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FOREWORD

The Maiduguri Journal of Arts and Design (MAIDJAD), was first published in March 2017. In the
maiden issue, 30 papers were published. Volume 1 was published in October of the same year
with 27 papers. Volume 2published also in October 2017, had 31 papers while Volume 3,
published in May 2018, had 44 papers. This psent volume, Volume 4, has 3Bapers. It is an
indication that MAIDJAD has remained consistent in the past three years and has continued to
attract interest from many art and design scholars. This interest is further enriched by the variety
of papers and the national spread of theirantributors. Readers, who had ever been engaged in
journal publication, would appreciate the trouble it takes to maintén consistency. | recall when
our National Gallery of Art first published its journal,Usq in 1995, in the euphoria of a new
publication, it made it a point to state in its editorial comment that it was never going to publish
ET OCAODBO AThéEyé Sobiglid (Diespite @s privileged position at the time, it could
not escape puffing and panting into its present comatose state.

In this edition of MAIDJAD, it is exciting to see contributors strutting their specializations. Those

in the studio, report on their experiences and experiments while others in the theories, set out to

debunk or reestablish existing canons, concepts and dbries. The desire to document African

dance through the development of comprehensible notations, seems to me groundbreaking.

71 01 A OEA OAAAAO T EEA O1 AA AATTAA O-Ai A 1 AOI 06
the misconception about Theatre scblarship. A particularly topical issue is raised by the paper,

which laments the drawbacks encountered in the practice of Art History in Nigeria. It reads like a
motivational speech to secondary school kids but it provokes excitement nonetheless. What
gualifies one as a professional Art Historian? | remember being warned by a senior colleague,
AAOPEOA TuU Oxi AACOAAO ET ' 00 (EOOT OUh A - AOOAO
Art History! | suppose it is the type of issue which led to the suddeteparture of the legendary

Kojo Fosu from the Department of Fine Art, Ahmadu Bello University, Zaria in the 1980s. The

issue is definitely not limited to Art History.

There is always room for improvement in journal publication. Only one or two Professors, for
instance, published in this edition and it appears that their names were added by their-@uthors.
Regrettably, only those seeking promotion continue to agitatetpublish. The editors of MAIDJAD
should therefore, strive to encourage submission of papers not only from members of institutions
of higher learning but also from established artists and designers elsewhere in order to further
improve the quality of the journal.

Professor Jacob Jari
January, 2019

Vi
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1

41 0%3429 $%3)' .3d ! &/ #53 [ . -129 $!,9/0 :!."863 3%, %#4%$ 7.
JAJI, Muyideen Adio/ ZANG, Mary Dalyop

Abstract

African artist inspired by European education and modern expression of art defied traditional methods of expression

in art. Rather than copy, they employed a modern realistic, method of expression to their depictions of Nigerian

landscapes in the processfachieving their dreams of representation as well as capturing and documenting such scenic

landscapes. Many of these usong artists exist in several art ventures using different media of expressions. An example

is Mary Dalyop Zang, whose works intape®®U OPAAE O11 01 A0 AAT 606 EAO 11 AAT EOGUBO OI
her development will encourage other burgeoning artists to step up and give good account of themselves in their

varET 00 AEAI AO 1 smEpestiy edhdiqdd abmBoductibidis/tbednain focus of this article.

Key Words: Tapestry, Designs, Selected works, Mary Dalyop Zang
Z
AN ANALYSIS OF FUNDAMENTAL FUNCTIONS OF THEATRE MANAGEMENT/MANAGERS

DIAKPOMRERE, Vincent/BARDI, John Ndubuisi

Abstract

The significance of management is much more magnified when applied to the context of Theatre business or enterprise.
Unlike many goods and services which are indispensable or unavoidable for many people; performances
(entertainment), which Theatres majorly produce are regarded by many, especially in Nigeria, as subordinate to
primary and secondary needs, which in a way is the candid reality.

Theatre managers, practitioners, teachers, students, etc., must therefore be very pragmatic and responsive to the core
challenges of managing Theatre businesses posed in the current times. The situation imposes a germane need to
critically analyze, study and review the fundamental functions applicable or requisite to Theatre Management (in the
light of current realities). This undoubtedly will help theatre managers and operators identify and prioritize the key
functions of management which are fundamentalrad absolutely relevant, focus action and often limited resources on
them and thus, enhance results as well as contribute bountifully towards the fortunes of the ailing Theatre industry as

it relates to the cultural and economic sectors and overall nationatievelopment. Consequently, this study
comprehensively discusses the fundamental functions of management from the perspective of the authors who have
been involved with Theatre management teaching theory, practice and research for about three decades. tarms of
methodology, the secondary literary methodology was adopted and applied. The main recommendation is that theatre
managers and practitioners should study and abide by the enumerated functions so asetehance theatre management
performance and results in Nigeria and the world globally.

Key Words: Management, Theatre, Functions, Fundamentals

3

DEVELOPING A NIGERIAR# %. 4 %2 %$ ! 002/ ! #( 4/ 4%! #()."' $!.#%d ! . %8! -0,
$%3#2)04)6% $/ #5- %. 41 4)/ . 349, %06

NWARU, Christian

Abstract

In recent times, the teaching of dance in Nigeria to a very large extent has relied on the Western approach rather than

any African/Nigerian methods. Some of the danegeachings methods do not actually help in the advancement and

development of dance artsn Nigeria and Africa. Examples of such teaching methods are the Laban and Benesh dance

notation. The Laban and Benesh notation which is widely used in recording dance in the United States and Britain is

not suitable for recording African dance. This is bmause Igbo dance, like most African dances is polyrhythmic and
polymovemental in nature. The diversity of movement expressioavailable to dancers makesuch a rigid framework

inappropriate in the recording of a dance form based on individual and internal body movement and dynamics. This

DAPAO OEAOAZEI OA AOOGAI POO O AT AT OOACA OEA AAOGAIT T PIATO 1 &
symbolsAT A 11T OAO O1 Al AOI AT 6 AATAA AO Al AOO &£ 0i8 4EABAEI EO
as a template for reading Igbo/African dances and also to use it as a creative framework for reproducing and re

interpreting Igbo/African dance forms and performances in general.

Key Words: Develming, Teaching, Dance, Descriptive, DocumentatityteS

4
THE IMPLICATIONS OF COMPUTER IN ART EDUCATION: PROBLEMS AND PROSPECTS

OHAMBELE, James Chimezie

Abstract

It is evident that our society is becoming more and more computer literate. The advent of the computer has transformed
the way and mannerthings are done in most industries such as thednsport, communication, medicineg commerce,
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art and science. The traditional way of executy art is gradually giving way to art through the computer. The focsl of

this paper therefore, is orwhat role does the computer play in enhancig the teachingofat 7 E1 1 OEA OOOAAT 608
skills be enhanced or devalued as a result of computer usage in art education? Questionnaires were used to collect

data, while the simple random sampling technique was used in selecting the respondents. The information gatter

was andyzed using descriptive statistis. The test revealed that one of the implications of not implementing the use of

computers in art curricula is that, the art students will be well trained in the traditional media, but will become novices

in the computer art. They will become incapacitatedn the use of computers for educational purposes. To facilitate

professional capability and efficiency therefore, students need to be orientated towards the vast opportunities

computers can afford as to the executionf art in this dynamic society and howthey can be effective and versatile.

Key Words: Art, Art Education, Computer, Implication, Prospects.

5

IMPORTANCE OF PUBLICITY AND MXETING IN THEATREMANAGEMENT INSELECT NIGERIAN
UNIVERSITIES

BARDI, John Ndubuisi/ DIAKPOMRERE, Vincent

Abstract

Live theatre patronage in Nigeria has dwindled due to certain factors which are both external and internal. The internal
factors which is the concern of this study is centered around publicity and marketing in educational theatres in Nigeria.
The study beleves that there is no effective publicity/marketing management in educational theatres in Nigeri# the
study the survey and literary methodologieswere usedto gather data for the research. The survey method includes
interviews and observation. The stuly discovered that educational theatres in Nigeria are plagued with problems of
inadequate funding and facilities. Consequently, publicity and marketing aspects of the theatre are not properly funded
nor carried out in the best way possible. To resolve thiissue, the study recommends that resident publicity directors
should be more creative and aggressive in their publicity and marketing endeavours. Ways of achieving these could be
through the formulation of written proposals aimed at seeking external sposors that could fund the theatres either in
cash or in kind thus, providing alternative means of financial stability outside of the usual stipends the university
authorities provide. Publicity directors in Nigerian universities theatres should be adequatgltrained to manage the
little funds allotted to them in an efficient manner. This could be achieved through the selection of cost effective but
audience attracting publicity techniques that will draw attention to the theatre and hence, improve patronagesavell

as income generation possibilities

Key Words: Publicity, Marketing, Live Performance Theatre, University, Management.

6
A COMPARISON OEROTOWSKI, BRECHT AND CONTEMP2RY NIGERIAN THEATRE PRACTICE

OLUSEGUN, Kayode Abodunrin

Abstract

Since we see things differently, so also the way plays, are written, directed and designed can also differ. There is always
one style or the other to follow depending on the way one wants to convey message to an audience. The most important
thing is for the target audience to get the intended message either at the beginning, middle or end of the play. This
paper seeks to examine the views and styles of two playwrights, designers and directors (Jerzy Grotowski, Bertolt
Brecht) and compare their styles withwhat is obtainable in contemporary Nigerian Theatre. This is directed at finding

the best means to inform, communicate and educate the audience. The use of texts from the library, seminar papers,
internet facilities, journals and other literary materials such as unpublished thesis and personal experiences garnered
from the theatre as a director and designer will be relied upon for this work. In doing this, the author will basically
attempt to establish some elements or branches of design being used in acling set objectives. The article aims to
investigate further the possible existence of styles or theories within contemporary educational theatres in Nigeria. For
OEEO xI OEh OADPOAOAT OAGEIT T Al OOUI A EO OAIl EBxbdiienCehbsishodnd 1 U OE/
that the use of props, lights, scenery and other design elements has assisted greatly to communicate, educate and
inform the audience in most performances. From the findings, it is observed that the styles of the two playwrights
under study are still relevant in the styles of contemporary Nigerian Theatre practitioners. On the whole, it is clear that
emphases on all aspects of Theatre branches are important to effective communication between the audience in plays
whether of African or European origin. It is recommended that trainees be exposed to a variety of styles and theories
so that they can be adequately equipped in their quest to communicate, educate and entertain their audience.

Key Words: Design, Director, Playwrights, Contemporary, TheatrBractices

7
AN OVERVIEW OF VIRTUAL EXHIBITION AND THE GLOBALIZATION OF ART SHOWS

OSAIGBOVOFelix Onaiwu

Abstract )

4EA x7T OA OOEOOOAI 6 OOCCAOOO AOAT OO OEI Ol AGAA xEOE OEA Al
virtual content that are hosted on net; this is for the purpose of accessibility and wide audience that one can reach
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within a short period and at a reasonable cost as compared to other media outletso Ppreserve cultural heritage
as it relates to artand artifacts,online or virtual exhibitionsare a good option. Apart from the preservation of
our cultural heritage, virtual exhibition also plays a pivotal role in bridging the communicationgap between
cherished art collections and the rest of the world. This paper provides an overview of virtual exhibitions, their
necessitytypes, importance and pitfalls. It also treats various accompanying and relatedtools to create user
interfaces of such virtual exhibitions. Some of the historical virtual exhibitions are also discussed The paper
concludes that, virtual curatorship and exhibition have significantly reduced the gap between visitors and
exhibits as thedemand for original pieceshasincreased becaus of continuous and wide reachingexposure on
the World Wide Web.

Key Words: Virtual Exhibitions, Communication, Curatorship, Globalization.

8

CREATING FOR THE INTERNET: NEW DIRECTION FOR FILM DISTRIBUTION AND EXHIBITION

I 3(/mY OxAAAIBI T 1 A

1 AOOOAAD

y £ EEI T O AOA T AAA &£ O PATPI A 01 OAAR OEAT T1TA AAT1T1 6 OEEIE
AEOOOEAOGOEI T8 &EIT bDPOI AODAGEIT EO OEA DPOT AAROGO 1T &£ | AEET C A £
AOAET AAT A &I OxBAAABI AEOEAO OEOI OCE | AOEAOGET ¢ 10 AGEEAEOQEIT 8
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ET OAOT A6 EAOG AEAT CAA OEA POAAOEAA8S 4EEO PDADPAO OEAOA A& OAR |
CAT AOGAI 8 )O AT 1 OEAAOO OEA EIT OAOI A0 AOGEBAEAxOEABGOKEEIH Oh AEO
I DBI OOOT EOEAO OEA ET OAOT AO AOEI cCO O1 EEITT AEAOO8 YO 111TEO
OET OO AT AOI AT OAOCOEAOh AlzAI QAREADABEAAOT DO AAEDA ERBCOOEIVRAT O A
AEOOOEAQOOEIT OUOOAI 1 4&# EEI T AITOATO 11 OEA ET OAOT A0 AT A O
AT 1Al OGOEOAT Uh OEEO DPAPAO 111 EO °RABT OBDHUEITEEA DT AE OO EGBOEIN A x Al
Key Words: Creating, Internet, Film, Distribution, Exhibition

9

A DOCUMENTARY STUDY OF CULTURAL OBJECT$HE COMMISSION FOR MUSEUMSND MONUMENTS IN

NORTH CENTRAL ZONE, NIGERIA

BOY]I, John Mallam

Abstract

Cultural objects are ancient gmoduct created by humans which givdormation about the culture of its creator or users.

Cul tural objects whether ancient or current have at signifi

and the development of humans. Besides, the human value placed orutturababjects due to their historical and secio

cultural importancethe desire to have a safe place for keeping them is what necessitated the creation of museum in Nigeria.
Therefore, the problem of this study is@tmination of cultural objects housednimuseums ifNorth CentralNigeria The

aim of the study is to documents the different agmdhe Nigerian cultural objects housed in the museum, also to categories,
analyse and interpret the cultural objects based on their themes, styles and materials as well as their functionstin the soci
Relevant literature on the subject matter waseses@l Furthermore, the study employed tlescriptive and historical research

methods. It involved instruments like oral interview, questionnaire, photograph and observation. After the application of the
aforementionedhe data collected was analysedicategorzedbased on the socitultural significance of the cultural objects.

The study reveals that museums located in the North central zone were established based on the archaeological, ethnographic,
monumental and cultural discoveries of the objects in the area.

Key Words: Cultural, Objecs, Museum, Monument, Documentary

10

VISUAL INTERPRETATION OF FORMS AND ELEMENTS IN KWABIR ANIMAL MASQURADES

USMAN, Musiliat Ozavize/ AVAV, Joshua Aondona

Abstract

This paper looks a the visual art forms and their elementson the figure of the masquerads and will as well
illustrate imbibing the Kwagh-Hir animal masquerades among the Tiv of Nigeria. Masquerade performances is an
art form that represent the presence of ancestorsThey exhibit the characteristics of specific ancestors and can
foretell the future and perform other ritual functions in African culture. Masquerade plays wy significant role in
African festival. It is believed that indigenous communities in Africa, are closely associated with one form of
masquerade or the other in relation to marriage, procreation, death, sacrifice, continuity, survival that spanrass
the entire culture and religious beliefs of the people.

Key Words: Masquerades, Visuainterpretation, Form, Kwagh-Hir
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11

AN ANALYSIS OF GENDER AND POLITICAL PARTICIPATIAONSUES IN SALAMI ' 5. , / QVIiBRE THAN
DANCING

AGBOOLA, Michael Olanrewaju

Abstract

This study examines the issue of gender and political participation in Nigerian drama, using Irene SaldmC &1 1 T UAS O
More than Dancingas a paradigm. The content analysis methodology is adopted to examine the subject of this play.
This is used in addition to references to published books, journal articles, unpublished theses, internet materials and
other media sources. The study discovarthat the festering issue of patriarchy, though a global phenomenon, is more
profound in African politics, NigeriaincluE OA8 11 O h . ECAOEAT AOAI AGEOOO OET AA
Nigerian women in various relegated forms of identity until recently where women dramatists themselves have started

to launder their own image through their cultural productions. Ithas equally been observed that, the signifying agency

of African women in terms of political acumen, intelligence and productivity is just as strong as that of their male
counterparts. It has, therefore, been conclude that, though the political space & women in terms of participation, it

is possible to reverse such trend as emblematic of the denouement of the play which turns out to favour greater
involvement of women in politics and exertion of the agency of women. However, attainment of this will require
aggressive advocacy.

Key Words: Gender; Political, Participation;dpresentation; Patriarchy

12

REFRACTORY PROPERTIES OF GETSO AND DANBAKOSHI KAOLIN DEPOSITS FOR INSULATION FIREBRICKS IN
NIGERIA

SHAAIBU, S./SADIQ, Y. O.

Abstract

Over 4 million tons of kaolin deposit exists in Getso and Danbakoshi, an area in Kano State. Kaolin is the raw material
needed for the production of insulation fire bricks and users are all heat using industries. Getso deposit raw nature
identified slight pink while Danbakoshiis identified aslittle yellowish in colour. The two materials were beneficiated

and then % Rayed. Fluorescence Spectrometer (XRFS) was used to determine the elemental composition of each
sample. Grog were prepared by calcining thkaolin samples to 1200c and mechanically sieved through 14BS, 25BS,
36BS, 100BS sieve sizes-2.meshz screened charcoal was employed as fugitive to create pores within the bricks
structure through burn-out process. Experimental method was used; 15 units taxial matrix blend technique was
employed to composed the recipe of the three materials: Kaolin, Grog and Charcoal. Slip casting was used to produce
the bricks which were fired to 125®c. The bricks properties such as: Apparent porosity, Bulk densignd Compressive
strength were investigated using ASTM C200 (2015). The results showed that the insulating bricks produced have
properties comparable with international accepted standard for firebrick insulating material. The Getso firebricks can
therefore be used as class 23 bricks of 1280 temperature in the lining of kiln, ovens, heat treatment furnace and
soaking pit. While Danbakoshi bricks were found to be suitable for 20 class bricks of 1383emperature range in lining

of incinerators, boilers reheating and holding Raku kiln and backip bricks.

Key Words: Refractory, Kaolin, Depositsinsulation, Properties

13

CHALLENGES AND PROSPECTS OF MIGRATING FROM STAGE TO SCREEN TRAINING: A CASE STUDY OF THE
DEPARTMENT OF THEATRE ARTENIVERSITY OF IBADAN, NIGERIA

OLA-KQYI, S. Joseph Bankola

Abstract

It is on record that theatre arthassurvived over the ages due to its capacity to reinvent itself by embracing, new tools,
languages, styles and forms. It is a fact that when a discipline reinvents its techniques of impartation and training in
line with modern demands, the standard of pedrmances is enhanced and the quality of the practitioner is
tremendously improved. Over the years, Nigerian theatrical performances had gone through many stages (i.e. ritual,
court/church, traditional travelling theatre, professional travelling theatre, amademic drama, radio drama, television
drama, celluloid film, and video film), reinventing itself in order to keep up with the requirement of each era.

In reviewing the essence/spirit of the 50 years of Theatre in the African academy through the University of Ibadan
experience, one cannot but wonder why a film school has not developed out of the old Ibadan school of drama. Or
question why the central modeof training the theatre artistes in academia stick to the stage despite the various
innovations that have taken place over the years. Using a pastodernist theory within a historical perspective and
participatory observation approach; the paper exploreghe challenges and prospects of migrating from stage to video
screen in academic training/practices and offers plausible solutions to some of the identified problems.

Key Words: Prospects, Challenge$tage, ScreeriMigrating
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14

THEATRE SCHOLARSHIP AND THE AGONY OF MISCONCEPTION AND MISINTERPRETATION: A READING OF JOE
$% # 2! ONBMAMDAUGHTERS

EKWEARIR, Chidi

Abstract

Theatre scholarship, in Nigeria and indeed, most African countries, has been a subject of serious attack by both the
informed and uninformed in the society. This has stemmed from the fact that most people see the profession as an area
only good enough forthe rejected and neverdo-well in the society. This has orchestrated a sentimental and prejudiced
stance of parents in choosing the course as a career for their children. This paper is therefore, an attempt to debunk
such biased, misconceived views and ®riepresentations of theatre and its potentialities to make for a holistic being;

using Joe De CraftSons and Daughteras a case study. Investigations have shown that parents are usually at home
xEOE AT OxAOET ¢ Oi Ai A8 1O OPADPASE $1 AOI Oh %l CET AAOh , AxUAQS
such, they vehemently oppose any idea of allowing their ward to sty theatre arts. The paper finds that, even though
parents discourage their children from studying or venturing into theatre arts, theyronically are usually glued to the
television set whenever a dramatic piece is going on and even keep tabs on such dramatic programmes. The paper
therefore recommends among other things that theatre arts be viewed as the professional discipline that itasd

should be given its pride of place alongside other humanistic and scientific disciplines.

Key Words: Scholarship, AgonyMisinterpretation , Misconception, Reading
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OPTIMIZATION OF AFFORDABLE ARTY TEACHING AND LEARNIMATERIALS/RESOURES

OTOBO, Audu O. A. / IDAHOSA, Harrison

Abstract

The paper posits that there are numerous benefits which the effective optimization of arty tuition materials can bring
into the education system in Nigeria. It is not adequate for the teachers / facilitators to decide to embrace the use of
tuition material s in their education, there has to be a complementary support from the school administration by way
of providing the necessary infrastructural support, finance, reward system and support services. There should be a
consensus among practitioners for the cration of a school Tuition Materials Services Program to meethe required
administrative support that can be provided. The Tuition Materials Centre should be the core of thestitutions
material services programme Through the Tuition Material Centre, facilities will be planned out, made available and
stored efficiently for efficient distribution and retrieval system.

