and treatment of the cultural material of Africa 

vjas mounted by the Center for African Art in New York 

(Vogel 1988). This exhibit, titled Art/Artifact. traveled 

the country. The objects were presented in three 

historically correct exhibit formats: as they would have 

been displayed in a nineteenth-century cabinet of 

curiosities, as exhibited in an etlinology collection, and 

displayed as v\rorks of art. This exhibition illustrated how 

the display of artifacts and the presentation of 

information can influence the perceptions of an audience. 

The Museum is planning a permanent gallery space for 

its African art collection. Infonnation obtained and 

special exhibitions viewed at the Art Institute in Chicago, 

the New Qrleans Museum of Art, and the Kimibel Museum in Ft. 

Worth, as well as permanent exhibits at the National Museum 

of African Art, Washington, D. C ; the Field Museum in 

Chicago, and the deMenil Museum in Houston, offer valuable 

ideas for the design of this gallery. 

Tv\AO concepts are of concern: (1) care must be taken 

not to reinforce the average viewers already distorted 

perceptions of African art as "primitive" and "strange"; 

and (2) the work mtust be displayed with some respect for 

the peoples and their distinct styles and cultures. Africa 

is a continent more than three times the size of the United 

States. Lumping the art of all these cultures in one 

exhibit area can lead to confusion and mixed messages. 

Perhaps the best plan is to design an African exhibit hall 

that can rotate exhibits throughout the year, resting most 

objects, while the work of one specific culture or theme is 

on display. This plan also permits the use of space for 
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visiting exhibits that v\rauld expand on the ]aiowledge and 

study of the continent's art, e.g., cloth, costume, 

jewelry, and architecture. 

The entrance to the exhibit hall v\rould display a v\/all-

sized silhouette miap of the world, preferably based on the 

newer geographic v\ork of Arno Peters (1990) that delineates 

continents according to the accurate measurements of 

surface area. This miap v\ould illustrate to visitors the 

vastness of the continent and the relative size as conpared 

with the Western v\Aorld. An overlay of color would then be 

used on the continental outline of Africa, highlighting the 

region being presented at any given time. Mazrui (1986) 

asserted that the uninformed prejudices about all things 

African began with ignorance about the geographic 

characteristics of the continent and European ethnocentrism 

in the making of maps. 

The Art Institute of Chicago's treatment of geography 

in the Yoruba: Nine Centuries of African Art and Thouaht 

exhibit provided valuable information in every gallery. As 

the viewer entered the space, a vast silhouette of Africa 

in brov\;n was overlaid with a gold leaf outline placing 

Nigeria in context. As one walked through the areas, each 

displayed a new map of Nigeria with only those sites marked 

that were relevant. The gallery exhibiting the artifacts 

f rom Nok pinpointed on the map their place of discovery; 

the hall that discussed royalty pointed out the various 

locations of the principal kingdoms and empires; the 

gallery displaying masquerade costumes and masks also 

included a map showing the areas where these festivals 

occur. 

Signage in art exhibits is an issue with several 

opposing views (Vergo 1989). Purists in art criticism and 

aesthetics often maintain that the object must stand alone 

without explanatory text to fulfill its mission as a vjork 
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of art. Beardsley and other philosophers who adhere to the 

non-intentionalistic theory of art criticism insist that 

the viewer must look upon each object and ask "not, What is 

this supposed to be? but, What have we got here?" 

(Beardsley 1982:29) . While the argument continues whether 

a work of art is simply an object with various perceptual 

properties, a general museum must be concerned with the 

interests and needs of its audience. That audience 

deserves to learn from what it views. Often, traditional 

art mruseumis have given little information about the objects 

within their displays, and etlinographic museumis have given 

m íre that is comfortably absorbed (Jacknis 1985) . A happy 

medium can be achieved. The Kimbel Museum in Ft. Worth is 

labeling art v\rark with informational texts that are easily 

read (angled for viewer comfort) , briefly give some 

background about the artist and period, and address the 

aesthetic qualities of the art object presented. As an 

example of brevity yet clarity within a text panel for an 

African sculpture, the following quotation is an object 

text from Yoru^oa: Nine Centuries of African Art and 

Thought: 

The intensity and anxious expression of 
this face distinguish it from the larger corpus 
of ancient terracottas v\áiich are remarkable for 
their serene presentation. All exenplify the 
Yoruba concept of oju-imu, revealing the inner 
or discerning eye of the artist. 