Key Words: Optimization, Affordable, Arty Teaching, karning, Resources
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AN ANALYTICAL NARRATIVE ON PAINTEREVOLUTIONARY APPROACH TO THE HUMAN FIGURE

ACHUGWO, Stephen Chinedu

Abstract

4EEO PAPAO EO A AOEAE EEOOI OU 1T £ PAET OAOOS AmpandigfioE O1 OEA
the prehistoric era to the 21st century. The desire to create art is as old as mankind itself. Since time immemorial,
people have used art to communicate information, tell stories and record events. Art is one of the deepest forms of
personal expression. Art began underground, in caves, tombs and catacombs. The human figure has been one of the
constant subjects of art since the first stone age cave paintings. Artworks, such as figure and figurative paintings have
been reinterpreted in various styles throughout history. Examining various periods in the evolution of painting, what

are the contrasting sources to which artists turn for inspiration in the rendition of human figure? What are the varying
purpose of human figure painting? Across this broad timeline, what are the distinctive styles, materials and techniques

of rendering human figure in painting? These questions underscorthis brief narrative of paintersdevolutionary
approach to the human figure in painting.

Key Words: Narrative, Painting, Himan Figure, Approach, Evolutionary
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DEMOCRACY AND SOCIPOLITICAL DISCOURSE: SALIENT THEMES FOR THE CONTEMPORARY NIGERIAN
PAINTER

AGAKU, S. Amos

Abstract

The contemporaneous happenings of different eras have always influenced theaking of fine arts. The Futurist
painters, a 20th century European movement, for example, emerged in the course of the World War Il. Futurism was
a key artistic and social development in 20th century art history, originating and most active within Italy, but also a
movement whose ideas spread to Russia, England and beyond (Adams, 2009). Current issues as sectarian conflicts,

EEAT ADPPET cOh AOOAOOET AGETTh AT A AAA 1 AAAAOOGEED EAO 1106 111
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also weighed the country down economically, socially, politically and educationally. Contemporary Nigerian artists
however seem to shy away from such poignant contemporary issues as democracy, insecurity, terrorism. Even when
they seemingly interrogate skh issues, it is always an unconscious renditiorthis paper examines some recent
competitions and exhibition entries whose themes and suthemes show how participating artists interrogate and
interpret the given themes and how they unconsciously/conscioug end up making allegories of politics, democracy
whilst unwittingly rendering social commentaries. The author believes that, current challenges within Nigerian
democracy and the democratization process, offer a lot of paintingnd exhibition themes therein. e author also
believes that essential stylistic movement(s) may just as well emerge if these young contemporary Nigerian painters
would be more purposeful, consistent and better encouraged.

Key Words: Discourse,Themes, Challenges, Contemporargalient
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DRAWING CONCEPTS: A VISUAL EXPLORATION OF FISH FORMS

LAMIDI Lasisi Abdul

Abstract

Currently, drawing has taken a vast gamut of intellectualism by artists using varied materials, techniques and subject
i AOOAOO ET EOO AAI ET AAGEI 18 4EEO PAPAO OOOOAUO , AGEOE
with the aim of enhancing hand and brain coordination. This might serve as suitable mental exercises in improving the
creative output of an artist. In this portfolio of drawings, the artist has categorised the series into three, single, double
and multiple fish compositions. A total number of eighteen drawings are selected for description, while conclusion is
drawn by enumerating the benefits of drawing.

Key Words: Drawing, Inspired, Fish, Forms,Techniques
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ISSUES AFFECTING PROFFESSIOMAL IN THE PRACTICE OF ART HISRIOGRAPHY IN NIGERIA

SAMUEL, Caleb

Abstract

Nigerian art history is as old as Nigerian art itself. Art served historical chronicler of theommunities where it was
produced. The methods of transmission of the history was orally via stories told and retold by experienced elders of
the communities. History is thepractice of recounting, recollection and transmission of facts as accurately as possible.
Theories in mythologies and égends surrounding to be studiedor recounted. The issue of transmission was
interrupted by the many years of slave trade which engulf igeria alongside other African ountries. The art historian

of such affected commuities residing in palaces resolve the issue of transmission in history and encouratjpractice.

On the arrival of Europeans to Nigeria, the owners of the artworks were not contacted by the European invaders called
explorers, navigators, missionaries, imperialist, colonialist or consulted for their opinions. The aftermath of such gave
rise to the writing of reports, books and historical accounts by visitors from Europe, people who knew nothing about
the art they encountered. The wider implication of such washat, anthropologists, ethnographess, archaeologists,
sociologistswere left to write the history of Nigerian art. Thus the somewhat one sided or often incorrect or even biased
perspectives obtained in many documents. Such issues in more recent times are found to be mostly inaccurate hence
the need for articles such as this which discover and challenge the-depth and in-balance of such art historical
documents. Such are discussed in this papers with solutions suggested.

Key Words: Issues, Historiography, Transmission, DocumentBrofessionalism.
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WASTE TO WEALTH: FBRICATION OF FOOT WEAR FROM JACQUARD HEAD TUEED IN CONTEMPORARY
FASHION

CHUDHIDURU, Chika Chinyeogwa

Abstract

Head ties, head gears, head scarves, handkerchiefs and turbansseen and worn in most parts of the world as part of
dressing and are becoming one of the trendiest African accessories in the global fashion industry. They are commonly
used by most African women and have significant elements of symbolism in African culesras well as various religions.

In Nigeria, head ties are of different materialssome are made with the aid of machines such as the jacquard and
Damask which are stiff head gears, while some are traditionally hand woven such as A3ke. Such head gearsa
usually colourful and feature elaborate patterns which consists of floral, geometric and derived, motifs and patterns.
These are mainly used during elaborate and lavish occasions such as weddings, galas, coronations, and religious
ceremonies. In effectt is said that African women wear the head wrap as a queen might wear a crown. The act of head
tying holds a distinctive position in the history of Nigerian dress and has never been out of vogue. Although there are
different types and styles of head gearshis paper examines specifically. the crispy, stiff, jacquard scarvépon close
observation, the author of this article discovered that after use, the Jacquard head gears lose their stiff nature. This is
as a result of washing were the sizing dissolves as well as the patterns fading. The loss of its luster leads to itgoein
discarded; hence the interest of this papeis in the possibilities of recycling used jacquards into other fashion
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products/items. It looks into the possibility of recycling of these discarded scarves into foot wears. Participant
observation and studio exploration were usedor data collection. It was concluded that, the scarves which are made of

sturdy, synthetic fibre, and are colourful with intricately machine woven designs; should not be neglected but rather
remade into functional articles which can serve other benefits such as gifts arld for economic purposes.

Key Words: Waste, Fabrication Contemporary, FashionJacquard
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A COMPARATIVE APPRAISAL ANIELEVATION OF SELECTED MARKET DISPLAYS AS UNCONSCIOUS ART
INSTALLATIONS

DUNIYA, G. Gambo/ ADEWUMI, C. Kehinde

Abstract

We encounter different forms of displays almost on a daily basis, while going about our duties. Though the aesthetics

of the displays are judged interesting and pleasing by some, others might be quite indifferent about it. Attributing this

interesting displays, to the fact that, all humans have some inborn creative tendencies; this paper sets ouappraise

randomly selected market place display compositions, mostly encountered around Kwangila area in Zaria, Kaduna

State, Nigeria aubjecting thesemarket displays to formal analysisThe paper attempts to elevate thelisplays from just

i AOA 1 AOEAO AOOAT CAi AT OO6h O OEA 1 AOAT T &£ AOO ET OOAI T AOGEI T
nature of art was adopted as the conceptual frameworkConclusively, the paper holds that these displays have been

seen to possess some artistic inclinations, thereby serving as a basis for attaching the artistic appellation of

OET OOA1T 1 AGET T 08 O OEAiI 8 (1 xAOAOh thénmke @rtists; ad e ided ddbeingdaA1 OEA O
artist is a conscious act and process.

Key Words: Market, Displgy/Compositions, Unconscious|nstallations, Elevate
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IMPACT OF BILLBORD ADVERTISING APPEALS IN PEACE PROMOTION FOR SUSTAINABLE COMMUNITY
DEVELOPMENT: A CASE OF BOKO HARAM

HARUNA, Naomi Andrew/ SALIBA, James

Abstract

By relying onreview of relevant literature which addresses the notion of sustainability and sustainable development,
the paper explores the effectiveness of using billboard advertising campaigns to promote peace and sustainable
community development initiatives. The article exposes the factors with significant influence, on the target audience
while making concise decision due to advertisg appeals. The paper usedeliability, correlation and regression
techniques with collated data presented in tables and percentage3he extraction of information from conducted
interviews was used in data analysis alongside the AIDA model for effective advertising. It was found that billboards
have a longer life span than other mass media; this situates it as an important tool forgamnizations and government
institutions when targeting a larger audience.

Key Words: PeacePromotion, Sustainable Community, Development, Bilboards, Advertising
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CULTURE, RECONSTRUCTION AND RESETTLEMENT OF INTERNALLY DISPLACED PERSONMSNDK, KAGA,
BORNO STATE, NIGERIA.

SHALLANGWA, Zainab Musa/SALIBA, James

Abstract

As a result of violent attacks by Boko Haram Insurgents, several communities in Northeast Nigeria have been
conquered leading to considerable loss of life and property with surviving inhabitants left with no otheoption than to

flee their habitats/El O OAEZAOU8 &i 111 xET ¢ OEA OAAAT O OAAEAAOGS 1T &£ OEA EI
are being made by the government at both state and federal levels in collaboration with NGOs to resettle the IDPs back
to their communities. This paperexploreO "1 OT 1T 3 O0AO0A CIl OAOT 1 AT 680 OAOGAOGOI AT AT O |

the reconstructed houses for IDPs in Mainok, Kaga LGA as a case study to find out if culture is a requisite criterion
integrated in the process as it plays a vital role in sustainadldevelopment. The study employs qualitative methodology
and the results of the research acquired through ktlepth interviews with beneficiaries and nonbeneficiaries of the
housing project, Village Heads of Mainok | and Il and a Director in the Borno saministry of Reconstruction,
Rehabilitation and Resettlement point to the fact that cultural considerations are lacking in the reconstruction and
resettlement plan and policy of the IDPs by the Borno State Government. Recommendations are made that the
international community and the national authorities may find useful while implementing future programs.

Key Words: Culture,Reconstruction, Resettlement, Displaced, Persons
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UPPING THE ANTE: POPULAR THEATRE AS A MEDIUM FOR INCREASING VOTER AWARENES

UKUMA, Teryila Shadrach

Abstract

The 2015 general elections have been largely adjudged successful. There are, however, indications of voter apathy in
some places and irsome cases total ignorance of the issues at stake in the elections. Furthermore, innovations (such
as the card reader) aimed at enhancing the credibility of the electoral process were greeted with mixed reactions even
as they created complexities in somelpces for both the ad hoc staff and voters alike. It is expected that in the next
round of elections, there will be wide scale improvement and a consolidation of the successes recorded so far. This
paper, therefore, articulates that voter education is keyn achieving the desired free, fair and credible elections. It
advocates copious utilization of popular theatre in deepening voter literacy. Drawing on the efficacious examples of
how folk media, community drama and popular songs have been used in buildisgcial awareness and sensitivity on
other critical issues, the paper submits that a robust voter literacy programme using popular theatre will build an
educated voting population by the next round of elections.

Key Words: Voter, Awareness, PopulayTheatre, Credible
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HAUSA DRAMA, MUSIC AND PERFORMANCE(S) AS MEDIUM OF BROADCAST MEDIA ADVERTISEMENTS IN
HAUSA LANGUAGE

ABDULMUMIN, S.A.
Abstract

This study exposes the role of Hausa drama in the propagation, promotion and even development of broadcast media
Znamely radio and television; advertisements in Hausa language. Over the yeafasan Kwaikwayddrama) has
served, and still, is serving as a medium of social criticism to expose misbehavior of stereotype individuals be itgife
styles, malpractices among ordinary citizens, public officials; and injustices of rulers, judges, violation of humanhti
and social norms in the society. The central aim, is to purge offenders and violators of their moral laxness or
remissness, antisocial behaviours, abuses and misuses of opportunity, office or privilege. Having recorded significant
success in rehabilitition, reformation and transformation exercises. Hausa drama and its performing artists are now
employed to render services as advertisement agents in the broadcast media. This study, specifically examines the
roles of Hausa drama and performing artists ithe composition, characterization and production of Hausa
advertisements in the broadcast media. Methodology of this study is an eclectic one. It consists of recording and
random sampling which are used in collecting and selecting the data of the studyed®rding is to ease the process of
transcribing the lyrics of the sample Hausa advertisements of the broadcast media.

Key Words: Drama,Music, Performance, Media, Advertisement
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THE HISTORY AND CULTURAL FESTIVALS OF BURA PEOPLE IN HAWUL

SAMAILA, Simon Shehu/ SAIDU,Amina Ramat / SHEHU Sadiq Adeiza

Abstract

This paper investigates the history and culturafestivals of the Bura people in Hawul Local Government area Bbrno
State-Nigeria. The aim is to examine the background, history, the soepmlitical and economic organizationof the
cultural festivals, and the significances of such festivate the Bura people. The historical and analytical methods were
used including the use of primary and secondary sources of data. The primary sources were obtained through oral
interviews, archival materials and manuscrigs. While secondary sources used, include information from the media
like; newspapers and magazinesext books, journals, published andinpublished materialsand internet materials. The
findings revealed that the geography and the history of Bura people has relevance in thistory of the people of Hawul
valley. The findings also revealed that the cultural festivals of the Bura people are very significant in the life of the
people, and it also revealed that, the festivals are still in practice. The studgndributes to the development of the
history of Bura people in the area of Hawul valley. It is envisioned that through this article, the history and cultural
festivals of Bura people will be brought to limelight.

Key Words: Bura, Culture, Estivals, History, Hawul
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DESIGN AND CONSTRUCTION OF WATER FILTER CANDLE

GADZAMA, Ruth Mataba

Abstract

The use of water filter candles to purify water has been in existence for a significaperiod now. Filter candles are
suitable and affordable medium for the separation of heterogeneous water mixture through filtration. This article
centers on the development and construction of a water filter candle from local raw materials available in selected
areas of Nigeria. This dgign and construction is meant to compliment the ongoing effortsf the water board to provide
safe, drinking water. Materials involved inthe construction and development of the water filter candles include, silica,
sand, refractory sand (Grog) clay and well graded pore creating medium. They also include materials like kaolin, saw
dust and binding materals all sourced locallyin Nigeria. In this work, efforts were made to establish the right
composition and proportion of the materials used, based on experimental results. More was also done in terms of
establishing safe and economical methods of production and modes of approachget the technical data, quality,
strength and properties of the materials used. The operating principles of the filter candle in relation to filtration, the
quality of filtrate, its efficiency and the possible life span of the filter candle are all outlined withinhie context of this
study.

Key Words: Water, Design, ConstructionFilter, Materials
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A VISUAL DIALOGUE BETWEEN LINES AND FLORAL MOTIFS IN PAINTING

NADAMA, Mustapha Garba

Abstract

Flowers have captivated artists for a long while, making thermodels for detailed studies and a source of inspiration.
Lines, on the other hand, have served as one of the most common elements used by the artist in creating forms on a
two-dimensional surface. Naturally, a marriage between the two elements brings foréim exploration that highlights

the different types of lines as they interact with the floral forms. Ushering an interaction that affords each, lines and
floral motifs a share of prominence. This paper follows a practiebased research design that recordshe gradual
process, which began from the known to unknown. The paper discusses the transformation of the floral form from its
natural state to where lines are introduced through simple brush marks to a stage of abstraction where lines become
more prominent. The paintings produced a bear visual testament to the fact that, a line can be used as a means to an
end and also as an end in itself in design.

Key Words: Dialogue, Ling Floral, Motif, Paintin@9

CHANGE AND CONTINUITY IN EBIRA EKUECFESTIVAL

SHEHU, Sadiq Adeiza / SHEHU, Samaila Simon/ AJl, Lawan

Abstract

Celebration of festivals is an important event in every human society, which brings people together from all walks of
life. festival mark important social and cultural events in the lives of the people. In Ebiraland masquerade festival
Ekuechi is a tradifonal night masquerade festival that is observed by its adherents among the Ebirghis paper
examines the origin of the festival, the community, the various stages that are involved in the festival as well as some
major night masquerades that are featuresnd their function. Also the paper considered the costumes and the street
performance of the masquerade under the watch of its attendanc@urthermore, the paper examines the significance
as well as development regarding the Ekuechi festival in Ebiraland.

Key Words: Masquerade Change, Continuity, Festival, Ebira

0]

AN IMPEDIMENT TO CULTURALLY INFLUENCED IDENTITY PROCESSING

OF GRASPABLE OBJECTS: A TYPOGRAPHIC INTERPRETATION

OTOBO, Audu Omar Ahmed/ WATILA, Musa Mamman, / JAMES, Lucky

Abstract

The learning examined whether interpretation acquisition has a cost for the recognition of nemultilingual visual
materials based on theneuronal recycling hypothesi€Dehaene and Cohen, 2007). More explicitly, the learning tartan
whether the ability to differentiate between mirror repeat images, which develops through literacy acquisition,
impedes with object identity judgments, and whether impediment dominance varieas a function of the nature of the
non-multilingual material. To this aims the learningpresented illiterates, tardy literates (schooled through adult
literacy classes), and early literates adults with an orientatioindependent, identity-based samedifferent comparison
OAOE ET xEEAE OEAU EAA O OAODI H hirrotedér irofaidd irfeges AfipiCites XE UOE A AT |
familiar objects (Experiment 1) or of geometric shapes (Experiment 2) impediment from inappropriate orientation
variations was dominant for with plane rotations than with mirror repeat images and dominant with gemetric shapes
than with objects. llliterates were the only participants almost impassive to mirror variations, but only for familiar
objects. Consequently, the process of unlearning mirror repeat images generalization, essential to acquire literacy in
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the Eguyorubas alphabet, has a cost for indispensable function of the ventral object recognition stream, i.e.,

identification of familiar objects. This demonstrates that neural recycling is not just an alteration to flexiblese but a
process of at leaspartial exaptation.

Keywords: Visual objects recognition, mirror repeat images, enantiomorphism, typographic acquisition.
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EXAMINATION IRREGULARITIES: A VIEW INTO FINE ART AND INDUSTRIAL DESIGN UNDERGRADUATE
STUDENTS OF AHMADU BELLO UNIVERSITY, ZARIA

AMSAMI Bello Usman / SALEH, Hamsatu

Abstract

In any academic setting most especially one like Ahmadu Bello University Zaria, there must be checks and balances this
could either be through examination, tests, assignment or exhibitions. The examinations vaggxamination for art
studio or Laboratory and for theory courses. The essence of examination either in the art studio or theory courses is to
evaluate the entire teaching and learning processes, to ascertain the progress, knowledge ability and competence the
students have attained. The issues of emanation irregularities are similar to examination malpractice as it relates to
both Fine Art and Industrial Design. Examination irregularities leads to certification of incompetent and uncreative
artists to be, or industrial designer to be, who cannot itiate artistic ideas on their own and resort all the times to copy
IO PEOAGA OT T AT TA80 AOOx1 OETAAOECI 8 4EEO OEOOAOQEIT 1 AAAOG O
paper discusses the concept, causes of examination irregularities ande®f teachers in curbing the unwanted ordeal

of examination irregularities at the university level. the role of teacher includes proper guidance and counselling,
avoidance of unethical practices like social relationships of teachers with students, intimabetween examiners and
examinees, extortion, lobbying, generosity in marking and reckless invigilation by examiners and so on.

Keywords: Examination, Irregularity, Art and Design Undergraduate Students.
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TOWARDS BEST PRACTICES IN METAL CASTING: INTEGRATING THE INDIGENOUS APPRENTICESHIP SYSTEM
/& O0)'5. 342%%48 ). 4(% 5.)6%23)49 [ & "%. ). ! 24 3#(//,
EMERIEWEN, Kingsley Osevwiyo / OMATSEYE, Bridget. O. J.

Abstract

0) ¢cOT 300AA0GG6 ET " Al HBietal #astidgiwhiEnGlates back to tld did@énin xikg@okn. Overtime,

numerous brass castings have been churned out of there, not only for local appreciation but internationally, too.
Significantly, this has contributed to the prominence of Benin Kingdom oretA  x1T O1 A | ApP8 ®%OAT OET OCE
may not be aptly described as a typical formal art school, brass castings made there have been described in some
quarters as technically proficient. This brings to bear, the essence of effective ways of achievingiesresults in
creative tasks. Metal casting also called Foundry Practice is a very important component of the Fine and Applied art
curriculum of University of Benin Art School. Over the years, students specialising in Metal Design and Sculpture from
the University of Benin have had reasons to go to Igun street to privately complete their metal casting exercises. The
reason for this interface may not be farfetched. Essentially, in this article, while appraising the metal casting of
University of Benin Fire Art Department, the need to integrate the indigenous apprenticeship system of acquiring skills
as is typical of lgun street is articulated. Against this background, it becomes imperative to examine the casting style of
6) cO1T 300AA08 AdieGanefih AIDIATIr e WikeEsity/of BAnin art school students. It is however
hoped that such integration will afford the students opportunities to perfect their skills. Also, broaden the scope of
metal casting curriculum content in the art schobindeed a synergy of this nature may also translate to best practices

in foundry practice.

Keywords: Metal casting, Metal design, Best practices, Apprenticeship system.
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AND LEARNING PRODUCTION OF CERAMIC WARES

LAWAL, Lamidi Aduozava

Abstract

Educational system in Nigeria is gradually drifting towards pragmatic system of education that encourages acquisition

of functional skills that will make an individual to be useful to himself / herself and the society he /she belongs. Inherent

in visual art education, is ceramics as a vocational course. It is obvious that, most of the needed equipment for the
OAAAEET ¢ AT A 1AAOTET ¢ EO AOA 11060 1TTAATTU 1T AAA ET .ECAOEA8 4
a lot of money since dolla has appreciated semuch above naira to import it into the country. The high cost of the

equipment has become a problem to the teaching and learning ceramics because only few schools can afford to import
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it. Consequent upon this, this research seeks to improve on the traditional technology of pottery and ceramics

POl AGAGETT AU ZEAAOEAAOGCET ¢ Al AAGOEAATIT U pPOTPAITAA bPiI 6O6A0BEO
enhancing teaching and learningand reducing the cost of importation of the machine.

Key Words: 01 OOAO8 O 7EAAION OOARISHO AMEMMATIRE ! AOGAT OACAO 1T £ wl AAOOEA
1A &AAOEAAOQEIT

SAAOEAAOET T AT A #1711

RAAOEARAAOETI C % ARAOOEA 01 OO0AQO0S 7EAAT A
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LEAD ARTICLE
INTEGRATING ART, SCIENCE AND TECHNOLOGY IN EDUCATION

MBAHI, A. A.

Professor of Art Education
Department of Visual Berforming Arts
Faculty of Arts

University of Maiduguri

Maiduguri

ABSTRACT

This article examines how art, science and technology can be effectively combined for industrial development. It focus
making explicit connections within each subject area by combining one topic, one skill, one concept to the next. Effor
made taelate ideas and concepts within the discipline, rather than assuming that planners, teachers and learners
automatically understand the connections. It views how the subjects can be effectively combiisegblinesygh inter
topics rearrangedand overlapping concepts, emergent patterns and designs which could be considered and lead t
technological development. This paper could therefore become a working material for educational planners to use
combine the areas into an integrated stdeg teeachieve technology.

Key Wordstntegration, Art, Science, Technology, Industrial Design, Education
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Introduction

Education is the act or process of imparting or acquiring general knowledge, developing the proces:
reasoning and judgement, and generally of preparing oneself or others intellectually for mature life. It is a pr
of imparting or acquiring partitavledge or skills as for a profession. It is a result produced by instruction.
Education is the acquisition of knowledge, skill, values, beliefs and habits. Artis a product or process of delibe
arranging symbolic elements in a way that infindnaffects the senses, emotions and intellect. It is the
expression or application of human creative skill and imagination to produce works such as paintings, sculg
and drawings to be appreciated primarily for their beauty or emotionallassvef oBjextis are subject to
aesthetic criteria or qualities. Technology is the branch of knowledge that deals with the creation and us
technical means and their interrelation with life, society and the environment. Technology dratgs upon such su
as industrial arts, engineering, applied science and pure science. Science can be defined as a process or m
of finding out or discovering our world. Scientists spend time trying to find out about things around us, thing
have been living atngotime and things that never have been alive by observing them properly and closely. The
do this through the senses. They look at objects, touch them, smell them, listen to them and in some cases
them. To pass on their discoveries to otherspanylsts must write down or draw what they do in their
experiments and what they observe. They also have to do this to remind them what they have done. In
experiments the scientist will be asked to write down what is done, what is sescoardeditatpedhaps
draw pictures showing these things. The definitions of the words show there are salient similarities between
which form the basis for-ghgeiplinary teaching and learning in this age.

The relationships between art, science and technology demand some clarifications. Science has contin
fed the artist with accurate knowledge of the nature of digeetisrésaingnd better materials and tools
with which he executes his work. Scientific principles of receding objects are applied to drawing and paintin
all forms of art. On the other hand, it is on record that it is through the drawings and paimteymof Leonard
that man discovered the human body. Innovaeesesidninds in science like Charles Darwin made full use
of aesthetic modes of thought, visual images and imagination. All industrial products are first drawn on pape
to the mechanical mass production. Just as scientific input goes rigtéuthetioroidd utilitarian objects so
also does aesthetic input into what we call their design. In industrial process the artist indicates the possibili
a new product through his creative skills or powers, the scientist creates the keaalidatige thfrdagh
the systematic study of natural phenomena and the engineer deals with organized skill to solve the proble
producing the object. It could be said that scie
an objdc Art evolves, science involves and technology brings into reality. The three areas work hand in hand
are all necessary in industrial development.

Science and technology have failed to practically show the symbiotic relationship between art, science
technology. Technology does not only require the knowledge of science and mathematics as portrayed b
educational planners. Art or desigguired in technology to create images of what will be produced technically.
It is only the artist who can create images which do not exist. Science can make different input in techno
Engineering can also make a separate input which sciena&edfisoience and engineering aneeaxhly
the industrial products will not have beauty or aesthetic effect. In industrial production art, science and enging
are complementary.

Another relevant question is: Does technological innovation necessarily require only the knowledge of sci
and a mastery of mathematics? It is said that science owes more to the steam engine than the steam engine
science. The famous invetittmes prefers trying hundreds of substances one by one than the more abstract
approach of deducing the qualities required in the correct substance. People are apt to learn the hard way by
out potentially successful responses not symboi@alipaginations but physically. Irsgoat@nsuch
trial and error thinking is the only kind practicable.

Technology employs tools derived from science. Some of the advances made in pure science have eme
from industrial and technological research e.g. such discoveries as those concerned with the diffractio
electrons, radio, astronomy and infosormat t heory have formed the basis
physics paved the way for radio engineering. The works of engineer in building bridges is supported by the
of applied science. The methods peculiar to technology r@riairsedhtean, experiment, intuition) have
merged with those of applied science for the purpose of obtaining desirable practical consequences (Down, :
Industries are based on manufacturing processes which merely reproduces on a lange Iseafeedffects fi
and practiced in a scientific laboratory. The manufacture of gasoline, penicillin, electricity and oxygen were
developed from technological procedures, but depended on works first done by pure scientists. Science pl
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predominant role in industries like steel, aluminum and petroleum, pharmaceutical industry, biological ind
machine and husbandry.

The traditional practice of organizing subjects dictates separate and distinct disciplines with focus on a s
discipline. Each is seen as a pure entity in and of itself. The disciplines are taught by different teachers in dif
locations. Elacencounter has a distinct cellular organization, leaving students with a fragmented view
knowledge. In elementary schools the segslfeNow put away your mathemat.
scienceo. The daily s cehch dubjece busthpasvfsom tvo sreass are only t i r
occasionally related intentionally. In the traditional system students know that mathematics is not science, sc
is not English and English is not history. The idea of integration focusesloit cakiegt®xqs within
each subject area connecting one topic, one skill, one concept to the next. There is deliberate effort to relate
within the discipline, rather than assuming that learners will automatically understand the connections. EXx
help learners make connections by explicitly making links between subject areas. Integration views the sul
through intelisciplinary topics arranged around overlapping concepts, emergent patterns and designs. Usi
crosdlisciplinary approach, theiplines are blended by finding overlapping skills, concepts and attitudes in all.
The integration sprouts from within the various disciplines, and teachers make matches among them
commonalities emerge. Shoemaker (1989) defines integration as:

éeducation that is organized in such a wa
lines bringing together various aspects of the subjects into meaningful
association to focus upon broad areas of study. It views learning and teaching
in a holistic way and cigléhe real world which is interactive (P. 5).
It provides a unified view of commonly held kno\
relationships and thus create new models, systems andIstpglieesethodology and language from
more than one discipline to examine a central theme, issue, problems, topics or experience (Jacob, 1989).

It is taken for granted apparently, that in time learners will see how things fit together. Unfortunately, the r
of the situation is that they tend to learn what we teach them. If we teach connectedness and integration, they
that. If weach separation and discontinuity, that is what thieyripanegt al, 1981). Fragmented teaching
lacks connections and relationships among disciplines. Schools are moving away from teaching isolated 1
This view finds its basis in the workgef, Biewey, Brunner and others who hold a holistic view of learning.
Each of these theorists is concerned with understanding of concepts and understanding structures. Advoca
the education movement of the 1930s advocated ansntggcdtéatr, 1987). Integration is a move from
memorization and recitation of isolated facts and figures to more meaningful concepts and connections bet
concepts. Thesdentury requirement of a flexible use of knowledge goes beyond a superficial understanding
multiple isolated events to insights developed by learning that is connected or integrated. Concerns about ne
development have put the spotlight on any educational changes that can lead to increased success. In adc
there is a body of reseagtdtad to how students learn that supports integration. The brain organizes new
knowledge on the basis of previous experiences and meaning that has developed from these experiences
human brain actively seeks patterns and searches for meanigg¢hpatighnis (Shoemaker, 1991). The
brain may resist learning fragmented facts that are presented in isolation. Learning is believed to occur faste
more thoroughly when it is presented in meaningful contexts, with an experiential comseaecited he brai
towards intgisciplinary learning, thematic teaching, experiential education, and teaching that is responsive
student learning styles. The movement towards a global economy and international connections, as well a
rapid changes in teglogy are pushing education towards integration. The ability to make connections to solv
problems by looking at multiple perspectives, and to incorporate information from different fields will be an es:
ingredient for succasthduture.

Bases and Interplay of Art, Science and Technology

From history art had influenced science and engineering. The Cubism movement exerted great influenc
international architecture and industrial design in modern times. From adoptions of éftitaetykditional
carried the ideas of the unity of the two dimensional picture surface by way of analysis of ferms and their
relationships as ends in themselves. Structure and its position in space were combined from several view |
and supper imposedxpress an idea of an object rduerfrom one pictorial view point. The breakthrough
allowed itself to be adapted to simplify endless variations in architecture and industrial design. Prior to the a
of Cubism, Art Noveau was an art movement that spread across westernmibrddp&tesers of plant
forms, the art exerted great influence on architecture, interior design and industrial design. The Bauhat
Germany in 1930s, spearheaded by Walter Gorpius, was a deliberate attempt to combine art, architecture
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engineering to upgrade product design. He invited top architects, artists and engineers for this purpose. M
Nagy, a Russian artist in Chicago in the 1930s also set up a névhéhigiewe! of product design

achieved by these two countries owes much to the pioneering efforts of these two schools. Nigeria can en
the Bauhaus by involving in suchlisdiglinary interaction. Art is part of science and technology based
institutionkke the College of Art, Scienc&eatohology.

Despite the significant strides in the teaching of science and engineering, there is little to show in ternr
industrialization. We still rely on foreign technical experts and assistance for survival. People still patronize fc
goods more. Rylimakers have failed to channel our education to achieve the desired technology because arti
creativity is not properly involved in the application of science and engineering. Just as mathematics is not exc
domain of any subject, so is actistiivity not limited to visual arts. Creativity is applicable to science and
engineering. We have great brains in science, but woes in contemporary technological advancement partl
to the down play of an important aspect of technology (¢realiasi@esucation. In order to catch up with
the Asian tigers in technological development, a radical step has to be taken by educational planners. Art tea
must be produced in large number. Art, design, science and engineering must tentiyu@htegratan
or intedisciplinary approach).

Since the beginning of times mankind has been dependent on drawing and painting. The first alphabet
evolved from picture symbols and before the inception of writing, drawing was the only means of recording e
dates and forms. Until thaniioreof printing, hand written books were illustrated. Even the initial letters at the
beginning of the chapters and paragraphs were ornamented with scenes or portraits, comic strip magazine
ornamental cartoons occupy screen (Delaquis, 200@giAmiting of thes &orld war, in order to cut down
casualties in the fight against Russia, Hitler employed artists to design the camouflage uniform for the first ti
is still in use by all armies of the world. SinoedHe War artists have been hired by Navy and Air force to
apply their expertise in illusion of form and colour to camouflage ships and airplanes to confuse the enem
shootout. NASA still applies simple pictorial devices like frottage amopeithdns thevBurrealisisers
to determine the mental makeup of astronauts and their susceptibility to hallucinations when confronted
unusual visual phenomena in outer space. Psychiatrists also use these Surrealist devices a lot in their pra
Accurate rendering akvéis of court cases behind closed doors are carried by artists because camera is barre
in courts. Artists have recreated the dinosaur, same applies to outer space even before man first walked o
moon. Without the medical illustrator, the stdiginé nvould not be envisaged. Just as a car designer must
have both engineering and art competencies, so must the qualified medical illustrator have both biology ar
gualifications, rare combination for Nigerian education system (Delaquis, 2003).

The design of stamps, coins, badges, trademarks are wholly dependent on the skill of artists and drau
men. Without publicity through commercial arts, mass production and the process of industry could be impos
No matter how excellent a prodgight be, it would not compete in the industrial market if the packaging and the
label are not aesthetically satisfying. Some products are even better than those imported but are not patro
because of lack of aesthetic input in the making, paddagieling. Buyers are naturally attracted to products
which are presented beautifully, assuming that the inside products would be as good as the outside. In educ
good teachers always seek to develop visual aids for the instructionus.dllegjeated books have more
interest for children and adults. A more successful teacher is one who can illustrate his geography or biology |
with a sketch on the magic board. The engraving on money is executed by an artist. Theio@hs&e use are m
sculpture piece created by hands of an artist. The belt buckle, the designer dress, the ear rings and the bar
the designer shoes, eye glasses, car are all amalgamation of artistic skill and technical craftsmanship. T
designer product ieplthat someone sat down, took extra time, composed, formulated or manipulated formn
texture, and colour till an aesthetically satisfying synthesis was achieved in the product. The product is in all
extraordinarily beautiful of its kind.

A lot of investigations commence as mental images in the mind before transmission into mathematical forn
and into mechanical device. Often ideas pass through the medium of sketches. Great architects, from Renais
to modern times, alwayallgiformulate structural ideas in free hand drawing before putting them in scale. The
sketches of the architects reveal that they cultivated imagination through drawing and this raised aestl
considerations. Top car designers, interior decoratded,dedigners all init@iliyorialize randedeas
through quick sketches before crystallization into actuality. The interplay of technology and art is more appar
car designing. The computing of outer body realization passes through the whole gamut of art. From prelin
freehand sketcheslétailed, scaled drawing studies, to sculpture and ceramics in clay, to sheet metal adaptatio
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then through air tubes to streamline drag and further adjustments, then priming and pigment mixing that is nc
different from the procedures that an artist goes through preparing canvas.

Newton first explained the dispefdighin 1666 and the significance of his discovery to painting was later
fully appreciated when it was realized that white light is madecafmofsnaamyo colours may blend to
form a third colour. Varying wave lengths of the rays of light are responsible for the sensation we perceive as
and each colour has its own wave length. Objects have no colour in themselves. According to its nature an
absorbs part of the colour ray which combghtiThe colour which an object appears to be is the ray which
is not absorbed (due to the nature of the object) and which therefore reflects and bounces off. Thus an object
appears to be orange has absorbed all the rays of the spectmamgexptvhich it reflects and you are
given the sensation. The two extremes are black and white. An object which absorbs all the rays of the spe
will appear black, because it does not reflect any ray of the spectrum. One which abzoebs whitay will a
because the rays will recombine to make the white light again. The implication of the scientific discovery of «
to painters is that the colour of objects in a composition is subject to the circumstance in which you see t
Colour is neva constant thing. It is a phenomenon which changes with the variable circumstance in which i
seen. Itis purely an arbitrary circumstance whether lemon is yellow or not.

The old masters were deeply involved in drawing of natural objects. The study of plant life in science inv
the combination of nature study with drawing. It is possible for those who have no taste for art to gain from t
class by acquirimgeirest in nature study or in biology. By being engaged in drawing of leaves, flowers, sku
painting landscape or other natural forms, you will definitely acquire the knowledge of plants growth an
structure and thus develop interest in the woddaumo The scientists who studied the evolution of man (e.g.
Charles Darwin) and the early explorers (e.g. Leo Frobenius) relied very much on drawing of natural objec
forms of record. Observation, one of the basic steps used by scienceris@alsoeaahggtting accurate
drawing. Observational drawing and firsthand experience with objects as stimuli for art proliferated in the 197
forms of inquiry, means of awareness and fostering inquisitiveness. Objects for direct semsalgtexperience sti
the | earnerés vision and feed his imagination.
growth. They provide the brain with the material required for the maturation of perceptual, cognitive and se
processes.

In industrial production, science is the knowledge and art is the creative act involved in the making of an o
Art evolves and science involves. While science deals with the principles by which ends are attained, art deal
the ends themsedvand how to achieve them. Even during the early civilization art and science were ng
separated as they are today. The early man understood the world through unified study of artistic, logical
religious elements. Art, science and religion weeel @omidggrated. Art cannot develop without science,
neither can science advance its investigations without the use of art. Art requires broad and scientific know
of the elements represented and scientific findings must be recorded thrageg$. artistic i

William Harvey (1578657, who had a degree in Fine Arts, discovered the circulation of blood in human
body. The earliest known anemic drawing was Ari
through these art works that contemporary scientists gavergaiote thtt study of human anatomy. The
early sculptors and artists in general were better surface anatomists than men of science and the rise of natu
in art during the Renaissance period led them to talse anteéngsih in human form. They took their art
illustration into anatomy and thus laid the foundation of medical sciences and medical illustration technology
use of animation graphics to illustrate the science of how the human body woiksskiamh lefl Sonas
physiological puzzles which is of immense interest to medical scholars and practitioners. What may begin :
activity could become a scientific investigation. The discovery of circulation of blood in human started a
exercise.

It has been discovered that mentally retarded and backward children learn more effectively through
opportunities. Music is used in physical exercise, work, military parade, traditional faming to enhance perforn
Displaying art works in redspibuld help patients psychologically. Music, dance or drama provides a kind of
satisfaction to patients who are restless. They enable them relax, rest and pay attention and send them into &
of composure and they forget that they are hodpitalizedny patients need is not drug, but opportunity to
relax and fghannel their minds.

From the available literature on technology, we could develop some basic facts about it.

1. Technology is developed and not necessarily transferred as many people think.
2. People develop technology when they improve their knowledge, skills and procedures of making «
doing things.
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3. One of the conditions most favourable to invention is to accumulate knowledge and experience in art
creativity.
4, Art is the basis of all disciplines and the foundation of discovery.
5. There iseed to provide integrated knowledge of art, science and engineering for industrial developme

Industrial products are first drawn or sketched on paper before their mechanical mass production. The
indicates the possibility of a new product through his creative powers. Leonardo de Vinci was the first to su
graphically the idea of a figanchine and it had taken science and engineering many years to catch up with him
All objects of our daily use show a recognizable style of art form. There are design elements in architec
television sets, bridges, chairs, clothes, utensils,esateites; chairs, cars, airplanes etc.
Industrial Design
1. Finding and investigating problems

g) Finding problems to tackle is the starting point for all design activities.
Desigrproblems exist everywhere you look, for they are concerned with how people live their lives and t
products and systems help them do it. Imagine or think about what people are trying to do, how they are do
what systems or products they are nskiofgamd how they might be improved. You will certainly find lots of
design problems to tackle.

You spend a lot of time at home and at school, so these are good places to start when you want to loo
design probl ems. Visitors are always coming to
help? You can design a corpwiamgity for different departments. At home think about your leisure, your
transport, how to carry things by hand or on a bike, and how you leave messages. A great many design prol
are concerned with containing things which are perishableifike feog)edand livestock; dangerous like
chemical and drugs; precious like money, documents and jewelry and numerous like marbles, pencils and st
Usually these items are being contained because they need to be stored safely until netfiled], quickly ide
easy to transport, protect and made accessible. Drink cartons, crisp packets, clothes and handbags are just
examples of containers. The design of a container has to be carefully matched to the situation and environm
which it will beads and visual clues are needed to help identify its contents and how to open and close i
Information design is concerned with develegimgmsional graphic work to provide ideas or information.
Record sleeves, magazines, sign systems, poséhte éintkinstruction leaflets are typical products in this
area. When the message is intended to sell or promote something, visual images are used to make a product
extremely desirable and memorable. To make a message memorable:

1. make it strange or puzzling,

2. distort its proportion,

3. make it dynamic (i.e. make it carry out an action),
4, exaggerate the number,

5. make it brilliantly coloured.