Location: Owo 
Head from a figure 
15th c. 
terracotta 

Within the case containing that object a photograph is 

displayed of the grove in Esie where the sculpture and its 

companions were excavated. 
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Included with the exhibit of the objects would be 

photographs to assist with the educational mission. The 

National Gallery of African Art of the Smithsonian 

Institution and the William Fagg Collection of the Royal 

Anthropological Institute, London, iDoth have archives that 

provide photographs of archaeological v\rark in Nigeria, and 

material culture in situ on altars, in the marketplace, 

during festival use, and in homes. Using large-scale color 

enlargements of dancing masqueraders is an effective 

teclinique for ascribing the relationships between masks, 

dancers, and costumes. Color photographs allow the museum 

visitor better to visualize the mask within the context of 

the mfâsquerade, as part of a dynamdc multi-media 

production. Photographs showing the entire costume of a 

royal personage in full regalia help a viewer understand 

the regard given to an oba or chief, and demonstrate the 

importance of ritual and rank within contemporary Nigerian 

communities. Sequential photographs illustrating the 

processes of lost-wax casting of metals, the carving of a 

mask, the weaving of fabrics, or the making of pottery 

assist the viewer in visualizing the process and better 

appreciating the craftsmanship. 

Until it is seen in the performance, as part of the 

costume, with music and motion, even the artist cannot be 

sure the miask he carved is successful. How the miasker 

moves, animiates the figure, is ultimately the critical 

element that brings the mask to life. The Art Institute of 

Chicago's installation of the Yoruba: Nine Centuries of 

African Art and Thouaht exhibit created an effective mood 

in the exhibition of Egungun costumes by elevating the 

robes above normal eye level. The costumes were supported 

from within by f lexible bands that extended the hems and 

caused them to appear to be swirling about as if in dance. 

The figures were then lighted so that huge shadows were 
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cast upon the v\;all behind them. Mannequins did not 

distract from the color and texture of the costume. The 

overall effect was one of awe and dramia, just v\̂ at the 

audience of the mvasquerade would experience. The same 

costumes were displayed in cases at the National Museum of 

African Art, Washington, D. C. The garments miade little 

impression merely hung in cases without accompanying 

photographs of the masquerade performance. The differences 

in exhibition technique for the same objects in the same 

traveling exhibit clearly demonstrated how presentation and 

dramiatic treatment can assist in the understanding and 

appreciation of the objects. 

A terrporary exhibit in 1988-89 at the National Museum 

of African Art prompted the idea of articulated mannequins. 

The mietalv\rark of a contennporary African sculptor, Sokari 

Douglas Camp, integrated movement of traditional dance into 

her pieces, creating kinetic art. That exhibit suggested 

the use of mechanically programmed figures. Dressed in 

complete costumes, these mannequins would dance to tape-

recordings of appropriate music. Problems would arise with 

the concern for care and preservation of costumes entrusted 

to the care of a museum, as opposed to the educational 

effectiveness of a "dinamiation"-type display. A compromise 

between wear and conservation v\Aould permit such use of 

motion in exhibition. Perhaps copies of original costumes 

could be created for such a display. 

There are many possibilities for temporary exhibits to 

expand the depth of the Museum's collection. The uses of 

cloth as communication and status, as well as for ritual 

purposes could be explored. The diversity of weaves and 

patterns, as well as the rich use of dyes each make an 

exhibit. Embellished fabrics and beadwork are exciting 

subjects to explore, as is costume design. Basketry, gourd 
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embellisliment, and pottery making are all refined arts 

amvong miany African peoples. 

Architecture in sub-Saharan Africa provides miany 

avenues to examdne. Igloo m̂ oari houses, Edo Qlokun shrines, 

Yoruloa houseposts, wall panels, and doors offer only a 

smiall sampling of the vast plethora of styles to examine 

from great m ̂ sques such as the one in Djenne, to the 

stoneworks of Zimbabwe (Willett 1988a; Vansina 1984) . An 

exhibit could be developed about the architectural styles 

of peoples of semi-arid regions contrasting sub-Saharan 

Africa and the southwestern United States architectural 

styles. Murals, shrine sculpture, screens, and thrones all 

enhance architecture and could be studied within that 

paradigm. 