Brochures, record sleeves and book jackets show effective use of such devices. The corporate identity provi
quick and easily recognized way of labeling products and services, and helps to reinforce public awarene
them. Corporate identity systegig involve logo or symbol that can be used on a letter head or business card.
Packaging, products, instruction leaflets, invoices, advertisements, uniforms, delivery vans, carrier bags and
outlets can be unified under the banner of the norporatio
You only have to open your eyes to see a design problem, but seeing the problem is only the first step.
next important activity is to get as much information as possible about the problem. You need detailed inforn
about the people involtteg activity they are involved in and the situation of the activity. Ask yourself various
guestions about each element of the problem.
The people: Who? How many? When? How often? How big? Why?
The activity: What? When? How? How often? What is the difficulty? What is the cost? How
long does it take?
The situation: Where? Why? Where else? What environment? What cost? What is the
difficulty?
Think about how you can best get hold of and record the information that you need. Is it by talking to peop!
watching people, by listening, or by writing to people? Collecting information under people, activity and situ
should enable you to sareae your particular design problem clearly and in detail.
6. Developing ideas of your own
Thinking for yourself is something you need to do through all the stages of your project.
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Good ideas are very rarely completely new or original. They are usually existing ideatiffrmegether in
ways or applied to different situations. Brainstorming is a very useful activity, in which you try to come up w
many ideas about a problem as you possibly can. Let your mind wander freely around the problem. Put do
many ideas as youwsgibly can but do not judge them. No one is allowed to say whether an idea is silly ol
impossible or anything else. The point is to get ideas out of your head as fast as possible. Look for connec
between things and ways in which usually unrejatedrttia combined. Record all the ideas using words,
sketches or both.

Everybody, without exception, has the capacity to think imaginatively. It is a basic human ability that w
possess. But | i ke many other abilities, 1 f we d
than sitting startingadilank sheet of paper waiting for ideas to suddenly happen. Your mind will generally g
blank as the paper. You should begin by putting down whatever your first thoughts are however basic or ur
they might seem. You could start by doodling drat bappens. No one expects you to come up with a
brilliant idea in your first sketch and if you do they might be suspicious of where it came from. Some of the
things seem to happen by chance so try to encourage some happy accidents. EgalBateeyouil ke
too costly or too difficult to make or perhaps socially undesirable in other ways. Check back with the ori
specification and see which ideas best fit the problem.

Having your own idea is not easy. It often takes courage to begin with, but in the end you can look back

see that your project is different from other pe
even if they need adbtleveloping before they can be used successfully. Always remember that having goo
idea involves trying things out, not worrying if
making the most of whatever happens, beirglpag hours of struggle and real sense of achievement.

7. Communicating ideas and information

However good your design ideas are they will be worthless if you cannot communicate
them effectively to other people. Good communication will help you to retrieve and record important inform
about your design problem, discuss as they develop, convey the details of your solution to whoever will be iny
in making or carrying out yadeas and convince your teacher and the examiner of the quality and quantity of
your ideas.

In all types ofessageshe impact of visual communication is very important. A picture can tell a thousand
words, but drawings by themselves are unlikely to be completely sufficient to convey your ideas. Effec
communication usually involves a mixture of words, piteresncuaven physical gestures and actions.

Both written and spoken words are probably the most commonly used form of communication. Visual imag
pictures dominate our lives far more than we realize through sitkss,dradémgs, photographs, film and
television. Surprisingly though people are generally much less fluent in using these forms of communicatior
they are with words. 't is easier to fNudbg®e i ssu
are particularly efficient for communicating details of quality of such things as time, cost, weight, size, strengt
location.

8. Modelling ideas

You can represent your ideas by a means of a seriendthvesimensional models. Models are
simplified versions of the intended real thing. They allow you to explore your ideas in detail. The sketches, dre
and numbers are all typesanfel as well. The most sophisticated modeling tool you have is your brain. In yout
mindés eye you can create and change ideas that
right types of model to test the particular ideas that yasteck imt€dften models will have to use a
combination of change of scale, material and form. Make real models to explore your thinking. Getting
thoughts out of your head and onto paper and into modeling materials will help you to shatideasnd clarify t
9. Making what you have designed (prototyping)

The stage at which you want to make the product is called realization stage. You need a
working drawing which contains construction details, size, materials and finishes as well as cutting list or par
The realization can be divided into two stages: a) Preparation. Plan your approach to the manufacturing s
Work out the procedtiodse followed and indicate amount of time available for each part of the procedure. Kee
your schedule as closely as you can. Another aspect of the preparation is the practicing of any techniques
you are unfamiliar. Select and collect togetlageriaés which you require. Check the materials against your
specification and choose materials of good quality b) Manufacture. Work carefully and methodically and
precisely. Use your design folio as a reference during the realizationtstagaaltasdjperfectly proper,
for modifications to develop during realization.
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10. Weighing up the pros and cons (Evaluation)
Once your design has been realized you should make your evaluation of your project. Treat
it as an initial prototype or provisional solution. There are four areas to evaluate.

1. performance against the original brief,

2. appearance and aesthetics,

3. the accuracy of the realization against the initial design,
4. persondkeelings.

The first twavaluatethe outcome or product of your design. The last two are evaluating your design as a proces
The appearance of the realized idea is an important consideration and an evaluation of it is vital. Think of the
form of collecting information for yauatievalThis might be a test, questionnaire, a book, a tape recording, or
photographs, or combination of all of these. Your evaluation should take the form of written report or it migh
a part of a display, visual approadtiraviings, photographs and charts. Kimbell (1987) provides evaluation
guestions. They are:

1. Have you tested your realization in its intended setting?

2. Does your realized idea work in the way that was intended?

3. Have any difficulties with the operation been noted?

4, How could you improve the function?

5. Is your realization well produced?

6. How could the standard of manufacturing be improved?

7. Have you used the best materials and construction for the object?

8. State the best features of your realization, such as finish, accuracy of construction, etc.

9. Is it possible to compare your project with a commercially produced item?

10. List the comments which other people have made about your work and. Who did you ask to comm
and why?

11. Does the realization match the idea presented in your design folio?

12. State the reasons for any differences which have occurred.

13. Where did the idea for your design come from?

14. State the best features of your idea, such as novelty, values, simplicity, etc.
15. Have you presented your design folio?

16. Did you complete the realization in the time available? If not, why not?

17. With what did you need most help and where did the help come from?

18. Which aspects of the project did you most enjoy?

Conclusion

h) Science and engineering will be required to designied product into reality.

i)  Whenever there are moving parts in something, there is a mechanism. Mechanisms are designec
achieve any movements that are required. Industrial development requires the interplay of art, scie
and engineering. The formation of a product reddireBradigcts have to be designed by artist if
they are to physically appeal to the public. The development of technology requires knowledge of
science and engineering combined. Victor D. AmE@(19@0dhe &ge of science, art may be
the salvation of modern man, but only if ch
developed countries are aware that one of the conditions most favourable to invention is to accumu
knowledge, skihd experience in art and creativity.

Technology springs from a soil prepared by technical training, knowledge of physical science and sym
acquired through interaction and integration of art, science and &unchneaimnghould start in primary
and secondary schools. Subject areas can be connected through topics, skill and concepts. Ideas withir
disciplines can be linked. The idea of teaching the subjects separately will not achieve our desired objective
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Abstract

African artist inspired by European education and modern expression of art defied traditional methods of expression

in art. Rather than copy, they employed a modern realistic, method of expression to their depictions of Nigerian

landscapes in the processfachieving their dreams of representation as well as capturing and documenting such scenic

landscapes. Many of these usong artists exist in several art ventures using different media of expressions. An example

is Mary Dalyop Zang, whose works intapesbU ODAAE O1T1 01 AO AAT 66 EAO 11 AAIT EOUBO OI
her development will encourage other burgeoning artists to step up and give good account of themselves in their

OAOET 00 AEAT AOC T £ AT AAAOT 08 - ib©dnti foddAdDhiedidldd OAAET ENOA T £ b

Key Words: Tapestry, Designs, Selected works, Mary Dalyop Zang

Introduction

The Textile Arts Section of the Department of Industrial Design, Ahmadu Bello University, Zaria has
contributed immensely to the production of both professional and academic textile artists in Nigeria. Many

of whom are lecturing in different universities, producing their types allover the country. A few have set

up private studios in different parts of the country, while some are employed by textile industries. Over the
years, there has been consistent lack of interest in the production and exhibition oblourful tapestry as

Al OAEAAOGAA AU OEA OOOAAT OO UAAOI U AQEEAEOEITO EIT O
nonexistent in some stands and where they existed, they were small, undefined and shabbily executed and
presented. When asked why, thecomplain of its time consuming nature.

Their expertise in other weaving activities like rugs, mats, basket weaving, tidye, batik and prints is most
revealing. These are exhibited with pride and great attachment to the products in different decorations and
designs. One then wonders why it isat the same with tapestry. Tapestry is not a new technique in weaving
neither does it engage the use of new materials. It is more of painting with thread using the weaving
technique. Itis an intricate interlacing of threads with different values.

In the Department of Industrial Design during the 2015/2016 academic sessiod - AOOA 06 O OOOAAT O
this and came out with impressive designs that attracted the attention of several people in the university.
When asked why she ventured into an area that seems to have been abandoned for a very long time, she
was fast to respond ly saying that it was due to lack of interest and innovation observed over the years of
her training in the department that motivated her to venture into the production of a variey of woven
landscapes with notable innovation for embellishing the interior. She is of the view th&pestry can as well

be used to embellish public and private spaces such as government parastatals, hospitals, libraries,
municipals, corporations, institutions, theatres, banks and residences.

Through her tapered worksshe was able to provehat there is no controversy over the relative merit and
aesthetic status of works in tapestry as opposed to other weaving techniques. She produced interesting
landscape compositions of famous rock formations in Plateau State, which includes Riyom rocksl dts
knowledge and humanity.

Concept of Tapestry

According to Zang (2016), tapestry is a technique of weaving that combines the interlacing and interlocking
techniques to produce various forms of designs on items such as cushion covers, rugs, backdrops, bags,
caps, belts, shoes, cloths and so on. It ifves the weft coming from opposite direction of the warp and
turning around adjacent warps leaving an open space. Campbell (2000) technically sees it as figurative
weft-faced textile woven by hand on a loom. Historically, it isot a new technique in weavig. The Egyptians

are said to have used it between 1483 and 1411BCE as evident by its fragments found in the tomb of
Thutmose IV and Tutankhamen. It is said to have also been practiced ihi@ before it began in Europe
(The Victorian TapestryWorkshop, 2007).

Tapestry designs cannot be produced without the designer having basic knowledge in drawing, painting
and weaving in order to develop and stimulate patterns to be artistically expressed, bearing in mind the
basic elements and principles of design.
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Techniques and Materials for Production

Tapestry varies in many ways andhere are materials and differat approaches in its production. Italso
differsfrom culture to culture.

Techniques in tapestry include:

* Interlacing zthe weaving of two or more things together often in a pattern

Interlocking z interweaving by connecting two or more ends together to form a pattern

Needlepoint z hand embroidery done with thick coloured threads on canvas

Applique z stitching pieces of cloth on a large canvas or plain cloth

Fingernail z the weavers working the weft with their fingernails

* Eccentric z adding fancifuland imaginative ways to enhanceatterns.

Convey (2015) opines that, the technigas used by textiles artist varythey weave, crochet, knot, twine,
braid, knit, spin, stitch as well as print, tie and dye. Tapestry is a method of creating pictorial designs by
interlacing two sets of yarn threads called warp and weft. The warp threads form the base for the entire
weaving, that is arranged parallel to one another and is held in equal tension on the loom. Tension is created
by pulling the warp-ends so tight that, the design becomes taut without shrinkge. The weft can be single
or double or more so that they can pass over and under the warp stripes in a systematic manner thereby
creating a solid piece of design. A hanrdoven appearance is achieved due to the weft shuttles being
inserted by hand which gves rise to variable tension needed.

Processes of Producing Handmade Tapestry

Production of handmade tapestry is a labeintensive process requiring the designer to engage in critical
observation, making working drawings of different pictorial views, study colour theory, and the
interpretation of colours in the execution of large projects to be framed for use as decorative designs. A
large tapestry is easily manipulated due to enough working space which Ips in getting the right
proportion. Weaving of smaller designs is difficult to achieve because of space and how to deal with the
rigidity of the motifs to be laid on the vertical warps (Zang, 2016).

Tapestry differs from other forms of weaving because it has no definite patterns and involves a lot of time
in the observation, preparation and selection of yarns for the production of images from the working
drawings, swatches and photograph. Kparevzua (1983) opines thathe simplest technique involves warps
stripes which are set up during the process of warping up #loom.In this study, the warp stripes were
used to form the base for the design and to achieve equal tension for good patterns in ordeat@id having
loose weft threads in the process of weaving. Disntinuous wefts are used in oreér to create pictorial
de5|ns that are deliberately copied by the designer (See F|ure 1).

* %k F F

Fig. 1, The path and the steps in discontinuou s weaving (interlocking) by Zang, 2014 , Medium: Synthetic wool on
loom, Source: Studio work by Zang

The production of tapestry design is such that the wefts are more than the warps, or vertictands, which

are not visible in the finished design. The horizontal threads (wefts) are manipulated over the vertical

strands (warps) covering them by copying the cartoon to form the woven patterns desired.

Practical Encyclopedia of Crafts (1973) states thatDé A £FOAO &£ Oi ET ¢ 1T £ OADOO OEOAA
xAAOAO Ci AO TOAO AT A O1 AAO OEA xAOP OEOAAAO AO OEGEO
in plain cloth weaving, the wefts pass over and under alternate warps strands with each passagstjas in

tapestry weaving. The number of the weft determines the thickness of the woven fabric as produced in this
OO0OAU8 0686)1 1100 DAOOAOT xAAOEI ¢Oh OEthAephtterhiswoke@ £E OO0
ET xEOE xAZ£O OEOAAAGxahflcOsRolvmeloivi A T AAAT A3 6

Page |36



MAIDJAD: Volume IV
ISSN:2638145X
January, 2019

20%as71%/20

Fig. 2, weaving with weft threads and needle, Zang, 2014, Title: Riyom rocks (weaving) 2014 , Medium: Wool on

loom, Source: Studio work by Zang

Designs can be produced either from direct interpretation or from inspiration. Jones, (197 9pines thath O 8

There is so much to learn from the past, in design, in accomplishment, but most of all in the fact that it used

to be considered necessary to provide the untrained designer with well devised and welbnstructed
DAOOAOT 086 4EA AAdeE yicétain drifcidldsn o@ér to Adcom@li€hEhisor her goal.

Jone$ | DET EI0I6 4sDOAOBAGROOOU EO x1 OAT 1 1 woblenixiAlOmHEs A x 1 11
study discusses the production of tapestry using synthetic wool as weft and twine as warp on a loom in a

variety of landscape designs.

-AOU $ATUI D : AT G680 "AAECOI OT A AT A %AOAAOQGETT Al $AOAITE
Mary hails from Jos metropolis in Plateau statef Nigeria. She idrom the tribe called Berom. The father

was a clergyman and the mother was a traditional cloth weaver. Like every humble home with regard for

education then, they put their daughter Mary in the Local Education Authority Primary School, Gyel. Her

mother, being a literate weaver with drawing ability, used her knowledge to illustrate with diagrams some

biblical stories for members of her church wlen Mary was growing up. This rubbed off on lite Mary, and

by eight years old, she was assisting senior classes in drawing maps on the blackboards. A scenario that

found her placed on desks or tables at times in front of the class for her hand to reach the board.

/T ATi Pl AGET ¢ EAO OAAITTAAOU AAOAAOGEIT EIT -wpa&AOT i AT O
appointment with the Roman Catholic Missionary Primary School, Gyel. After teaching for a year, she
proceeded to Ahmadu Bello University Zaria for a Diploma ifine Arts. This dream of having a tertiary

education was truncated by marriage in 1985 and consistently suppressed until 2003 when she gained

admission into the Fine and Applied Arts Department of the College of Education, Gindiri.

In 2008, with the zeal to prove to the doubting Thomas of her ability to excel in the arts, she honored the

admission into the Industrial Design Department of Ahmadu Bello University, Zaria where she obtained her

first degree in Industrial Design (textile option). With the same aggression and the desire to fulfill her

AOAAI 6h OEA &£ 111 xAA EO Obp xEOE A 1 AOOAOEO AACOAA EI
Philosophy (PhD) in Industrial Design, specialising in Textile Design.

She holds several partime teaching positions in the College of Education, Gindiri, the Department of

Industrial, Ahmadu Bello University, Zaria and at the University of Jos. She is a prolific draftsman, an
accomplished textile designer, book illustrator and a painter. She is married with three children.

-AOU : AT cd80O -AOGETA 1T &£ (AT AAOAZEZOAA 4APAOCOOU 4AAET ENOA
After constructing a rectangular loom of wooden frame, consisting of nails arranged with equal spaces

between them at both the top and bottom of the frame, Mary employs the use of industrially spun threads

and twine as the principal material for producinghandcrafted tapestry. Other materials used include:

synthetic yarn of different colours and tools such as tapestry needles (big), small, needles, scissors, masking

tape, marker pens, pencils and colour pencils.

Mary produces sketches of what shintends to design before embarking on weaving. According to her, a

design may be produced from imagination or direct interpretation or from inspiration. She uses marker

pens for inking on the warp and swatches that were produced with colour pencils or charco&Gee figure

3)
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Fig 3. Charcoal sketch on cardboard by Zang, 2014, Title: Riyom rocks (sketch) 20 14, Medium: Charcoal on
cardboard , Source: Studio work by Zang

She constructs the warp by running twine up and down hooking the nails arranged on the loom. The
application of tapestry needles for designs begins with the selvage which Mary refers to as the beginning
of weaving after warping of the twine on the loom. Slhemploys continuous weaving approach that is often
referred to as interlacing technique. She uses small needles at times in the rendition of delicate and intricate
parts of the designs with several weft threads in the weaving process, looping the weftachieve pigment
variation in the |ctor|al composmon mstead of knotting.

T

Fig 4. Interlocking the wefts with tapestry needle to achieve the overlapped rocks , Title: Riyom rocks, Medium:
Wool on loom, Source: Studio work by Zang (2014)

Sometimes, she uses a repeat design where she starts weaving from the reverse side, showing the
opposite side of the normal form in the productlon of tapestry design.
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Fig 5. Showing the early stage of woven patterns from the reversed design, Title: Reflection (imagination) 2015 ,
Medium: Wool on loom, Source: Studio work by researcher

She starts her finishing by trimming and tying of all the warp strands carefully and also measures the
finished design for framing according to the sizes of the projects. The introduction of glass in her frames
has added another dimension to the finishingf the tapestry designs. She uses materials like fibre, frames,
glass, evostic gum, screws, nails, straw board, ceiling board, masking tape and brown paper.
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In the exposition of her works on tapestry of the undulating and jaggy, stony terrain of Jos in 2016 at the
Fine Arts Department Zaria, she proved to be an exponent of the minimalists. Her draftsmanship was handy
in her designs; her painterly experience wa not left out in the rendition of the works exhibited in her sole
exhibition. Using her virtuosity in painting and drawing, she created incredibly detailed compositions of
landscapes of her locality. Two examples of such compositions are found in figu&and 7 showing Riyom
Rocks and Sun Set composmons When completed.
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Fig 6. Riyom rocks byZang M. D.; lZOcm x 90cm; Tapestry 2014

Riyom rocks are located in Riyom, along Abuja road 25km away from Jos, the Plateau Sate capital. The green
plains surrounding the rocks areachieved with a variation of green threads on the foreground; this creates

a contrast with the rocks and further enhanced the beauty of the landscape formation. The rock formations
are also achieved through a skillful interlacing and interlocking of variosi shades of brown thus creating

OEA Ei 1 OOEIT 1T &£ AADPOE AT A Oi 1 EAEOGU8 4EA Ai AAO Al 6A

white and light blue in an uneven pattern that mimics cloud formations on a clear day. This enhances the
clarity and identity of each object within the composition and alludes also the artigt€kill and dexterity
with the needle and thread. Aesthetics is achievelly the neatness and precise nature of achieving and
representing the landscape.

............................................................

Fig 7. Sunset byZang M. D.; 67cm x 36cm; Tapestry (2014)

The Sun Set composition was inspired by the setting of the sun and rendered in bright and dark hues as
observed by the artist. The composition combines orange, yellow and shades of brown wool to achieve the
wave of patterns. The work is inspired by the dryseasons, as evidenced by the predominant use of earth
tones depicted in varying values of brown and yellow ochres. The composition reveals the gradual
gradation of the setting sun in dry season. The left side of the composition is occupied by a varidtyirts
and tones, which creates a perspectiveffect on the design, making it suitable for interior embellishment.
The composition seeks to highlight the unique skyline of the dry season where the sky seemingly meets
xEOE AAOOESO OOOEAAAS

Conclusion

The preceding discussionsrevealed that Mary is one of the numerous unsung accomplished textile artists
in Nigeria who has a flair for tapestry. For daring into an area that is said to be cumbersome and time
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consuming, one can conclude that she is a hardworking lady inspired to create composition with hanging
rocks, brilliant sunsets and reflections in the river watching all dissolved into each other as she progresses
in her weaving. She uses brilliant colours«T EAO x1T OEO AT A
impressionism in rendering her scenes. Her works, although colourfiéire made up of forms which exist in

a quiet, timeless light rather than in the glancing sunlight of normal painting. In herwords OOEA &£ AOOAO

T £6AT Ai i AET AO

creating a peaceful quiet and comfortable natural environment that is devoid of noise and violence for
AEAOA 1T AOOOAG68 3EA I 1TAAIT O EAO 1 AOOAO
composition and also to mak the work faster, heavier and with more textures.
She is a teacher paexcellence, whose interest in disseminating knowledge is high. She is a very good
influence, capable of rubbing her positive influence on students and the society at large. The students of
industrial Design Department in Ahmadu Bello Uiversity, Zaria, are presently benefiting from her
expertise in textile design through a paritime teaching arrangement which may elude them if they are not
fast in absorbing her as a permanent staff before she completes her Doctor of Philosophy.