Excellent photographs of African buildings and murals 

found in Anderson and Kreamer (1989) and Cole and Aniakor 

(1984) could be studied to serve as archetypes for wall 

patterns in exhibit spaces. Further study of Nigerian 

architecture would be enhanced by visiting museumis in 

Africa. The Museum of Traditional Nigerian Architecture in 

Jos vjas built by the Com m.ssion of Museumis and Monuments of 

Nigeria as an adjunct to the Jos Museum. It contains more 

than twenty types of structures, all recreated by 

traditional builders from many regions'of Nigeria. 

A simple suggestion of the rectangular shrine with 

carved posts, created at the Art Institute in Chicago, was 

most effective. The raised platform with open walls v\;as 

located in the center of the gallery. It was plastered, 

painted a subdued earth color, and covered with a 

corrugated tin roof. The carved houseposts displayed in 

this construction appeared to serve as functional veranda 

posts, yet the construction itself was so unobtrusive that 

it did not distract from viewing the houseposts f rom all 

sides. 
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Thematic exhibits focusing on masquerade, divination, 

mrythology, or any numiber of specific icons such as the 

v\/arrior, mvother and child, or animials could be developed. 

An interesting exhibition at the Kimbel Museum contrasted 

African portraits with Euroamerican portraits of varying 

periods, from medieval saint to pop art. The exhibit, 

Likeness and Bevond: Portraiture in Africa and the World, 

vjas created by The Center for African Art, New York. 

Exhibits portraying the African diaspora as it has 

influenced Cuban art (Thompson 1984) , the art of Brazil 

(Cmari 1989), or the art of African-Americans could be 

considered. Exhibits similar to Black Art/Ancestral 

Leaacv: The African Impulse in African-American Art," 

Dallas Museum of Art, could be developed or borrowed. An 

examdnation of the art of those who still practice the 

traditional Yoruba religion in the New World could be 

interesting (Thoitpson 1984, Gleason 1987) . 

Contemporary African artists whose works are available 

on loan could be exhibited to demonstrate the influence of 

traditional art on those who are working now- Beier (1960) 

talked about the affinity of spirit between contemporary 

Nigerian artists and their past. He sought a continuation 

or development of African art, within a purely African 

context v\̂ en he worked to promote a resurgence of the arts 

after independence. In the early years of independence, 

art education in Nigeria adopted foreign styles and 

tecliniques. Beier lamented that many Africans viewed their 

ov\ni art as bac]<3̂ rd and primdtive. Today that attitude has 

changed. Many Nigerian artists are internationally 

recognized in the art world while deriving inspiration from 

their own traditions {Brovm 1966; Cole 1989). The Museum 

collection could be enriched by adding the works of 

contemporary African artists. 
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The utilization of film and video to enhance the 

exhibits and further the educational role of the Museum 

should not be overlooked. The Atlanta Bureau of Cultural 

Affairs conducts an annual film festival that features 

African cinema. Cheryl Chisolm, an independent consultant 

for the Atlanta Cultural Affairs Bureau, plans artists' 

visits and other innovative programondng during the 

festival. The Kimibel Museum, Ft. Worth, presented a film 

festival of av\/ard winning African films during the 

exhibition, Likeness and Bevond: Portraiture in Africa and 

the World. WETA-Washington, D.C., public television 

recently produced a documentary about contemporary Nigerian 

artists that is available to educational institutions. The 

video, Niaerian Artists--Kindred Spirits. can be purchased 

from PBS Video, Arlington, Virginia. Basil Davidson's PBS 

series, Africa: a Vovaae of Discoverv. should be required 

viewing for all docents. This video is ov\;ned by the Texas 

Tech University Library and could be screened at the 

Museum. Many filmis and videos about African art have been 

produced by the University of Iov\/a. They are available for 

purchase from the University of lowa Art Department, lowa 

City. 

Celia Marriott of the Art Institute of Chicago, 

Department of Museum Education, has developed an excellent 

sound-slide presentation that describes Yoruba aesthetics 

and world view. This short audiovisual, The World Beaan at 

Ile-Ife: Meanina and Function in Yoruba Art, v\/ould be 

excellent used with the exhibition of Yoruba art. This 

videocassette can be ordered from the Art Institute's 

Education Department for a nominal sum. A thirty-minute 

sound film titled Gelede: a Yoruba Mascruerade is available 

from the Ile-Ife Institute of African Studies, Nigeria. 

Videos that portray specific masquerades, or specific 

cultures could be integrated into the exhibition area. 
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However, misinformvation is given to the museum visitor if 

the f ilm shov̂ n does not specif ically relate to the cultural 

objects on display. For example, if the exhibited masks or 

costumes are from a Gelede festival, the associated viewing 

of a film a]Dout Mande harvest festivals only will confuse 

the visitor. Generalities are not educational. 

The et]inocentric attitudes of early collectors and 

anthropologists omitted the artist's name (Sieber 1986). 

Price described the attribution of the object to the 

collector who "discovered" the piece as "pedigree replacing 

artist's signature" (1989:107). Traditional artists in 

most Nigerian cultures are not anonymous. Because most of 

the extant art of Africa is from the nineteenth and 

twentieth centuries, it may be possible to determine the 

style and tec]inique of the creator, the identity of the 

artist, or at least the community in which the famdly 

v\rarked. Research within the records collected by the 

Nigerian Department of Antiquities may reveal the 

identities of the artists who created some of the objects 

within the Museum's collection. 

The Department of Antiquities in Lagos, Nigeria, holds 

Murray's data detailing the names of artists and their 

works since the 1930s (Willett 1988a). After Nigerian 

independence Fagg (1969) and Willett (1978) documented and 

compared the work of many Yoruba carvers. Several scholars 

such as d'Azevedo, the Drewal's, Ben-Amos, and Thompson, 

continue the work of recognizing individual artists today. 

In the Yoruba: Nine Centuries of African Art and Thouaht 

exhibition developed by the Center for African Art, New 

York City, a conscious effort to identify objects by artist 

has been made (Drev\/al and Pemberton 1989) . After the 

Museum has had the opportunity to identify the artists 

within a given culture, acquisition of additional objects 
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should be narrowed to collecting those pieces that v\rauld 

best represent that culture. 

The quality of any given body of v\«Drk cannot he 

deterndned unless a v\;hole range of artistic production is 

studied. The primiary purpose of the collection of sub-

Saharan art in the Museum is study and education. Seen 

within this context, the viewers and students of the future 

will be able to compare and develop aesthetic sensibilities 

iDased on the study of a large iDody of v^rk. Within the 

Museum's collection are objects that may not be the finest 

examples of their kind (Austin 1990) . Masterpieces are not 

typical in any culture. Eovjever, this collection is a 

foundation upon which greater research can be developed, 

and from which a larger, more refined collection can grow 

as funding and research allow. Within the Yoruba 

collection, the expansion of the corpus should include an 

Egungun miask with costume. The addition of a Ekwe mask and 

Ijele mask of the Igbo, as well as knitted and applique 

bodysuits, v\;ould enhance the collection. As each culture 

is studied, it is possible to ̂ oecome increasingly selective 

in the acquisition of objects representing that culture. 

Research into the creation and use of art in every 

culture is on-going. Many ]DOoks available in local 

libraries perpetuate misinformation and do little to inform 

about the cultures and their art work. It is incumibent upon 

the Museum to act as educator, and to dispel misconceptions 

about the objects and the peoples v\;ho created them. Using 

the aesthetic conventions of the culture to present that 

culture's art rather than depending upon Western aesthetic 

conventions may require the advice of African experts on 

their ov\;n art history. Current research in African art is 

being carried out by miany newly trained African art 

historians, ethnologists, and museologists. The Museum 

could develop a lecture series that vÆ)uld bring these 
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people to Lubbock. Through invitations to visiting African 

scholars and grants to provide travel to African countries 

whose v^rk is exhibited, the Museum could become a center 

for the study of the art of súb-Saharan Africa. 