PDAT 1 A Oi
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Abstract

The significance of management is much more magnified when applied to the context of Theatre business or enterprise.
Unlike many goods and services which are indispensable or unavoidable for many people; performances
(entertainment), which Theatres majorly produce are regarded by many, especially in Nigeria, as subordinate to
primary and secondary needs, which in a way is the candid reality.

Theatre managers, practitioners, teachers, students, etc., must therefore be very pragmatic and responsive to the core
challenges of managing Theatre businesses posed in tharrent times. The situation imposes a germane need to
critically analyze, study and review the fundamental functions applicable or requisite to Theatre Management (in the
light of current realities). This undoubtedly will help theatre managers and operats identify and prioritize the key
functions of management which are fundamental and absolutely relevant, focus action and often limited resources on
them and thus, enhance results as well as contribute bountifully towards the fortunes of the ailing Theatindustry as

it relates to the cultural and economic sectors and overall national development. Consequently, this study
comprehensively discusses the fundamental functions of management from the perspective of the authors who have
been involved with Theate management teaching theory, practice and research for about three decades. In terms of
methodology, the secondary literary methodology was adopted and applied. The main recommendation is that theatre
managers and practitioners should study and abideybthe enumerated functions so as tenhance theatre management
performance and results in Nigeria and the world globally.

Key Words: Management, Theatre, Functions, Fundamentals

Introduction

The importance of analyzing the fundamental functions involved in Theatre management practice cannot
be overemphasized. Management, by nature, is dynamic and universal. Its core elements and vital
practices are therefore constantlychanging in responseto contemporary conditions, realities, situations
and trends.

Besides the dynamic nature of management and Theatre management, more and more people every day,
are getting involved as directors, managers, producers, etc, in the practice of Theatre as a business,
discipline, profession, and vocation. It is very certain thatot all of these participants; including even some
who may have been in the terrain for some time have an-depth knowledge of the fundamental functions
involved in managing theatre and allied businesses or organizations. An analytic discourse ¢fet
fundamental functions involved in Theatre management such as this is therefore meant to proffer an in
depth knowledge of the requisite functions of Theatre management to all who are in a position to benefit
from it. The analysis is done discriminately ad selectively with regards to standard timetested Theatre
practices and prejudice to current challenging soci@conomic realities in Nigeria.

For the sake of proffering strategies that can be applied in dealing with problems presentiylaguing the
sector as well as increase the prospects of the theatre industry in general; it is expedient to ask the crucial
guestion of what is the impetus behind thestudy?the authors feel not just inclined, but obligated to carry
out a detailed study of the fundamental functions of theatre management for various reasons. One of such
reasons is to clear and erase prolonged assumptions, confusions, doubts, mismptions, speculations as
well as erroneous preconceived notions about the fundamental functions involved in theatre management;
which have undoubtedly militated against the theatre discipline, business and profession in terms of
retarding its performance as well as its attainment of remarkable results. Secondly, besides erasing and
expelling the confusions and doubts which exist in the minds of various people, which unarguably detracts
the course of good theatre management, theory and practice; there israich more fundamental need to
state clearly and analytically; the fundamental functions of theatre management in widely circulated and
consulted textual publications, so as to serve as a knowledge repository (a form of manual), serving as a
reference pointand as a guide to all those who engage in theatre management and operations.
Furthermore, in about three decades of involvement with theatre management research, teaching and
practice, one is constantly presented with divergent reactions and scenarios of people displaying shallow
or half-baked knowledge/information about what theatre management essentially is. Some of such
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scenarios give cause for concern; while others are just simply amazing and sometimes surprising. One has
been confronted severally over the years with questions from students, departmental colleagues and even

AAADOI GU 1T AT AAOON AOEEjo@ woiiOah 6 Thidtré Mandgédt, vAen You &\ rdt tHe O
Head of Department® 3 1 | hetAeOtBeatre managementis really important, in comparison to areas

or courses like Drama, Music or Acting anBirecting?d O) O EO AAOEOAAI A @émedDAAEAI E

precisely, is it lucrative to be a theatre manager in the theatre when you can become something more

DOAOGOECEI 06 AT A DOl AEOAAI Aed O#AT T1TA AOAnageftAl 1 U AA
01171 ABAOOETT AOANOAT 61 U AOGEAA EO OATAO OEAAOOA i AT AC,
I £ OEAAOOAN EOOO 1T EEA -AAEAh ' AOET C 1T O $EOAAOET Ceb

With many near appalling and disappointing questions being asked repeatedly, one has had to be very
careful in responding so that, the ones innocently engaging in the questioning are not unnecessarily or
prematurely discouraged; knowing that the questionsare rooted mainly in ignorance, misinformation,
knowledge gap and uncertainty as to what theatre management as an area of theatre comprises. Moreover,
these questions all but reveal that not so many even within theatre, though especially outsiders have
adequate or detailed knowledge about the intricate and important functions of theatre management. The
authors therefore perceive that there is a fundamental need, in fact an obligation to engage constantly in
research studies leading to increase in publicatitss designed to increase awareness, enlightenment and
detailed knowledge of the fundamentality of theatre management. Additionally, the study is also intended
to erase the negative misconceptions as well as attract prospective future theatre managers whoetvise
may be lost as well as their potentials and skills. This is definitely most unfortunate, regrettable and should
be avoided by all efforts; a cause to which the authors are dedicatedly poised. By providing this exposure
regularly and increasingly ona continuing basis; hopefully, more and more people will receive the
knowledge and information that would help them to understand the nitty gritties of the fundamentals
involved in theatre management as well as the importance and indispensability of theuls-discipline
altogether.
Analysis of Main Terms and Concepts in Theatre/Management
What is Theatre?
Theatre is widely acknowledged to have originated in Greece by the®&. It has received various
expressions, interpretations; even adaptations across the ages in different climes. In AfrigaNigeria,
Theatre has been part and parcel of the evolutionary process of various ethnic groups and nationalities.
The Yoruba Alarinjoltinerary (travelling) Theatre tradition is widely acknowledged as one of the earliest,
robust traditional/ethnic theatrical manifestations in Nigeria; just as the late veteran doyen opopular cum
modern entertainment, Chief Hubert Ogunde is widely acknowledged as the pioneer and father of modern
theatre practice and management in Nigeria.
As for its definition, Cohen, (1994: 5) gives a comprehensive definition which is suitable for the purpose
of this article, due to its detailed overview of the Theatrical concept. His very detailed definition connotes,
collates and summarizes the variouspproaches, meanings, dimensions and types of theatres as well as
their distinctive manifestations or operations over the ages. His definition goes thus:

Theatre is the most natural of the arts. There is no culture that has not had a theatre

in some form, for theatre, quite simply, is the art of people acting out, argiving

witness to their most pressing, most illuminating, and most inspiring concerns.

4AEAAOOA EO AO TTAA A OEI xAAOA AT A A &£ 00inh

fashions, moralities, and entertainments can be displayed and its conflicts,

dilemmas, andstruggles can be debated. Theatre has provided a stage for political

revolution, for social propaganda, for civil debate, for artistic expression, for

religious conversions, for mass education, and even for its own selfiticism. It has

been a performanceground for witch doctors and priests, intellectuals, poets,

painters, technologists, militarists, philosophers, reformers, evangelists, prime

ministers, jugglers, peasants, children, and kings. It has taken place in caves, in

fields and forests, in circustents, in inns and in castles, on street corners, and in

public buildings grand and squalid, all over the world. And it goes on incessantly in

the minds of its authors, its actors, its producers, its designers, and its audiences.

(Cohen, 1994: 56).
After this very detailed explanation on the nature, meaning, purpose and application of Theatre over the

AcCAOh #1 EAT AADPO EO ODb xEOE A AAAI AOAOGEOA ATTAI OOETT h

For Theatre is, above all, a living art forng a process, an event that is fluid in time,
AAAT ET ch AT A AgpAOEAT AA8 )OO EO 110 OEIiDPIU A
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In closing his detailed definition and explanation on what theatre has indeed been and symbolized at
various times and places to various people across¢hages; Cohen outlines a numbef fascinating classic
DAOAAT gAO OEAO AEOOETI COEOE OEAAOOA &EO01i OEA 11T O0A OOAC
Unique to the moment, yet it is repeatable. It is spontaneous, yet it is rehearsed. It
is participatory, yet it is presented. Itis real, yet it is simulated. It is understandable,
yet it is obscure. The actors are themselves, yet they are characters. Ehalience
believes, yet it does not believe. The audience is involved, yet it remains apart.
(Cohen, 1994:56).
With this detailed and analytic insight presented into the What is presented, by Whom, Where, How, When,
and Why on the nature, meaning, manifestations and applications of the term Theatre by Cohen, the next
concept to be explained is management.
What is Management?
Unlike the term Theatre which to a great extent consistently promotes the same specific meaning;
management often connotes different things to different people, especially the layman. Administrators,
Managers, Scientists, Artists, Economists, Psychologist®hilosophers, Sociologists, Anthropologists,
Educationists, Politicians, Religious Zealots, Militarists,Medical and Legal Experts, etc, have
characteristically imposed disciplinary or professional biases and slants in their assertions, conceptions or
perceptions of what management essentially portends.
However, management has become widely acknowledged in recent times as a dynamic and universal
phenomenon; an activity with a consistent and distinctive proven character; marked by consistently unique
principles; which produces routinely outstanding resultsin every context, when well applied diligently or
meticulously (methodologically) in the same way. Management has also become widely acknowledged as
being comprised of art and science. The science comprises the theory or technical kabew, while the art
comprises the (practical) application of the scientific and technical knoghow in producing desired results
of any kind, but especially in terms of products which are economically or commercially marketable and
valuable goods or services relevant to peoplér and wide such as a good musical, dramatic or variety
theatre performance or production of any genre. Furthermore, the art and science of management
culminate in management processes and systems. A system or process infers an organized procedure of
operations. Managers of all kinds, regardless of their specific aptitudes, callings or skills carry out
interwoven, interdependent or interrelated coordination, organizational or supervisory functions in
different institutions and enterprises.
301 TAO AT A &OAAT AT jpwypwdtq AAEET A 1T AT ACAT AT O AO OOE
controlling the efforts of organization members and of using all other organizational resources to achieve
OOAOGAA 1T OCAT EUAOQEIT 1T Al greatisihila@yistermsboEditingtivie Aeturés WihitHat E A O
offered by Robbins and Coulter (1999) on the vital nature and purpose of Theatre Management.
I AAEOGET T AT T UR +17TT7T1T0UR /8$TTTAI1T AT A 7AEEOEAE jpwymdp!
and maintain an environment conducive to the performance of individuals who are working together in
groups towards the accomplishment of some presele&tA T AEAAOEOAG 8
Donelly, Gibson and Ivancevich (1984:2 @ B OI i 01 A OEAOR Oi AT ACAi AT 6 EO OE,
or more individuals to coordinate the activities of others in order to achieve results not achievable by one
ET AEOEAOAT A &I EthlGrodgly hdvidestsah $ ODEA DOT AAGO 1 £ | Al ACAT Al ¢
Au ATUITA PIATTETC OF AAAT T A A OOAAW&NdKEGDannitefahdA CAO6 8
Koontz (2006) equally offer definitions of Management of great similarity as Donelly et al.
, AAOET ¢ &I OAECT AOOEI OO AT A A 1EOOIA 117 OA OAAAT Ol UR !
harnesses human resources and coordinates the activities of people so that individual objectives become
OOAT O1 AGAAGS (A AEOOOE kdardlds®dt helr padtieufataptitudes br bkilld, ehgadeGnd O O
certain interrelated activities in order to achieve their desired goals. The four basic activities Awodiya
identified in which managers are typically involved areg planning, organizing, leadig and controlling. All

of these activitesandmore ale aD O1 U OAAT CT1 EUAA AO POET AEDPI AO 1T &£ 1 AT AC
Abpbi EAA ET [ AT ACEI C . ECAOEAT AOOOh AdDI 6O0OA AT A O1 OOEC
2017:120).

The definition of management by Awodiya (2017) could actually have been ended at the point of the first

OAT OAT AA xEEAE AT A0 xEOE OOEAEO AAOEOAA CiI Al 668 4EA
definition is informed by his statement of the four basic activiges, (which can alternatively be called

principles, skills or strategies) by which managers achieve desired goals; which are planning, organizing,

I AAAET ¢ AT A ATT1 00111 ETGC8 4EA ETAI OOEI 1T EOtod thaDA EI DI C
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these specific principles be applied in managing Nigerian arts, culture and tourism; according to him, in
orderOi N O GOAEBAOAOEOA AATT I i1 EA AATAEEOGSG j ! xI AEUAR c¢mpxc
Awodiya is very confident of the definition of management he has given. He therefore recommends its
application in managing Nigerian arts, culture and tourism sectors in order to attain very hopefully or
optimistically; unprecedented results. From the foregoing definitions proffered, the essentiahature,
meaning and functions of the term management can be adequately deduced. Next is:
What is Theatre Management? (The University of Benin Theatre Context)
Theatre management which is the deliberate and purposive coupling, welding or unification of the two
terms discussed earlier is geared towards creating environment conducive for managing theatre, arts and
cultural institutions towards optimally achieving preselected aims and objectives par excellence. Thus, the
umbrella term - Theatre Management basically is an apervasive function that affects or involves all the
sections or units of a theatre institution.
/| OAO OEA UAAOOR ET OEA 51 EOAOOCEOU 1 &£ "ATET 4EAAOOA
- AT ACAT AT 6o EAO AAAT T AOOI x1 U ApbPl EAA O ££EO1T AAIT AT OA
dimensions of production or performance functions to the exelsion of other units of the Theatre which
directly come under its purview going by its very distinctive nomenclature This anomaly can be explicitly
deduced from the course conterd and descriptions of the course which have been concentrated on front
of-house, box office, publicity, advertising, house management as well as ushering functions. The scope of
the course should address the range of functions or activities that are circumvented within the broad
process, system or spectrum of managing theatre organization totally. Theatre and nanagement
therefore connote and fundamentally imply the deliberate and skillful application of the principles,
processes, dynamics and skills of management towards enhancing and facilitating every aspect, unit or
department of a theatre organization. Theatre management is defined in the light of the undémading
canvassed above by Nwamuo cited by Evbodaghe Jennifer, Offor Pmucke and Orji James (2018) in a
theatre management class seminar thus:
O O E A Aafa@éinerit is the art and science of planning, staffing, organizing,
motivating, directing and controlling human and material resources in the
arts of the Theatre and their coordination in order to achieve predetermined
objectives.
YT A OEI EI AO OAETh ! xI AEUA j¢nmoedtoq T PETAO OEAO ! O0OC
AT A AT T OAET ACEIT 1T &£ OEA OAOEIT 60 PAI PI A x1 OEET ¢ OI CAOE
I AEAAOGEOAOGG8 )1 086 authdONviamud Bkl Akodifafin thdir SubmigSigns on what
Theatre maragement as a concept impliethat:
O 4 E A Ahdd&ydment is essentially a programme or process which enables the
application of the fundamental principles of management to the fundamental
processes involved in managing Theatre organisations, vis a viz productions
(performances), economic and commercisoperations, etc; in order to enhance
smooth running and optimum achievement of preselected aims and objectives
in theatre enterprises or organizations (Diakpomrere and Bardi, 2018).
In the light of the foregoing, what are the specific fundamental functions of Theatre management that can
be referenced?
Fundamental Functions of Theatre Management
Langley (1980:24) identifies four (4) principal elements by which theatre functions and to which the
principles of management are, or can be applied in a typical theatre orgaation. They are Performance
(the idea), the performers (the cast and cew), the place of performance (the theatre or enue of a
performance) and the audience (te people) that watch the performance.
This view by Langley is supported by Adedokun (2001:355) who in his discourse on the functions of
OEAAOOA 1T AT ACAI AT O AOOGAOOO OEAOh OEA OEAAQadeate AT ACAO
DOl AOAQGET TARA CAEHAAIAD IEO OOEA POT AAOO AU xEEAE 1 AT ACAOC
DOODI OEOA 1 OCAT EUAOQET 1O OEOI OCE OUOOAI AGEAh Al 1T OAET £
Adedokun, 2001:34).
However, our perspective in this study is that the following functions can be considered as the expedient
and fundamental functions of theatre management (especially under distressing and challenging
conditions or situations), whilst acknowledging that this least may not be exhaustive:
1. Trained, competent and experienced Theatre managers formulate realistic, realizable, productive,
profitable, measurable and adjustable goals aimed at attaining peak performance in a theatre
organization.
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2. Theatre managers (such as described above and implied throughout hereunder subsequently in this
section) create an environment that is conducive for efficient and effective operations, thereby
establishing operational structures that enhance as well agssure maximum productivity and overall
achievement of the goals of a theatre organization.

3. Additionally, theatre managers provide/perform day to day administration and direction, thus
driving the theatre organization in achieving its fundamental aims and objectives; as well as fulfil the
lofty dreams/ideals which sustain the theatre organizaion.

4. Similarly, theatre managers by fulfilling their core and statutory functions enhance the credibility,
performance, presentation, promotion and preservation of the fundamental objectives of a theatre
organization.

5. Because they are trained and passionate about it, theatre managers promote the image and uplift the
identity of the theatre they belong to through consistent devotion and dedication to upholding ideal,
time-tested theatrical conventions and standards.

6. Theatre managers ensure that the artistic, administrative, economic and commercial activities or
duties are carried out skillfully and vigorously to ensue financial well-being of the tieatre organization
through the careful selection and appointment of skillful and specialised labour/personnel.

7. Theatre managers ensure a continuous system of play production and presentation in order to fulfill
the artistic, administrative, technical and training (in educational theatres) needs of the heatre
organization.

8. Theatre managers skillfully and systematically arrange and coordinate pigroduction, production
and postproduction processes to ensure that productions are executed perfectly, proficiently,
profitably and sustainably.

9. In times of economic recession, social insecurity, severe competition, unhealthy rivalry from
disadvantaged competitors, unfavorable governmental policies, unbridled inflation resulting in
spiraling production and overhead costs, diminishing productionand patronage; trained, competent
and experiencedtheatre managers are inevitable and indispensable antidotes for providing the much
needed panacea that would keep the theatre organization afloat.

10. Besides rescuing theheatre organization in troubled times, theatre managers help in planning,
organizing, providing adequate as well as relevant personnel (staff), formulating policy, providing
direction, leadership, controlling, guiding thetheatre organization in the way it should go, propelling it

in the way forward.

11. Theatre managers, oversee key IHf@ire non-artistic functions such as overseeing thedx office,
front-house, creating and implementing accurate advertisement and publicity schemes, carrying out
human and public relations to sustain a positive image for theheatre organization, overseeinghouse
management, ticketing, ushering and ensuring a balanced, healthy and progressive Theatre
Organization.

12. Theatre managers help in ensuring that the theatre personnel (cast and crew) are adequate,
competent, focused, controlled, hardworking, motivated, diligent, creative and resourceful, through
careful recruitment and in-house training.

13. Theatre managers ensure that thehteatre as an organization is abreast with the latest trends and
developments intheatre and cultural industry.

14. Theatre managers help their Heatre to adopt state of the art, best practices, cutting edge
technology, quintessential finesses as well as other lofty humanlegions practices that put the heatre
organization ahead of others.

15. Theatre managers help to create excellent marketing plans and recruit sagacious aggressive sales
force who sell the theatre and its products, programmes and activities to ensure the theatre makes
reasonable profit at all times.

16. Theatre managers help in talent hunt, talent discovery, recruitment, placement, promotion, training
and helping generally in discovering, preserving and encouraging those with a genuine flair for the arts.
17. Theatre managemwith the competence or through specialized personnel under his direction hefp

in preparing budget estimates of projected income and expenditures, creating ledgers and balance
sheets for financial transparency, ensuring that production tickets are sold out, that productions break
even, creating unique selling points, creating addibnal revenue generating options, ensuring
remunerations are paid promptly and well deserved, that dividends are well declared and that
shareholders/trustees/board members are properly catered to.

18. Theatre managers, help in keeping inventories of theatre organization facilities, furniture
equipment and materials, ensuring that they are constantly maintained, upgraded, preserved and kept
from becoming obsolete or moribund.
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19. Theatre managers ensure that the publicity director (if separate) carries out press releases, chats,
linkages, etc, ® keep the heatre organization in the eyes of the community and in their continued good
will.
20. Indeed, good theatre managers are committed and devoted to every course that will take their
theatre organizations to a place of envy in the highly competitive global arena.
This list which as earlier stated may not be exhaustive, reveals the enormity and diversity of fundamental
Theatre management functions. Suffice it to say that Theatre managers are the heart and soul, of a Theatre
organization.
Unarguably, such personnel (heatre managers) are indispensable to any theatre organization, which is
why serious attention should be gven to training and equipping theatre managers, because quite simply,
the theatre camot exist meaningfully without theatre managers. The invaluableness of Theatre managers
is incontestable because without tlem, there can be no successfuheéatre enterprise, industry or
organization of any sort.
Findings
The study has revealed that, there are fundamental theatre management functions which are crucial and
indispensable to the success and stainability of any worthwhile theatre enterprise.
It discovered that, it is very crucial and paramount for those engaged, or venturing into a theatre business
as well as teachers, trainers, students and other theatre practitioners to have andepth knowledge of the
fundamental functions of management withwhich they may be directly or indirectly saddled so that they
can deploy them correctly, efficiently and effectively.
Another finding which is also supportal by the earlier ones is that, lieatre managers who are well trained,
competent and experienced are of extreme importance to the smooth running and optimum achievement
of preselected aims and objectives. More importantly, in a time of depssion or recession when ahteatre
is facing rigorous challenges, a detailed understandinof the functions involved in theatre nanagement
will become an urdisguised asset which can helphieatre managers prioritize functions as well agllocate
action and limited available resources, time and effort to them frugally.
Recommendations
This study has revealed that it is imperative for all theatre managers to be well grounded in the details and
peculiarities of the fundamental finctions and roles involved in heatre management. Only those who have
good training, proven competence and versatile experience should engage in the management of any
theatre enterprise so as to enhance goal achievement as well as the Waging and development of the

educational advancement.

Conclusion

It is clear from this study that a detailed understanding of the fundamental functions involved in theatre
management is most important to theatre managers and indeed dhiose engaged in the theatre business
or enterprise.

Without having a clear knowledge and understanding of the fundamental functions and their roles, theatre
managers will engage in mere trial by error and failure and the practice of success by chance approach in
managing the theatre, which will unarguably mcrease the chances of them jeopardizing the theatre
business, making things bleak and uncertain.

Page |46



References

Adedokun, R. (Ed.) (2001).Arts Administration in
Contemporary Nigeria Lagos, Nigeria:
Centre for Black and African Arts and
Civilization (CBAAC). Pp. 3B5.

Awodiya, M. (2006). Managing Arts Institutions in
Nigeria. Sango, Ibadan, Nigeria: KrafBooks

Limited. P. 43.

Awodiya, M. (2017). Perspectives on Theatre
Management, Arts Administration and
Entrepreneurship  in  Nigeria. Lagos,
Nigeria: Tertiary Education Trust Fund
(TET fund), Concept Publications Ltd.
Pp.126:132.

Cohen, R. (1994)Theatre(3rd Ed.), Mountain View,
California, USA: Mayfield Publishing
Company. Pp. 5.

Dessler, Gary. (2001Management: Leading People
and Organisations in the pal
Century, (2nd Ed). New Jersey; USA.
Prentice Hall Inc. Pp. 2&28.

Donelly H. James, James L. Gibson & John M.

MAIDJAD: Volume IV

ISSN:263@145X
January, 2019
Concept of Theatre Management; Theatre
Management Seminar, Theatre Arts
Department, University of Benin. P.
4,

+1 7T OUR (AOTTAN /8$1T1 HdinAl 1 h

(1980). Management (7th Ed.),

Kogakusha: McGraw Hill Inc. P. 1.
, AT Ci AuUh 30APEAT 8 jpwyngs
- AT AcCAi Al Gkeéire Hdnagement
in America. New York, USA: Drama Book
Specialists. Pp. 24.
Ogunbiyi, Y. (Ed.) (1981).Drama and Theatre in
Nigeria: A Critical Source BooklLagos,
Nigeria: Nigeria Magazine Publishers.
P. Stephen & Coulter, Mary.
Management. 6th Ed. New Jersey,
Prentice Hall Inc. P. 22.
Stoner, J. and Freeman, E. (1989Management
(4t Ed.), London: Prentice Hall Inc. pg14.
Weihrich, Heinz; Cannice, V. Mark & Koontz,
Harold. (2008) Management: A Global
and Entrepreneurial Perspective. (12

Robbins, (1999)

USA:

Ivancevich, (1984). Fundamentals of Ed.) New Jersey, USA: Prentice Hall Inc.
Management(5th Ed.), Plano, TexasUSA: Pp. 62 64.
Business Publications Inc. Pp.-2.
Evbodaghe, O. Jennifer, Offor, Prudence and Orji,
James. (2018). Cited Nwamuo, Chris in
$EOAT OOOA 11 O. AGOGOA AT A -AATETC 1T &£ OEA

Page |47



MAIDJAD: Volume IV
ISSN:2638145X
January, 2019

3
DEVELOPING A NIGERIAR CENTERED APPROACH TO TEACHING DANCE: AN
%8! -0, % / & O)' "/ $%3#2)04)6% $/ #5- %. 4! 4) / 349, 9
NWARU,Christian
Department of Theatre Arts
Faculty of Humanities
Imo State University, Owerri, Nigeria
chrisnwaru@yahoo.com
Abstract
In recent times, the teaching of dance iNigeria to a very large extent has relied on the Western approach rather than
any African/Nigerian methods. Some of the daneteachings methods do not actually help in the advancement and
development of dance arts in Nigeria and Africa. Examples of suctathing methods are the Laban and Benesh dance
notation. The Laban and Benesh notation which is widely used in recording dance in the United States and Britain is
not suitable for recording African dance. This is because Igbo dance, like most African danisepolyrhythmic and
polymovemental in nature. The diversity of movement expression available to dancers make such a rigid framework
inappropriate in the recording of a dance form based on individual and internal body movement and dynamics. This
paper therA £1 OA AOOATI POO O1 Al Al OOACA OEA AAOGAT T PIAT O T &£ Al 0O) «
OUi AT 1O ATA 1T106A0 061 AT AOGI AT O AATAA AO AT AOO mEi O0i 8 4EA AE
as a template for reading Igbo/Africandances and also to use it as a creative framework for reproducing and-re
interpreting Igbo/African dance forms and performances in general.
Key Words: Developing, Teaching, Dance, Descriptive, Documentation Style
Introduction
Generally,teaching methodscomprise principles andtechniquesused for instruction which are meant to
be implemented byteachersto achieve the desired learning or memorization by learners. These strategies
are determined partly by the subject matter to be taught and partly by the nature of the learner. In this
case the author analyses the documentation of dance through the notational system with the aim of
developing a notation that can be suitable for documenting African e@es. According to Ugolo (2006):
Dance documentation basically has to do with the collection and classification
of information related to the performance and practice of dance. Dance
preservation on the other hand, attempts to keep safe and maintain the
performance and practice of a partular dance form and style in the existing
state to prevent adulteration and extinction. Dance notation is another methb
of documentation (P.48).
The need to create a notational system for African dance cannot be over emphasized; considering the fact
that, the popular and workable dance notations (Laban Notation and Benesh Notation) are mostly used in
noting American and European daces. Nikolais (1976) notes
It is of course, impossible to compensate for the neglect of centuries, but in our
present knowledge there is no reason why we cannot use some system of
writing in other to begin to create a library of choreographic record®f our own
day (P.146).
The dance notation system dveloped by Laban and Benesis considered unsuitable by the author in the
documentation of African dances. This is due to the polyrhythmic and polymovemental nature prevalent
in African dance forms.
Green (2012) posits the need for developingn African dance notation thus:
Any society that is totally dependent upon oral communication for the
transmission ofits culture betweengenerations is doomed tdailure because
of outside interpretation and the breakdown of thehuman memory over the
course of time(P.7).
Ugolo (2006), a renowned dance scholar in Nigeria notes the difference between dance documentation:
OOEA AT 11 AAOGEIT AT A Al AOGOEEEAAOQEIT 1 &£ EI A& A

performance and practice of a particular dance form and style in the existing

state to prevent adulteratii T AT A AgQ&®l AOET 16 08
Dance notation is a method of documentation that scores functions like musical scores (perhaps with slight
differences) and provides a stable written record based on codified symbols that can be used to recreate
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or study the work. The notation of dance art may include recording its form and style in an accurate manner
(Dance Heritage Coalition, 2006), making it accessible to dance researchers and performance groups that
may want to reconstruct and perform it.

Since dance is a performing art, the survival of any dance work depends either on its being preserved
through physical practice, oral retelling or by written notes, recorded on film, or a combination of all the
aforementioned formats. Traditionally, presewing dance especially in Africa came about by practicing and
memorizing the dance steps and movements whilst passing them orally and physically (practice in form of
training or teaching) from one generation to another. Paz and Hart (2009) observe that imé past, the
memorization of dance steps was common with those who approached the lesser complex Argentine
ballroom tango. Memorizing the way two feet move, with relation to body alignments and sense of
direction, lasts a day or two before all is forgottenWith the aid of festivals, traditional African societies
have been able to preserve some of their dances, although this method has its limitations. For example,
since dance is an ephemeral art, some movements can easily be forgotten over time. Moreoter,death

of the choreographer or dance leader may lead to changes in some dance movements, since members may
have relied on the choreographer or dance leader to remember the dance steps.

/I'T POAOAOOGETI ¢ AAT AA AOO OEOI OCE xOEOOAT x1 OEOh " 0001
art forms of the past, that of the dance, which has movement for its medium of expression, comes off least
xAl1n ET AEAAOR E A OAarhslo ddcOmeAticHoréagrapghyifor prdservaiio® (gpi6,12006)
and this article aims to creating a notational system for reading, documenting and preserving African dance
with specific focus on Igbo dance forms. Dance notation is to dance what musical nadatis to music and
what the written word is to drama and literature. There is nevertheless, a growing body of dance records
and recordings, although the majority of African dance forms and choreographic practices have remained
on the peripheries of documatation or of being recorded on video without being notated in either African

or European languages or forms; so they remain subject to the ravages of chance and change.

A look at some of the historical works on dance notation will help in justifying a new method of
documenting dance in Nigeria. Records of dance notation go as far back as ancient Egypt, showing that
notations have transformed over the centuries accordingathe development of dance techniques and the
role and function of dance within a society, such as the notation of mainly floor plans and single hand and
foot gestures around 1700 through RaouAuger Feuillet.

History of Dance Documentation through Notation

Safra (2003:943944) gave evidence of dance records dating back to the ancient Egyptians, who used

hieroglyphs to represent dance movements.
ANCIENT EGYPT

HIEROGLYPHICS
NI = R
A B C€C D E F G
O {25 @
H | J K L M N
NOA< [l
O P @ R S T U
U anm D BB

Figure 1. The ancient Egyptians hieroglyphs used to represent dance movements, (Laukens, 2015)

Similarly, the native Indians codified dance into a series of rules by depicting the gestures to highlight
AEEEAOAT O OEAI AO AT A Al i OGrdhés@yephitpiolided vialGable ddskrothofss O | p u W
of the dances in that period, placing the names of the dancer's movements next to the vertically arranged

music. The French dancer and choreographer Arthur Sairtéon, recorded a notation using stick figures,

the first of which was LaSténochorégraphied4 EA ' OO0 1 £ 70EQOEIT ¢ $AT AA38h DOAIE
however, could not record the timing or musical coordination of movements. In 1928 Rudolf Laban
developedLabanotation.
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forward side  backward
(right)
<] low middle high
step T arm
body
leg gesture
Left Right ® 2006 Encyclopadia Britannica, Inc.

Figure 2. The Labanotation used in recording dance movements developed by Rudolf Laban (Guest,
2005)

4EA |, AAAT OUOOAI EO Al OAI PEAAAOS OUOOAI ET xEEAE OU
which each pattern is spelled out. Everything that occurs can be notatgdhe movements anddirection in

space, the floor pattern, the tempo, rhythm and meter, dynamism and flow. Inclusively choreology,

developed by Joan and Rudolf Benesh in 1955, is based on a clearer visual rather than symbolic forms of

notation.

Top of Head

Shoulders

Figure 3. The Choreolagy used in recording dance movements developed by Joan Rudolf BeneshFlI

Chor,2017).

It is written on a five-line stave, recording the dancer's position as viewed from behind. The top line shows

the position of the top of the head; the second, the shoulders; the third, the waist; the fourth, the knees; and

the fifth, the feet. It is partidd] AO1 U OOAA ET " OEOAET AU OEA 27T UAI "Al 1l
.1 OAGET T jpwxmah Al O ETT xT AO O-1 OEELE $AOCAOCEDPOEI T 6 Al
Both practitioner-theorists use most of the same symbols and termitogy; have a similar format, and both

record fundamental components that are found in all styles and forms of movement (Brown, 1998). The

main difference between Laban notation and motif notation is the type of information they communicate.

Laban notation gives a literal, allinclusive, detailed description of movement, so it can be reproduced

exactly as it was performed or conceived. In contrast, motif notation depicts just core elements. A motif

score might convey the overall structure and intention of aance improvisation, but allows the individual

performing the movement to decide how that movement should be carried and therefore allows for a

creative approach in dance notation.

Some attempts have been made towards the notation of African dances. Grean ethnomusicologist,
AOAAOAA O OAATT OAOGET 18 j OEdh O@B. KariarkliWelsh AGabtdldvelopdd OAAT OA
051 £O0T AAT AEGA ARG ET ENDRIOBO OAAAT O AEE OO0 O1 OAAIT OOO0O0
AAT ARG EO Al ORAXE®OEDEIT a=HA ORABAPOAA OEA O30EAE &ECOO,
I FOEAAT OOAAEOEI T Al AATAA OOA ! EETI OEPAh ¢mpuQgs8 ) OO
Notatii T 8 h xEET A #EOEO . xAQ) GAAO AIAG ARXE DAOEM@ARWNiED BiIG] AGEOM OE |
focus of this paper.
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Perhaps the only African scholar who has developed a notation that specializes in recording African music
instrumentation rather than dance is Doris Green. Green, as earlier mentioned, is the creator of
O' OAAT T OAGETT1686h A OUOO Abtrumentof Africh &i3&nibles thattedables Ar@ OO OE O A
notate the music, and align it with the dance movements, creating an integrated score with a conterminous
relationship just as it is in Africa (Green, 2012).
The Laban and Benesh Notation s
The Laban and Benesh notaticswhich are widely used in recording dance in the United States and Britain
is not suitable for recording African dance. This is because for instance; the Igbo dance, like most African
dances is polyrhythmic and polymovemental in nature, in the sense that rhythm and movement, African
traditional dances cover a widearray of different action at the same time of execution. The diversity of
movement expression available to dancers in Igbo dances makes such a rigid framework inappropriate in
the recording ofa dance form that is solidly based on individual and internal movement dynamics. Critics
of Labanotaton OOAE AO . EEIT 1 AEO jpwxwdpteq 1T AOAOOAOG OEAOR
AOi AAOOT i An OEAEO EIT &£ AEAEI EOU AT A AOIE 1T AEA A A Ol
not been easy as Mackrell (2010) notes that, the problems with all systene$ dance notation is that few
choreographers and even fewer dancerg are literate in them. As presently practiced, dance notation is
mostly used only br the recording, rather than the creating and learning of dances. Layiwola (1997:261)
observes that:
The multiplicity of culture in Africa does make for a precise style of
identification known solely to be African; as such there is no uniform
dance style which could represent the various creations of the
different ethnic groups. This truly makes the atterpt at
AT AOI AT OAOGET1T Al i1 00 Ei 1l OOEAT A AO OEAOA
i 0O AAOORED AMeDEAAADO j 08
Sharing the same view with Layiwola, Yerima (2006:17), observes:
The major difficulty in attempting a discourse of Nigeria
dances and dancers is that, the dances in Nigeria are as
diversified as the cultures and people of Nigeria. This has been one
great obstacle to this study, because in theourse of my research, |
found that for every one kilometre in Nigeria, villages have different
languages, dance forms, music, history and concepts of patterns and
shapes for each dance (PL7).
However, there is an urgent need to develop a system that wilkpduce a creative framework forreading,
notating, reproducing and reinterpreting Nigerian dance forms. This will be of great help to
choreographers, dance practitioners, training institutions, the universities, arts councils, performing
troupes and groups that teach and run programmei dance.To accomplish this, there is a need to accept
a workable system of notation and make it a foundational standard for every dancer, choreographer and
dance educator, regardless of what style, school or idiom they favour or practice. This articlatlines such
a system of dance notation which may be calledtt®) CAT AAOAOEDPOEOA Al AOiI AT OAOGEI I
Igbo Descriptive Documentation Style
The®) CAT AAOAOE P OE O A usdsisyinddisfandéiés Eo docuni@f ddndedart, and can be
applied to other Nigerian and African dances in general. This dance notational system is divided into two
parts, namely; a drawing that houses the dance symbols and the descriptive aspect consistirfighotes.
Guest (2010) recommends the combination of notes and symbols for a notational system. The symbols
represent the sex of the dancers and their positions; floor patterns and movement directions. The note
contains the descriptive movements, rhythms, space and dynamics used in executing a dance. It also
encloses the name and origin of the dance piece, costumes, props and mage The combination of
description (notes) and notation (symbols) in a system for dace documentation is necessary for easy
comprehension of African dance that prioritizes both features and the need for a standard notational
system.0) CAT AAOAOEDPOEOA Al AOI A1 OAOGEIT OOUI A8 xEIl EEO0OO
re-interpreting Igbo dance forms and performances and serve as a basic foundation for other dance
notations in Nigeria and Africaln this paper, the authormakes useof the Nkwa-lke dance theatre to analyse
the operational mode ofthed) CAT AAOAOEDOEOA AT AOI AT OAGEIT OOUI Ad
Nkwa Ike (Strong Dance) Dance Theatre
O. E-x Bak the name implies, means strong dance. It is a choreographed traditional based dance theatre.
The dance is performed by men and women. It narrates the war expeditions of the Igbo people. The dance
structure is in three stages. Stage one is the war prepdion, stage two reenacts the exploits of the
warriors in battle field and stage three depicts the war victory celebrations.

m
(@)

Page |51



MAIDJAD: Volume IV
ISSN:2638145X
January, 2019

S, % $1 . #%2 | 30888888888

FEMALE DANCER(S}----------nene-=-

-1 6%- %. 4 $) 2 %# b8 8 8

& /12 0!44%2.888%:::> 888
i) . 3425-%. 4q 4(% ")° 3,)44ji23%. $25- jO)+/ 2/

Figure 4. Igbo Descriptive Documentation Style: Key

Different Stages in 'Nkwa-lke' Dance Theatre
Stage 1. Beginning (Green) Stage 2. Middle (Red) Stage 3. End (Pink)

Figure 5. Documenting Nkwa Ike Dance with Igbo Descriptive Notation

Figure 6. Stage I: Beginning (Green) of 'Nkwa-lke Dance,Njkwa-! CEA8 j 7AO0 O0ODA&ROAOET 1 Q8
priest welcomes the warriors while the women wait behind the chief priest to embrace their sons,

brothers, and husbands.

Description

The seven male danceréX) take a diagonal movement from down stage right as they travel to upstage left.
One of theNkwa-lke instrumentalists makes a sharp sound by blowing a traditional horn (Ophtum). The
sound of the horn ushers in the chief priest and the women to the stage. They come in from the up stage
right, facing the dancers. The chief priest is in front, ahead of tieomen. He takes a sharp step to meet the
dancers at the centre stage as he signals the women to wait. The chief priest collets knives from the
dancers as the lead drummer accentuates his movements. The shout from the women leads to the next
movement.

Meaning/Translations

The diagonal movement from down stage right, as the dancers travel to upstage left, demonstrates the
movements of theOhafiawarriors as they enter the Achichiarena where their relations are waiting to
welcome them. The sharp sound of the horn as played by one of tR&wa-lke instrumentalists portrays
OEA Oi O1/A U AL @a&tiddal Gorn flutist) in Ohafia It is this sound that communicates to the
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villagers that, the warriors have returned from battle. The movement and position of the chief priest in the
dance shows that nobody is allowed to touch or embrace the warriors until the chief priest disarms the
warriors by collecting their knives and bringing down their right arms. As the chief priest brings down the
right hand of the dancers, it portrays that he is taking the charms off that were placed on the warriors
before they left for war. Without this action by the chief priest, the warriors may migke their relations

that have come to welcome them as enemies and kill them. The dancers are seven, one died at the war
front.

Figure 7. Stage two: Middle (Red) of 'Nkwa-lke Dance,lhu-! CEA8 j 7A0 &OI1 1 06Qq

The war dancers scatter all over the stage during the fight. The carrier and his guards are positioned on centre

stage communicating with the gods. The scattering movement shows the actual killing of their enemies.

Description

In this sequence, the dancers keep some distance from one another, except for the dancer carryindise
oyaAT A OEA Oxi AAT AAOO AU EEO OEAAO8 4EA AAT AAOOS OECE
grip on the knives while the left hand moves closer to the position of their right hands as the left hand
mimes gripping a piece of meat which the rigt hand wants to cut into pieces. In this movement, the dancers
adopt a different posture; they concentrate the now familiar rippling torso actions lower, below the waist
thus, positioning their bodies asymmetrically on stage. The music that is played ihi¢ dance sequence is
light, including the beats from the lead drummer which punctuate the movements of the dancers.
Meaning/Translation

Through the use of gestures and movements, the dancers scatter into different areas of the stage, position
their knives closer to their neck, with their left hands signifying the desire to Kill. IfDhafig, this movement
indicates the actual killing of their enemies at the battle field.

Figure 8. Stage three: End (Purple) of 'Nkwa-lke Dance,/ 1T OT A5 OA. 1 AOE ' CEA8 j #A1 AAOAOGET 1
Victory) . At their entrance the maidens adopt a circular direction of movement, while the warriors

watch in admiration.

Description

The maiden dancers come in on the stage with a locomotive movement in a circular formation. Starting

with the right leg, they step forward, followed by the left leg. Their hands are positioned by the sides of

their trunks with the horsetail in their right hands. With this movement, they travel in a circle. The fast

movement of the waist region is paramount in this movement phase. While in circular movement direction,

each dancer turns round three times using the core space and continues with the travellingovement

direction. The rhythm is fast, while the slit wooden drum marks the movements of the dancers. The
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maidens were colourfully dressed. On the top, they wear a head gear made up of feathers and waist beads
that match with the flower coloured skirt and blouse. Leg rattles enhance the rhythm of their movements
as well as the overall sound of the music.