The primiary objectives of every exhibit in the 

"African Hall" should be to present the material as African 

art and as African art (Price 1989:121). This collection 

of art must be exhibited within that context. The creation 

of specific dioramias portraying village life should be 

avoided because the complete et]inographic data is not 

available. The Museum best serves its purpose of 

explaining the collection as an artistic contribution to 

cultural history by treating each object with respect and 

exhibiting each to best advantage. Unrelated masks need 

not be exhibited together. A well-articulated explanation 

of the aesthetic principals of each culture, and a 

consciousness of their cultural history in informational 

texts is all that is necessary. The Museum has a moral 

obligation to dispel the perseverance of ethnocentric 

biases about Africa and African art. 



CHAPTER VII 

SUMMARY 

Much research has been done since de Rachewiltz (1956) 

declared that all "Black" art was associated with magic and 

not intended to stimulate aesthetic feelings. However, 

misconceptions such as those perpetuated by de Rachewiltz 

still exist. This study has endeavored to integrate the 

current research of art historians, historians, and 

anthropologists to form an overview which will prepare the 

viewer for an encounter with the art of the Yoruba, Edo, 

and Igbo of southern Nigeria. Although advances have been 

made in the study of African art, many prejudices remain. 

Some current writings mislead and reinforce concepts that 

should have been discounted years ago. As recently as 

1984, Jones miaintained the attitude that only through the 

"refined" sensibilities of Western perception, could this 

sculpture be appreciated as art. He stated that the 

African sculptor v\;as not interested in artistic expression 

and had no tradition of aesthetics (Jones 1984) . 

Museums share some responsibility for the 

dissemdnation of misinformation. Some of the mistakes of 

the past are still being practiced in museum displays and 

information packages-. Ethnographers have criticized art 

museumis for displaying African material culture 

unaccompanied by tec]inical and functional information. 

Earlier art historians said et]inographers lacked aesthetic 

sensitivity and failed to recognize the intrinsic value of 

the v\;Drk. Recent experts in African art fault both 

disciplines for failing to synthesize the tv\;D approaches 

into a method of studying both content and formal aspects 

of objects. Today, many scholars are willing to integrate 

the formal aspects important to art historians with the 
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tec]inical information valued by et]inographers. These 

experts on African art history are the principal sources 

for this study. This study has focused on the integration 

of cultural history with an appreciation of the objects as 

v\;Drks of art. 

This study focused on the history of the Yoruba, Edo, 

and Igbo cultures of southern Nigeria. These three 

cultures were selected because their ancient histories and 

wealth of art can provide a general foundation for the 

understanding of African cultural history and aesthetics. 

A description of the region and a discussion of the common 

pre-history of these peoples prefaced a summary of 

archaeological findings. Tradition and oral history and 

v\n:itings from early explorers were integrated into their 

histories. The objects described were discussed using the 

aesthetic standards of the creating cultures. The objects 

were explained in the context of their probable uses. Some 

suggestions were made for the utilization of the 

collection. Ideas, derived from the study of many museum 

exhibits, were provided for the future installation of 

these objects within a permanent exhibit space. 

The intention of this study has been to integrate the 

study of the sculptures' formal aspects with a better 

understanding of the artists' cultural perspectives. This 

study has attempted to compare styles and suggest possible 

attributions for some of the objects discussed. The 

integration of knowledge of the cultural history of the 

YoruÍDa, Edo, and Igbo people with an examination of 

examples of their art make for a better understanding of a 

portion of the Museum's collection of African sculpture. 

Staff and docents can use this study in the preparation of 

tours and educational materials, helping others to 

appreciate African art. This increased ]cnowledge and 
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understanding of the collection will lead to increased 

knowledge and understanding of these peoples. 

A better imderstanding of the art of Africa will 

enable viewers of African descent to take pride in their 

heritage. The Museum's collection of these objects should 

not iDe seen as a public relations tool to increase visitor 

numbers from the African-American community. The 

collection must be the foundation for a greater 

appreciation of the creative contributions miade by African 

cultures to the art v\rorld. The collection is also a 

celebration of cultural diversity. The profound influence 

of the African diaspora on the consciousness of African-

Americans, and indeed all Americans, requires that people 

learn more about these cultures. The visual arts of Africa 

have influenced contei porary art in America mtuch as African 

music and culture have had an impact on Western culture. 