Meaning/Translations

In Ohafig, while the celebration is going on, the women and maidens will be sharing food and entertaining
the community and their guests. This is similar to other celebrations in Igbo society. Afikpoh ~ ™k O
51 OA C A kcame fo &xistence through the entertainment of winners in traditional wrestling contests.
The movements in this dance centres on the waist region. The fast undulation of the waist marks the beauty
of the movement, while the reverberation of the waist beasl captures the interest of onlookers. Téa
costumeswhich are designed or worn help to enhance the movements.

Use of Colours in the Igho Descriptive Notation

30ACA 1A | NAGREICERBEG EOABAOAOEI T qh IhGAYRB A} OAD ROERAQ
AT A OOACA OBEODA ApDRAQRAEDI BDEGAGEIT 1T £ 7A0 e6®APAIOUQS
AAOAOEDPOEOA Al Adiferdnt cldutskaie lusedXt®iddnthydhe different stages dilkwa-lke
dance theatre. The colours are used not only for identification; the meaning of the colours also helps in
interpreting the activities at different stages. Gage (1999) argues that, colour is a contingent, historical
occurrence whose meaning, like languagdies in the particular contexts in which it is experienced and
interpreted. In the Igbo descrptive notation diagram, stage one is identified with the colour green. Green
is the colour of nature, it symbolises growth, harmony, freshness and fertility (Cerrato, 2012). In the Igbo
society and Ohafiain particular, before the war, the colour green is used to represent the peace and
harmony that co-existed among neighbouring communities. Vallest (2012) argues that, colour may have
different expressions in different cultures.

For example, inOhafia(Nigeria), field evidence (Nnate Maduka) suggests that red represents danger, war
and violence while in Lahore (Pakistan) according to Nadia Anwar (Interview, 11 July, 2003) red means
happiness, marriage or prosperity. Colour and their meaning as interpted in Igbo descriptive notation
considered to an extent the nature and cultural practices within the Igbo society and general source
materials on the meaning of colours within African society, accuracy not claimed. The perception and
reception of colour may differ from one society to another as Smith (2013), opines that colour is a sensation
resulting from different wave lengths of light on receptors in our eyes. The stage two bikwa-lke dance
theatre is the battle at the war front represented in red. Cerrato (2012) opines that, red is the colour of fire
and blood, so it is associated with energy, war, danger, power and determination. Stage three is the
celebration of victory in war which is believed to lead to marriages among some ¢fie young men and
women in Ohafiaand Afikpo. This stage is marked with the pink colour. When red is highlighted with white,
we have pink the softer side of red. Situations associated with this include; romance, marriage, charm,
beauty, sweetness and feminine. People who like pink tend to be romantand take care of those around
them in a sensitive way (My Life My stuff, 2012).

Conclusion

it is the personal opinion of the author that, in Nigeria and perhaps Africa, there is a need to attempt a
workable system of notation that may be accepted and used efficiently by dancers, choreographers and
dance educators. It is in this line that the ator profferstheO) CAT AAOAOEDOE OAlsystein AOI AT OA
as a contribution that can be improved upon.
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OHAMBELE, James Chimezie
Department of Fine Art,

Faculty of Environmental Design,
Ahmadu Bello University Zaria.
kingjameschime@gmail.com

Abstract

It is evident that our society is becoming more and more computer literate. Travent of the computer has transformed
the way and manner things are done in most industries such as the transport, communication, medicine, commerce,
art and science. The traditional way of executing art is gradually giving way to art through the computérhe focus of
OEEO DAPAO OEAOAAEI OAh EO 11T xEAO OIT A ATAO OEA AT T POOGAO bPI A
skills be enhanced or devalued as a result of computer usage in art education? Questionnaires were used to collect
data, while the simple random sampling technique was used in selecting the respondents. The information gathered
was analyzed using descriptive statistics. The test revealed that one of the implications of not implementing the use of
computers in art curricula is that, the art students will be well trained in the traditional media, but will become novices

in the computer art. They will become incapacitated in the use of computers for educational purposes. To facilitate
professional capability and efficiency herefore, students need to be orientated towards the vast opportunities
computers can afford as to the executionf art in this dynamic society and how they can be effective and versatile.

Key Words: Art, Art Education, ComputerJmplication, Prospects

Introduction

A computer is a device that can be instructed to carry out sequences afithmetic or logical operations
automatically viacomputer programming. Modern computers have the ability to follow generalized sets of
operations, calledprograms. These programs enable computers to perform an extremely wide range of

tasks (Wikipedia, 2018).

Historically, the earliest computing instrument is the ABACUS, which is known and has been in use for more

than 2,000 years. It is a wooden rack holding parallel wires on which beads are strung. When these beads

are manipulated (moved along the wire) accohET ¢ O1 OPOI COAI 1 ET ¢cé 001 AO OEAO
all ordinary arithmetic operations can be performed with ease. The concept of programmed learning by
means of a teaching machine is an old one, but it has been taken a step further by the adventhef t
computer, and particularly the microcomputer. Looking at the computer technology and its rapid
advancements, educationists must consider art education in the light of a computer age. Moreover, art is
indispensable to human existence (Palmer, 2004). Art education is an important tool &#aping the society
and the individual student. For example, art produces power for pure sight, pure imagination and it should
be a core for school subjects because all subjects have an element of art in them (Uzoagba))200

The researcher is interested in the given topic for the following reasons:

I. as aresult of the advent of computer and its rapid advancement which is fast progressing, it is
relevant to consider how the computer can be used in art education for effective instructions and
the impact it can produce on art education students

1. computer literacy as an enhancement on art for art education students
Il. the recent development art education is taking on and the need to +&ppraise the art curriculum
to include computer literacy in the art curriculum so that art students can fit in well in a
technological society
IV.  general ignorance of art students towards the opportunities available for art education in the
computer via the internet
V. the fear some art educationists exercise when considering the fact that art should be turned on to
the computer. Some art educationists opine that, this step of turning art education unto the
AT T DPOOAO AT OI A AA AAT CAOTI OO0 ADBOAAIOD Bé ORBIOA O
makes available all the needed materials especially for painting.
This paper is geared towards the enlightenment of both students and teachers of art on the vast
opportunities that the computer affords to art and its development in the Nigerian society especially via
the internet.
Statement of the problem
It is evident that our society is becoming more and more computer literate. In every field of employment
or job-OAAEET ¢ OAT OOOAOh NOAOOGEI T O OOAE AO O! OA Ui O AiTIlE
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computer and its persistent progress has transformed the information, transport, communication,
commerce, and even art sectors. In the area of art as in other areas of study, a lot of artists make use of the
computer because it makes things easier. The dl#ional way of executing art which enhances creativity is
gradually giving way to art through the computer. The problem of this study therefore, is, what role does
OEA AT i POOAO PI Au ET AT EAT AET ¢ OEA OAAKisBEdegharicee AOO AA
or de-valued as a result of computer usage in art education?
With the coming of the computer, art has been transformed. The traditional palette of the artist is now
exchanged with an already made palette in the computer where the user makes use of the colors by clicking
on the needed section. However, between thoseho hold to the view of turning over the table of art toward
computer programming for art education and those whoforetOAA OEA | AOGO DPOT AOAQEI 1T 1 £
AGEOOO A COAAO AEAAAOAT AA8 4EA 1 AOOAail bemifetl Z1ddeOEAO OO«
valued by the overdependence on the computer in executing art.
Objectives of the study
Presently, in most Nigerian institutions the knowledge of the computer has become an important tool in
the learning processes and research works. The objectives of this study are to:
I identify some of the negative or positive implications of computer usage in art education
1. identify problems that will emerge as a result of overdependence on the computer for the
execution of art works.

.  suggest better ways in which computer wilnolOAAOAA AOOEOOOE AOAAOEOEOU A

IV.  examine the possibility of using computer to improve the standard of art education.
#1 1 DOOAO ET AOO AAOAAOGEIT ETAOAAOAG A OOOAAT 060 AAL
personalized instruction a student receives. Computelearning experiences often engage the interest of
students, motivating them to learn and increases indegndence and personal responsibility to their
AAOAAOGET T Al DPOOOOEOO8 #11 OANOAT Ol uUh OEEO PADPAO EO AAC
reaction and output once engaged with the computer via the internet as part of their art curriculum. They
can as a result produce artwork with or without aesthetis. This study is in tunewith trends of this modern
AOAs ) O OAEAO ET OI AT 1 OEAAOAOGEITh ATT1T OAI PT OAOU O1 AEAC
Advances have been made in the Medical fields, Sciences suctPhgsics, Chemistry, Mathematics and
other subjects through theuse of the computer. Hence the need for art education/educators and the art
curricula to catchup with the new trends.
Computer and Art Education
Many art educators do not use computers in their teaching. Computers unlike clay, pigment and charcoal,
seem foreign to them. No longer is the knowledge of complex computer languages required to use a
computer. Graphic designers have recast the face of taemputer screen so that those of us without any
Al i DbOOAO OAOOU j O1T AAOOGOAT AET ¢cq AAT AO OEA A@PAOOO bBOC
EAOEOAOAA O1 AAAT T A ET O 1 OAA xEOE Aii pOOAOOKh OET OA i
language. While art educators will continue to work with traditional media, there are many reasons why
they should also encourage computer art to their students. The reasons are its suitability, versatility,
relevance, interest and status. With a click ohe mouse, a painting or drawing screen appears with new
icons depicting a variety of art media choices: charcoal, ink, oil, spray paint, pastel and water color. With a
simple click of the mouse an appropriate icon to choose and use with the required mediwan be available.
7EOQOEET Al ET OOAT Oh OEA AOOOI O AAAT T AOGO A PAET OAOOOEhR ¢
purpose.
Through the World Wide Web (www), an art educator with a computer gains instant access to thousands
i £ ET1 OAOT AO OEOAO OEAO AAT AOOEOO bpOI £ZAOOET T Al  AAOAI
search box of any web browser and the screenwilld £EIT1 1 AA xEOQOE A 111 ¢ 1 EOO 1T &£
lead to websites full of art lessons. Many museums have placed their whole collections on the web. Compact
Disks (CDs) are available with vast amounts of art material and information on them. Peegdrom around
OEA x1 Ol A xEOE OEAOAA EIT OAOAOGOO AAT AAOOU 11 EAUATAC
encouraging exchange of ideas and methods of doing things.
Computer art applications make it possible to do things that are not possible in other media. Computers
are also designed to handle some traditional graphic and creative art challenges with much better methods.
The computer is a great place to try out arstic ideas. An original sketch can be altered and saved. One can
then easily view each of these variations in successions, or display several reduced copies simultaneously
on the same screen. To accomplish aforementioned tasks in traditional media mighkeéaweeks.
In addition to the above discourse, there is the need to introduce the CorelDraw briefly. The CorelDraw is
an essential package for art students. To open the CorelDraw package on a given computer, follow the
procedures below:
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Al EAE O30A008 11 OEA OAOE AAO j AO OEA AT 00T 1T PBPAOO
PT ET O OI 0001 COAI 06
point to CorelDraw
click CorelDraw (5,6,7,8,9,10, and so on) or doublgick the CorelDraw icon on the desktop.
The computer provides art students a wide scope for enhancing their creativity. Through the graphic
CorelDraw package, they can draw portraits, design CD covers, design certificates, logos and rsekson
cards or greeting cards.They can also paint using the color palette. Moreover, there is a great room of
varying opportunities for creativity via the computer. The following are just a few out of the many programs
that can enhance creativity via the computer:

1 Photoshop, Painter 17 (exclusively for Digital Art), Proseries 1-7

1 DTPsDesk Top Publishing; Quark Xpress or Adobe Page Maker can be used for cover pages

1 Adobe Premiere 17, Aura 2 and Combustion (for film productions)

1 3D studio Max, Maya 4, Bryce.
The advent and rapid development of the computer in contemporary society has an advantageous effect.
However, this does not mean that computer literacy in art programs is without its problems, difficulties,
setbacks and prospects, advantages and goodness.
The problem, disadvantages and setbacks that come with the use or the ovese of the computer, is that
AOO OOOAAT 6O6 AOAAOGEOA AAEI EOE A OhvalGe.Btudertds will jusihaleAT EDO1 A
to sit down and by clicking on certainbuttons and by responding to the commands from the computer,
creative designs are made. When art is fully into computer, interest will be lost in the traditional mode of
art. The attention, taste and interest of several students will be completely taken ay from the traditional
i AOET A OET AA OEAU xEI 1 AA EAOCAET AOGAA AO xEAO OEAU AAI1
will be some discrimination in the pace of learning. Some students of art are conversant with the computer.
There may be may students who have never touched, seen or worked on a computer before. These can
pose some problems in a teachingearning situation. Furthermore, the government pays little or no
attention to art compared to science subjects in Nigeria. Therefore, to pfement the use of computer in
tertiary institutions for the teaching of art by the approval of the government may develop cold feet.
In spite of all these, there are prospects we can foresee with the use of the computer in passing on art
instructions and activities. One of the reasons for the use of computers is its ease of use. Another prospect
is that computer literacywill serve as an enhancement tart education students. The inclusion of computer
literacy in the art curriculum and its implementation will enable the art studentsto fit in well in a
technologically complaint society. Also, there is the prospect that the frontiers oftawill expand, as many
researches, development and inventions will occur in the field of art. There is the prospect that computer
I EOAOAAU ET AOO xEIl EIDOi OA OEA OOOAAT OO AOAAOEOA A
They wii 1 EAOA A1T1 OCE AOAAATIT O A@POAOGO OEAI OA1 OAO AOC
traditional mode.
Analysis of the Data
Questionnaires containing eighteen (18) segments were administered to some students in the Departments
of Fine Art and Industrial Design. The simple random sampling technique was used in selecting the
respondents. The information gathered was analyzed usin descriptive statistics. Twentyfive (25)
students served as the selected respondents. These students were from the Fine Arts and Industrial Design
Departments of the Faculty of Environmental Design in Ahmadu Belldniversity, Zaria. The use of siple
percentage and tables and frequency analysis were used. The analysis of the findings in this study are
presented and discussed in the tables below:

=A =4 -4 -4

ltem 1: Sex
Table 1
Response Frequency Percentage
A Male 16 64%
B Female 9 36%
25 100%
Item2: Identify your Department
Table 2
Response Frequency Percentage
A Fine Arts 18 2%
B Industrial Design 7 28%
25 100%
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Table 2 indicatesthat out of the total of 25 respondents, 18 (72%) were from Fine Arts while 7 (28%) were
of Industrial Design Departments. This shows the lan interest of artists inthe contemporary development
of art via the computer and internet.

Item 3: Do students in your Department use computers for their school work?

Table 3
Response Frequency Percentage
A No 12 48%
B Yes 13 52%
25 100%

Table 3 shows that 12 (48%) students out of the 25 students indicatedhat they do not use computers for
school work in their department. However, 13 (52%) of them answered in the affirmative. This means that
most students in their departments especially Fine Arts Department do not use computer for school work.
Of the 13 (%) respondents, all are from the Industrial Design Department who have some computer
classes (lectures).

Item 4: How do you view the introduction of computers in your department?

Table 4
Response Frequency Percentage
A Appropriate 25 100%
B Inappropriate - -
25 100%

Table 4 shows that all the 25respondents agree that the introduction of computers in their departments is
appropriate. This infers that the study is in consonance with the present age and need of the students in
these departments. From this viewpoint, we see thatomputers can be appropriate in art instruction and

activity.

Item 5: What assessment will you give yourself in regards to computer literacy?

Table 5
Response Frequency Percentage
A llliterate 6 24%
B Partially illiterate 8 32%
C Literate 11 44%
25 100%

Table 5 indicatesthat 6 (24%) of the students are illiterates as far as basic computer literacy is concerned.
8 (32%) are said to be partially illiterate, while 11 (44%) are computer literate. Looking at the difference
between the illiterate and the literate, the difference is by 20%. This signifies that much has to be done in
the field of art and amongst artists so that they can fit into the current techrogical age.

ltem 6: Do you think computers will pose any problem if used for school work especially in your

Department?
Table 6
Response Frequency Percentage
A No 19 76%
B Yes 6 24%
25 100%

Table 6 indicates that 19 students (76%) see no problem that the computer will pose if used in their
Departments. However, 6 of the students (24%) affirrad that there are problems that the computer will
pose. From these two response viewpoints, the researcher inferred that though the computer has profitable
prospects it also has problems as a result of ovaetependence.
For Item 7 If your answer in Question 6 is No, what are your reasons?
The following are some of the reasons given by 19 (76%) students out of the randomly picked 25 students
about why they think computers will pose no problem if used for school work in their departments.
l. the usage of computer enhances technological advancements in art
Il. computer is versatile
Il. the use of computer is essential to make graduates knowledgeable and fit in well in a technological
society.

For Item 8 If your answer in Question 6 is Yes, what problems do you think/suggest will be encountered?
The following are some suggestions given by 6 (24%) students about some problems that could be
encountered a a result of using computers fotheir departmental work.
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l. It will encourage laziness and no one will want to do his/her workn the traditional way anymore
1. Sudents will over-use the opportunity
Il. There will be reduced level of draughtsman ship.
Item 9: Will the application of computer affect your creative skills or that of others?

Table 7
Response Frequency Percentage
A Yes 8 32%
B No 17 68%
25 100%

Table 7 indicates that 8 of the participating students (32%) affirmed that, the application of computer will
affect their creative skills while the remaining 17 students (68%) said the application of computer will not
affect their creative skills or that of othes.

Iltem 10: Which of the following variables will you prefer?

Table 8

Response Frequency Percentage
A Computers should be| - -
completely out of school
B Computers should be| 8 32%
used because they will
AT EATAA TTA
abilities

C Students should work| 17 68%
with both the
traditional methods and
modern methods

25 100%
Table 8 indicates that none opted for the variable that computers should be completely out sichool,
indicating that computer is essential in art education. However, 8 (32%) prefer thatomputers should be

usedAAAAOOA AT 1 DOOAOO xEI 1 Aldvdniednd?) (689 dreder sudehtd EKkOA AAET |

with both the traditional methods and modern methods. This variable had the greatest percentage
signifying that computers should be used but not oveused and that traditional method should not be
completely discarded.

ltem 11: Among the two options given below, whichone do you think will greatly increase your
draughtsman shipskills?

Table 9
Response Frequency Percentage
A Drawing via the | 7 28%
computer
B Drawing on paper the| 18 72%
traditional way
25 100%

Looking at Table 9 shows, 7 (28%) students consider drawing via the computer as a means that will
increase their draughtsman ship skills. However, 18 (72%) students consider drawing on papér the
traditional way as a means of increasing their draughtsman ship skills.

Iltem12: Do you foresee a situation where your total dependence on computer for your works will affect
your maintenance of the traditional method?

Table 10
Response Frequency Percentage
A Yes 17 68%
B No 8 32%
25 100%

Table 10 shows that 17 (68%) students foresaw a situation whereby their total dependence on computer
for their works will affect their maintenance of the traditional method. On the other hand, 8 (32%) students
did not see any danger in using the computer indicatimthat they could still maintain the traditional method
and media.

Item 13 : Have you tried drawing via the computer?
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Table 11
Response Frequency Percentage
A No 6 24%
B Yes 19 76%
25 100%

Table 11 indicates that 6 (24%) students out of thetotal of 25 respondents have not tried drawing via the
computer, while 19 of the 25 students (76%) have attempted drawing in the computer. This connotes the

ETTAOA AAOEOA Ol

Agpi 1 OA OEA OEA A1 1 OAi PI OAOU

Item 14 : Would you love to continue with computer as your medium for expression?

Table 12
Response Frequency Percentage
A No 11 44%
B Yes 14 56%
25 100%

i AAEA 1

Table 12 shows that 11 (44%) of the students out of the 25 students do not love to continue with computer

as their medium for expression. On the other hand, 14 (56%) affirm that they will love to continue with
computer as their medium for expression. This suggestthe prospects that the students foresee the

computer would afford in the execution of art and art education.

Item 15 : If your answer to Question 14 is No/Yes, write out reasons for your response.

In response to the above question, 11 (44%) respondents gave the following reasons as to why

they would not love to continue with computer as their medium for expression. Below are some:
a) The computer does not give room for flexibility especially to the professional painter

b) Using computertodrawhasl EI EQAQET 1 O Ol
c) Itis quite difficult to manipulate

ITA60 ET AEOEAOAI

ooui A

However, 14 (56%) respondents affirmed that they would love to continue with the computer as

their medium for expression. Some of their reasons are as follows:

l. The computer has room for imputing the traditional mode of expression and replicating it
1. The usage of the computer makes it possible for one not to be left behind in this dynamic age of
ours. The society has advanced technologically and computer usage suae way for the artist to

move with the times.