Through improved ]aiowledge of African art and ideas, all 

viewers will be able to see the African heritage as a rich 

contributor to the fabric of v\rorld art history. 

Jacques Maquet claims that the shared experience of 

art "is probably the only possible communication between 

men separated by time, space, language, habits of life and 

thought. And this communion may produce an immediate 

understanding of the special feeling of a culture" 

(1972:xvi) . The final test of any art is composed of three 

questions: (1) does it speak to you? (2) does it move you? 

and (3) is there communication between the viewer and the 

art? If the answers are yes, then art has succeeded. 



LIST QF REFERENCES 

Abrahamis, Roger D. 1989. African Folktales: Traditional 
Stories of the Black World. Bloomington and 
Indianapolis: Indiana University Press. 

Achebe, Chinua. 1984. The Igbo v^rld and its art. In 
lobo Arts: Communitv and Cosmos, eds. Herbert M. Cole 
and Chike C. Aniakor, ix-xii. Los Angeles: Museum of 
Cultural History, UCLA. 

Ajayi, J. F. A. and Michael Crov\?der. 1976. Historv of 
West Africa. London: Longman Group, Ltd. 

Anderson, Martha G. and Christine Mullen Kreamer. 1989. 
Wild Spirits. Strona Medicine: African Art and the 
Wildemess. Seattle: University of Washington Press 
for the Center for African Art, New York. 

Anderson, Richard L. 1989- Art in Small-Scale Societies. 
Englewood Cliffs: Prentice Hall. 

. 1990. Calliope's Sisters: A Comparative Studv 
of Philosophies of Art. Englewood Cliffs, New York: 
Prentice Hall, Inc. 

Amold, Guy. 1983. S.v. "Nigeria." In Britannica Book of 
the Year. Chicago: Encyclopaedia Britannica, Inc. 

AtterÚDorough, David. 1976. The Tribal Eve. New York: W. 
W. Norton and Co., Inc. 

Austin, Ramona. 1990. Personal communication. Chicago: 
The Art Institute of Chicago. 

Bascom, W. R. 1969. Creativity and style in African art. 
A paper presented at the First International Congress 
of African Culture in Salisbury, Southern Rhodesia, 
1962. Reprinted in Tradition and Creativitv in Tribal 
Art, ed. Daniel P. Biebuyck, 98-119. Berkeley: 
University of California Press. 

. 1973. African Art in Cultural Perspective. New 
York: W. W. Norton. 

126 



127 

Bascom, W. R. 1984. The Yoruba of Southwest Niaeria. New 
York: Holt, Rinehart, Winston, 1969; reprint, 
Prospect Heights, Illinois: Waveland Press, Inc. 
(page references are to reprint edition). 

1989. A Yoruba master carver: Duga of Meko 
In The Traditional Artist in African Societies, W. L. 
d'Azevedo, ed. Bloomington: Indiana University 
Press, 1973; reprint, Bloomdngton: Indiana University 
Press, Midland Books, 1989 (page references are to 
reprint edition). 

Beardsley, Monroe. 1982. Aesthetics: Problems in the 
Philosophv of Criticism. New York: Hackett, 1958 
(page references are to reprint edition). 

Beier, Ulli. 1960. Art in Niaeria 1960. London and 
Ibadan, Nigeria: Camibridge University Press. 

n.d (ca. 1960). Ibo and Yoruba art: a 
comparison. Black Qrpheus 8:46-51. Ibadan, Nigeria; 
General Publications Section, Ministry of Education. 

. 1980. Yoruba Mvths. London: Camibridge 
University Press. 

Ben-Amos, Dan. 1975. Sweet Words/Storvtellina Events in 
Benin. Philadelphia: Institute for the Study of 
Human Issues. 

Ben-Amos, Paula. 1973. Symibolism in Olokun mud art. 
African Arts 6(4):28-31, 95. 

1975. Professionals and amateurs in Benin court 
carving. In African Imaaes: Essavs in African 
Iconoloav. African Studies Series, Boston University, 
eds. Daniel F. McCall and Edna G. Bay, 171-80. New 
York: Holmes & Meier/Africana Publishing Co. 

1976. Men and animials in Benin art. Man 
11(2):243-52. 

. 1983. In honor of Queen Mothers. In The Art of 
Power/The Power of Art, eds. Paula Ben-Amos and Arnold 
Rubin, 79-83. Los Angeles: Museum of Cultural 
History, UCLA. 



128 

Ben-Amos, Paula. 1986. Artistic creativity in Benin 
kingdom. African Arts 19(3):60-63. 

Ben-Amos, Paula, and Arnold Rubin, eds. 1983. The Art of 
Power/ The Povjer of Art: Studies in Benin Iconoaraphv. 
Los Angeles: Museum of Cultural History, University 
of Califomia Los Angeles. 

Bentor, Eli. 1988. Life as an artistic process: Igbo 
ikenga and ofo. African Arts 21(2):66-71, 94. 

Biebuyck, Daniel P., ed. 1969. Tradition and Creativitv 
in Tribal Art. Berkeley: University of California 
Press. 

Blackmun, Barbara Winston. 1983. Reading a royal altar 
tusk. In The Art of Power/The Power of Art, eds. 
Paula Ben-Amos and Arnold Rubin, 59-69. Los Angeles: 
Museum of Cultural History, UCLA.. 

. 1988. From trader to priest in two hundred 
years: the transformation of a foreign figure on Benin 
ivories. Art Journal 47 (2):128-38. 

. 1990. Qba's portraits in Benin. African Arts 
23(3):61-69, 102. 

Blades, Richard. 1985. Northern Edo. In I Am Not Mvself, 
ed. Herbert Cole, 66-67. Los Angeles: Museum of 
Cultural History, UCLA. 

Blier, Suzanne. 1974. Beauty and beast. In African Art 
and Philosophv, ed. Douglas Fraser, 107-13. New York: 
Interbook. 

Bohannan, Paul. 1961. Artist and critic in an African 
society. In The Artist in Tribal Societv, ed.Marian 
W. Smdth, 85-94. London: Routledge and Kegan Paul. 

Boston, John. 1977. Ikenaa Fiaures Amona the North-West 
abo and the laala. Lagos, Nigeria: Ethnographica 
and the Federal Department of Antiquities. 

Bradbury, R. E. 1973. Benin Studies. London: Oxford 
University Press. 

Bravmiann, R. A. 1970. West African Sculpture. Seattle: 
University of Seattle Press. 



129 
Brovm, Evelyn S. 1966. Africa's Contemporarv Art and 

Artists. New York: Harmon Foundation. 

Burns. Sir Alan CutJibert. 1969. S.v. "Nigeria". In 
Encvclopædia Britannica. Inc. Chicago: William 
Benton, Publisher. 

Chernoff, Jdhn Miller. 1981. African Rhvthm and African 
Sensibilitv. Chicago and London: University of 
Chicago Press, 1979. Phoenix edition, 1981 (page 
references are to reprint edition). 

Christie's. 1989. Cataloa for Auction of Benin Art from 
the collection of Lt. Col. L. E. H. Humfrev. December 
12. South Kensington, England: Christie's Auction 
House. 

Cole Herbert M. 1972. Ibo art and authority. In African 
Art and Leadership. eds. Douglas Fraser and Herbert 
Cole, 79-97. Madison: University of Wisconsin Press. 

1975. The history of Ibo mbari houses - - facts and 
theories. In African Imaaes. eds. Daniel F. McCall 
and Edna G. Bay, 104-132. New York: Holmes & 
Meier/Africana Publishers, Inc. 

. 1988a. Igbo arts and ethnicity: problems and 
issues. African Arts 21(2):26-37, 94. 

. 1988b. The survival and inpact of Igbo mbari 
African Arts 21(2):54-65, 96. 

. 1989. Icons: Ideals and Power in the Art of 
Africa. Washington, D. C : Smithsonian Press. 

Cole, HerbertM., ed. 1985. I Am Not Mvself: The Art of 
African Masauerade. Monograph series, No. 26. Los 
Angeles: Museum of Cultural History, University of 
California Los Angeles. 

Cole, Herbert M. and Chike C. Aniakor. 1984. labo Arts: 
Communitv and Cosmos. Los Angeles: Museum of 
Cultural History, University of California Los 
Angeles.. 

Connah, Graham. 1975. The Archaeoloav of Benin. London; 
Qxford University/Clarendon Press. 



130 

Corbin, George A. 1988. Native Arts of Nbrth America, 
Africa and the South Pacific. New York: Harper and 
Row. 

Danto, Arthur. 1988- Artifact and Art. In Art/Artifact: 
African Art in Anthropoloav Collections, ed. Susan 
Vogel, 18-32. New York: The Center for African Art 
and Prestel-Verlag. 

Darish, Patricia. 1987. African Art at the Indiana 
University Art Museum. African Arts 20(3) :30-41. 

Dark, Philip J. C. 1973. An Introduction to Benin Art and 
Technolggy. London: Oxford University/Clarendon 
Press. 

. 1975. Benin bronze heads: style and chronology. 
In African Imaaes, eds. Daniel F. McCall and Edna G. 
Bay, 25-103. New York: Holmes & Meier/Africana 
Publishers. 

Davidson, Basil. 1966. African Kinadoms. New York: 
Time-Life Books. 

. 1969. The African Genius. Boston: Little, 
Brovm and Co. 

. 1980. The African Slave Trade- Boston: 
Little, Brov\ni and Co.; first published as Bladc 
Mother, 1961 (page references are to reprint edition). 

. 1987. The Lost Cities of Africa. Boston: 
Little, Brovm and Co., 1959 (page references are from 
reprint edition). 

d'Azevedo, Warren, ed. 1989. The Traditional Artist in 
African Societies. Bloomington: Indiana University 
Press, Midland Books; first published Indiana 
University Press, 1973 (page references are to reprint 
edition). 

de la Croix, Horst and Richard G. Tansey. 1980. 7th ed. 
Gardner's Art Throuah the Aaes. New York: Harcourt 
Brace Jovanovich, Inc. 

Delange, Jacqueline. 1974. The Art and Peoples of Black 
Africa. New York: E. P. Dutton and Co., Inc. 



131 

de Rachewiltz, Boris. 1956. An Introduction to African 
Art. Translated by John Murray, New York: The New 
Amierican Library, Inc, 1966 (page references are to 
translation) . 

Drev\/al, Henry John. 1974. Gelede imagery. In African Art 
as Philosophv. ed. Douglas Fraser, 99-107. New York: 
InterlDook. 

. 1988. Mennaids, mirrors and snake charmers: 
Igbo memd wata shrines. African Arts 21(2):38-45, 96. 

Drev\/al, Henry John, and Margaret Thompson Drewal. 1983. 
Gelede: Art and Female Power amona the Yoruba. 
Bloomdngton: Indiana University Press. 

Drev\/al, Henry Jdhn and John Pemberton III with Rowland 
Abiodun. 1989. Yoruba: Nine Centuries of African Art 
and Thouaht. New York: The Center for African Art 
and Harry N. Abramis Inc. 

Drewal, Margaret Thorrpson. 1986. Art and trance among 
Yoruba Shango devotees. African Arts 20(1):60-67, 98. 

Edson, Gary. 1990. Personal comimunication. Lubbock, 
Texas: The Museum of Texas Tech University. 

Egharevba, Jacob. 1960. A Short Historv of Benin. 
Nigeria: Ibadan University Press. 

Eyo, Ekpo and Frank Willett. 1980. Treasures of Ancient 
Nigeria. New York: Alfred A. Knopf. 

Fagg, W. B. 1963. Niaerian Imaaes. New York: Praeger. 

. 1967. The Art of Western Africa. New York: 
Mentor-UNESCO. 

1968. African Tribal Imaaes. Cleveland Museum 
of Art. 

. 1969. The African artist. In Tradition and 
Creativitv in Tribal Art, ed. Daniel P.Biebuyck, 42 
57. Berkeley: University of California Press. 

. 1970. Divine Kinaship in Africa. London: 
British Museum. 



132 

Fagg, W. B. 1980. Masaues d'Afrioue. Geneva: Fernand 
Nathan. 

Fagg, William and John Pemberton III. 1982. Yorû oa: 
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