Il. It will grant access to explore the vast opportunities embedded in the world wide web (www) for

the artist.
Item 16 : Are there disadvantage the computer can afford you as a creative student in your department?
Table 13
Response Frequency Percentage
A No - -
B Yes 25 100%
25 100%

Table 13 shows that none of the respondents see any disadvantages that the computer can have on their
creative skills. Nevertheless, all the 25 respondents (100%affirmed that there are advantages the
computer could afford to their creative abilities. Table 13 denotes that every one of the respondents agree
with the computer and its relevant position in this era.
Fr ltem 17, If your answer to Question 16 is Yes/No, write out reasons for your response.
ConsideringTable 13, all the respondents affirmed that there are advantages that computer does afford.
Below are some of their reasons:
a) the computer saves time

b) itis a sure link to improvement as an artist

c) it meets the demand of our contemporary art society
d) the educative software on art and samples of masterpieces on the computer will enhance

ambitions and creativity in the field of art.
Item 18 : Comment freely on your general views concerning computer usage.

Opportunities were given to the respondents to comment freely on their views regarding computer usage.

The following were some comments given:

I computers are essentially used in all spheres of life

1. it is a big advantage to art education
M. computer usage is part of the way forward

IV.  computer is a means to an end and not an end itself.
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Findings/Conclusion
The findings of this studyhave some implications for the students as well as the teachers of art. The main
reason computer should be taught and used in art education, is to promote computer literacy, to increase
OOOAAT 008 AAAARAOGO O1 EIT A& Oi A OEnhotivatingdfiem b @arnDaddincedsd ET OA O,
independence and personal responsibility for education. In addition, the art student would be able to fit in
well in this technological advancing society. The comper can be used to make knowledge or skidicquired
to become permanent, since it is viewed as an advanced teaching aid. However, the use of traditional media
and the old method of teaching which is still being practiced till date in some quarters will not help if used
alone. There is the need to implement aoputer literacy in art curriculum especially at secondary school
levels and also in the tertiary institutions.
The academt implication of not including the use of computer in the art curricula is that the art students
will be well trained in the traditional media, but will become novices in the computer art. They will become
incapacitated in the use of computers for educational purposes. On the other lthrhowever,if computers
become part AOO AAOAAOEI T h EO EIi PIEAO OEAO OEAOA xEI 1T AA
proficient in the traditional and modern media. To facilitate professional capabity and efficiency therefore,
students need to be orientated towards the vast opportunities computers can afford as to the execution of
art in this dynamic society and how they can be effective and versatile so that at the end they can defend
their art prof ession even in a dynamic computer age.
Recommendations
The following recommendations if considered, will go a long way to facilitate the teaching and learning
processes by the use of computers in art education:
I computer literacy and programming should be inculcated into the art curriculum
1. seminars and workshops should be organized for art teachers and students to enlighten them
about the importance of computers in art education
Il. establishment of elibraries and e-galleries in the Departments of Fine Arts and Industrial Design
within Nigerian universities will also enhance the use of computer in art education
IV.  further research should be taken orthis topic or related studies
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Abstract

Live theatre patronage in Nigeria has dwindled due to certain factors which are both external and internal. The internal
factors which is the concern of this study is centered around publicity and marketing in educational theatreshigeria.
The study believes that there is no effective publicity/marketing management in educational theatres in Nigeria. In the
study the survey and literary methodologies were used to gather data for the research. The survey method includes
interviews and observation. The study discovered that educational theatres in Nigeria are plagued with problems of
inadequate funding and facilities. Consequently, publicity and marketing aspects of the theatre are not properly funded
nor carried out in the best way pasible. To resolve this issue, the study recommends that resident publicity directors
should be more creative and aggressive in their publicity and marketing endeavours. Ways of achieving these could be
through the formulation of written proposals aimed atseeking external sponsors that could fund the theatres either in
cash or in kind thus, providing alternative means of financial stability outside of the usual stipends the university
authorities provide. Publicity directors in Nigerian universities theatres should be adequately trained to manage the
little funds allotted to them in an efficient manner. This could be achieved through the selection of cost effective but
audience attracting publicity techniques that will draw attention to the theatre and hene, improve patronage as well
as income generation possibilities

Key Words: Publicity, Marketing, Live Performance Theatre, University, Management.

Introduction

Live theatre performances in Nigeria have come a long way. From the era of Hubert Ogunde who in 1944
started commercial theatre practice in Nigeria to the present day, theatre has gone through various stages
of development. At the beginning of live theatr@ractice in Nigeria, there was usually a large audience turn
out because aside festivals, theatre was then virtually the only means of entertainment in Nigeria. With the
advent of television and film, there arose a formidable amount of competition for tlare audience. Because
of the ubiquitous nature of film and television, attendance of live theatre has reduced considerably over the
years. In view of the above, it has become imperative that there be set proactive measures to resurrect
Ol A E A OU atlusidsin owWaF4 live theatre and performances. The article therefore proffers the need
for effective publicity and marketing to attract audience to the theatre and thereby régniting the
dwindling interest in live performances. Consequently, there is red for effective publicity and marketing

to attract audience to the theatre.

Due to the fact that money from the box office alone can hardly sustain any theatre in Nigeria, it is expedient
for theatre organizations in Nigeria to have external sponsors. Hence, the need for creative and aggressive
marketing for sponsors, and particifants in all aspects to live theatre and performance.

The above expositions emphasize the importance of marketing and publicity to the theatre. Publicity in
theatre parlance is any promotional method employed to attract the audience to the theatre. It could be in
form of advertising, public relations, sales ppmotion, press releases and press conferences, interviews, etc,
while marketing is the identification of the needs of the customers and devising methods to satisfy these
needs at a specific time, place and price profitably. The duties of the theatre matke include the
introduction of the theatre to the audience, patrons and would be sponsors. This should be done with the
aim of making the aforementioned groups to attend and enjoy the live productions which may inevitably
lead to sponsorship of the theate as well. The theatre marketer interacts with the audience through well
designed campaigns which are effective communication tools with the capability of reaching a wide range
of potential audience within a short period.

The purpose of this study is to evaluate the importance of theatre publicity and marketing in the
management of theatres in some selected Nigerian universities as a case study. While the objectives of the
study are to appraise how theatre publicity and maketing are applied in the management of theatres in
the select universities and the challenges encountered in employing marketing and publicity in the
management of theatres in the select universities. The research methodologies utilized in this study unbd

the survey and literary methods. Three universitieg University of Benin, University of Port Harcourt and
Ambrose Alli University, Ekpoma are used as case studies.
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Publicity and Marketing in the Theatre.

Publicity is a concept that has been misconstrued and misunderstood by a lot of people, including
marketing communication practitioners. They tend to view publicity as the same as public relations and

advertising. Whereas, publicity is a distinct elementfomarketing communication.

In communication parlance, publicity is simply viewed as placing stories in the mass media (Adegoke,

cnnmpdoqgs )1 A OEIiEIAO OAET R #00IED AT A #Al OOA ET 1
dissemination of information, the making of issues publigEl O OEA HOOBT OA 1 £ EI Al Oi ET C
OEA OUOOATI AGEA AEOOOEAOQOOEIT 1T &£ ET £ OI AGETT AAT OO AT E
&OOOEAOI T OAh %OAT O AT A " AOI Al ET / AEAT Ez personal¢ ¢ 1 1 A

stimulation of demand for a product service by placing news about it in various media or press, radio and

television that is not paid for by an identified sponso6 8 |  OAOU OAlI EAT O OAOAI AGET i
DOATI EAEOU EO 11 0 PAEA &£ Oh EO EO A£0OAA8 4EAO 11 OXxEOEOO
is debatable.

Nevertheless, the term publicity is used differently in theatre parlance. In theatre, Oshionebo and Idebi
jcnnmodwpq OEAx OEAAOOA DPOAI EAEOU AOd OA DPOI AAOGO 1T £ 7
DOi AOAOGG8 #1 EAAI OA BBl c@dio oEl AARIO AIOA ABDA WRGRAAA OEA
tickets and attendA D O1 A Odk thépurpodesof tifis study, publicity is viewed as any form of marketing

promotion or communication aimed at attracting the audience to the theatre.

Types of publicity in the Theatre:

Ayakoroma (2014:85) outlines the following kinds or media of publicity in the theatrez Radio, Television,

Newspaper, Poster, Handbills, Brochures, Billboards, Banners, Mail, Novelty, Guerrilla, Interpersonal,
Telephone, EMail, Fax, Bulk SMS, Interest, 8ial Media Platforms.

Also Clifford (1972:138-178) mentioned the following forms of publicity in the theatre. They includez

Radio and Television publicity, Direct Mail Publicity and Novelty publicity. Reid (1983: 809) also

highlighted the various forms of theatre publicity gplied in the theatre asz Newspaper Advertising,

Television, Radio, Press Release, Magazines, Posters, Leaflets, Brochures, and Mailing.

Following hereunder is an appraisal of the major forms of theatre publicity as enumerated above.

€) Radio

Radio is an efficient means of mass communication. It has a very wide coverage and captive audience. It is
convenient to use because it can be moved from place to place and it can be listened to while doing other

things.

Radio publicity could take the form of jingles, onspot announcements, news, talk shows or interviews,

spot light, magazines, request or greeting programmes (Ayakoroma, 2014:83). Radio is a very good means

to publicize a theatrical production. Apart fromradio advertisement which may be costly to embark upon,

the publicity director can creatively make use of other publicity methods on radio, likg interviews, press

releases, news conferences, etc, where much money will not be expended.

(b) Television :

Television is regarded as the most powerful medium of mass commemoration because of its ability to

combine the audio and visual elements of communication. Television is quite captivating as a means of
communication; it requires absolute attention from theviewer if he is not going to miss any details.

A television promotion of a production could take the form of announcements with captions, news,
interviews, a spot commercial (Ayakoroma, 2014:86). Television advertisement is expensive, hence, it may

be out of reach of an average educational theatre oittflt is advisable that publicity directors should create

a rapport between them and the television house so that they can broadcast news, interviews about the
organization free of charge or in exchange for other mutually benefiting services. Howeverthi theatre

outfit can afford to pay for a television spot commercial, it is quite advantageous because it is very
informative and expressive.

(c) Newspaper:

l CAET h ' UAET Ol T A j¢ npTtqdueq AOOAOOO OEAOG O. AxOPAPAO
AAEOT OEAT Oh DPOAOGEAxO AT A OAOEAx 006 swhighecduld Ae inkfiill @dgdy, AT OT 7
half page, quarter page, earpiece, or classifiett can also be in form of publication of images about the

production in the newspaper. It could be pictures taken during rebarsals or in past productions.Raid
(1983:80-ypq OOAOAO OEAO OOEAOA AOA Oxi OUDPAO yieseryl AxOPAD
theatre needs to appear in the entertainment section of the classified of its local paper. This is where the
OACcOl AO AOCAEATAA xEIT 11TTE O AEAAE xEAO0B60O 118606

Classified adverts are smaller in size than the display adverts. As such, it is less expensive to use in theatre
publicity, especially in educational theatre that has the consistent problem of funding. Although, the display

adverts are more conspicuous, biubecause of the high cost of purchasing adverts space in the newspaper,

Page |64



MAIDJAD: Volume IV
ISSN:2638145X
January, 2019

it is advisable that educational theatre should go for classified adverts that are more cost effective. Thgbu
this means classified adverinsertions can be purchased on different days and times.
(d) Poster:
A poster is a kind of graphic communication that can be used to publicize a theatrical product. Posters are
OOAA &£ O OPAAEZEA DHOODPI OAOGYg O ET &£ Oih O DAOOOAAAR
187:46).
He further asserts that to beeffective, a poster has to be:
l. Attractive,

1. Simple,

Il. Appropriate for the play,

IV.  Economical

V. Informative,
He also specifies that a poster should minimally have the following contengs

VI.  The nane of the producing organization,
VII. The title, author and the director of the play,
VIII. The venue, date and time of showingnd

IX.  Ticket information.
In summary, a poster should be very attractive and informative. It should be wettomposed, effective, well
ZE1 1 OOOOAOAA AT A xEOE AOOOAAOEOA AT11 06008 )1 ££ETAI Al
are removed after the productionsothatany Ax T T A xEI 1 AOAx AOOAT OET T AAOGEI
None systematic removal of the poster after production can lead to defacing and littering of the
environment. As such, it is necessary to remove the posters after productions.
(e) Handbills:
According to Reid (1983:93) handhbiis are also known as leaflets anthrowaways. They are handy publicity
materials that could be distributed on the street, in buses, in trains, ships, markets, super markets, libraries,
schools, offices, etc (Ayakoroma, 2014:87). Most times, handbills or leaflets are miniaturized posteri. A
the information in the poster are also contained in the handbill, in a smaller version of the poster.
Q) Direct Mail:
$EOAAO I AE1 DOAI EAEOU Ai 1T OEOOO 1T &£ OAT U DOAI EAEOU 1 AOD/
It includes a number of forms such as postcards, letters, brochures, folders and flyers, that are sent out for
OEA DPOODPI OA 1 £ (CIkéd\ BY72E16S). Inla SnilAr @eth8A§akoroma (2014:88) propounds
OEAO AEOAAO | AEl OET Oi1 OAO OEA OOA 1T £ Pi OOAl OAOOGEAAO
"Ol AEOOAOh OEAEAOOR AT A OAAOIT T 6AA CEATAIADIBAOET T AOA 1 AEI
It must be noted that direct mail publicity can only be effective in advanced countries with good postal
services. It is also quite expensive to pay for the postal services of reaching each person. The next snag in
using direct mail is compiling the mailirg list. This can be compiled by keeping records of the patrons that
attend the theatre. This can also be achieved through audience research. To be effective, the mailing list
needs constant updating, so that those that have changed addresses can still &ygtured, while those who
are no longer available are removed from the list.
(9) Guerrilla or Jungle Publicity:
This is a form of publicity in which the publicity crew physically go around town or campus dancing, singing
and attracting the would be audience and at the same time telling them about the performance and sharing
flyers or handbills to them. At times, bis of the expected drama are performed to give the audience an
insight into what they will get when they come to the theatre.
00OAOAT 01 uh *OT ClI A POAI EAEOU EAO AAHAtuaBoh Avhelgimisic xEAO E
equipment is mounted on a vehicle and it blasts music around the environment and the publicity crew
dances to it and distributes handbills. It is advana® because it can reach more persons, instead of using
ordinary voice to announce the programme, microphone is applied in music blast. This is a very effective
way of publicizing a production especially in an educational theatre.
(h) Interpersonal or Word 7z of z Mouth Publicity:
This kind of publicity is one-on-one kind of publicity. It derives from word z of z mouth, from one person
to another. It is highly interpersonal and intimate. It is one of the cheapest and the most effective means of
publicity in an educational theatre. t can be in form of the publicity crew moving from one hostel room to
another or addressing students in class. It can be effective because you have instant feedback and you can
also sell your tickets in the process or collect research data from the prospe® audience.
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() Telephone:

In this modern era, telephone publicity can be effective, because almost every adult uses a telephone these
days. Phone calls can be made to some important theatre patrons and prospective audience. It can also be
in form of sending short messagestothen3(- 3 q ET OEi AOET ¢ OEAI AAiI 6060 OEA OEA
) Internet, E -Mail and Social Media Platforms:

The use of the internet is a situation where the theatre organization feeds information about its activities
into its website. This way, anybody who accesses the web will come across such information and act on
them. It is another cost effective way of pulizity.

While electronic mails are an effective and less expensive means of publicity, it is an invention of the
computer age. The computer could be used to send letters to different email addresses at the same time. It
is also very cost effective in the sense that theani could be copied to many persons (Ayakoroma, 2014:87).
)yl OAOI O 1T £ OI AEAT 1T AAEAh OOEA ET OAOT AO 11 x DOl OGEAAO
ranging from Facebook, Twitter, LinkedIn, Badoo, Tube, Skype, WhatsApp, Viber, and Blackberry Messages
to mention just a few (Ayakoroma, 2014:90).

In educational theatre publicity, social media networking is very expedient due to the fact that the major
targets are students, who are predominantly youths, who are now obsessed with the social media. As such,
any information sent through social media p&ronized by students will definitely get to them. Special group

or pages can be opened by theatre organization in the social media networks and messages placed on them
and sent to various persons in the groups. It is a cost effective way of getting acrtss significant number

of potential theatre audience.

Publicity is very crucial to the survival of any theatrical organization. This is because, it is through publicity
that audiences are attracted to the theatre. The publicity director or the business manager should be very
creative and know the publicity mehods that will serve their theatre effectively in a cost effective manner.
Before you embark on any publicity campaign, you should be abreast of the cost and the money that you
are expected to make through that publicity. As such, you should not just uaeublicity method because it

is attractive; it has to be cost effective and profitable. In this present generation, social media platform and
website advertisement should be given adequate attention, because the target audience in educational
theatres arenow internet freaks, as such the social media is a means of reaching them effectively.

X. Theatre Marketing:
Before delv[ng ipto the megniNng of theaEre margeting,Ait is essential to firsNt oanII look at the concept of 5
i AOEAOGET ¢c8 ! AAT OAET ¢ O1 OEA ''i ACEAAT - AOEAQET C ! OO AE

process of planning, executing the concejatn, pricing, promotion and distribution of ideas, goods, and

OARAOOEAAO O1 AOAAOA AQGAEAT GCA OEAO OAOEOAU EIT AEOEAOAI
O AOEAGET ¢ AT 1 OEOOO 1T £ I AEETC CITAO Al A VvalhieAAO AOO
bl OAT OEAT &K&u20ads:i64H.008 6

Awodiya (2017:213) propounds that marketing is a system of business activities designed to plan, price,

PDOT i1 OA AT A AEOOOEAOOA POI AOGAOOR CIiTAO AT A OAOOEAAO ¢/
OEIi PI U OEAxO 1 ACEAOGEIT ®1 AOOCODEA OOAANEIOBOD ODIAOAHO HA OAO(
&OOOEAOI T OAh %W E jc¢nptdqtuvg OOAOAOG OEAO OEA Ci Al 1T &£ 12
DOi ABAOO OEAO AOOOI i Ao AAT AT A xEiIl Aduses &Oii OEA

the art and science of identifying the needsfdhe customers and satisfying them at the right price, time and
place with minimum waste and maximum profit. What marketing does is to through research identify the
needs of the customers and device profitable means to satisfy these needs.
Ayakoroma (2014) sums up the activities of the marketing process thus:

Marketing involves certain fundamental processes and their

understanding is vital. Firstly, it entails finding out what consumers

want. Secondly based on the above, it involves planning and developing

a product or service that will satisfy those wants. Thily it involves

determining the best way to price, promote and distribute the product or

service (P. 77).
In terms of theatre marketing, (Nwamuw, 2003) proposes that it is:

The performance of theatre business activities, which direct the flow of

theatre goods and cultural services from the producer to the consumers

or clients with a view to satisfying them, and at the same time

AAAT I bl EOEET ¢ OEA AT i Pefing précessinviiedA AOEOAO8 4EA | A

estimating of demand for the product to satisfy profit criteria and,

promoting and distributing the product (P. 91).
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NwamuoAl 01 OEAxO AOOO I AOEAOEI ¢ AO A OAUT Ai EA AAOEOEOU
audiences and consumers in relation to their education andxl O O O A 1AdddiAaX20@BR9) states that
OEAAOOA 1 AOEAOGEI ¢ EO OEA OAITAAOOAA AEEI 000 1 &£ OEA/
aDAE AT A hgredthattiedtre marketing lays pragmatic emphasis on the needs and satisfaction of the

audience. She sees theatre marketing as an integrated part of the production process from the initial stage

of the conception/selection of ideas to the actual perfamance, in a manner that will be rewarding to both

the audience and theatre practitioner.

Adedina (2006:100) further asserts to the fact that theatre marketing involves four major processes, which

include z marketing concept, marketing research, marketing plan and marketing miparketing concept

is a basic approach of running a whole business with the costumer as the focus of attention and not the

product, company or technological process. Marketing concept is the recognition of and acceptance of the
customer-oriented way of doing businessMarketing research involves a deliberate and careful sudy of

the audience: where he lives, what he does and what his ambitions are, etc; that is the demographic and
psychographic survey of the audienceMarketing plan on the other hand concerns itself with the

satisfaction of the audience needs, physically or psychologically. Marketing plan makes use of the data

collected during market research to make adequate plans for the organization.

Kotler, (1997:92) defines Marketing mix AO OOEA OAO 1T £ 1 AOEAGEI C Oi 110 OEA
i AOEAOCET ¢ T AEAAOEOAO ET OEA OAOCGAbit brdatizahoisolke (A  £00
educational theatre) make good use of marketing because of the desire farge audiences. Adedina

(2006:102) opines that marketing mix is made up of four elements which include product, price, place

and promotion.

For the purpose of detailed analysis and artistic viewpoint, @roduct in marketing mix is defined as

anything that can be offered to a market for attention, acquisition, use or consumption and that might

satisfy a want or need (Fosudo; 2014:24). Odadand Hassan (2014:228%ee the product as the art itself,

being the service rendered by the actors, dancerand other performers on stage.ln more general terms,

I AEOT AA AT A 1 OOACx0O jpwwtdgpmoq AAZET A A POIAGAO AO O
El x OEA DPOiT AGAO EO AT il OTEAAOAA O1 OEA Ai1O00Ii A0OO 10 2
Therefore, the product can be seen as the theatrical performance in its entirety. It could be a play, dance,

music, cultural exhibition etc. The product is a series of preparations (rehearsals) before the performance.

The actual performance is the theatrial product that the producer sells to the audience. It must be noted

that theatrical products are intangible, they cannot be touched; hence, they are grouped as services. They

AAT 1T171uU AA AT ETUAA OEOI OCE Al A ob Aabdenkds hithin &dethéd OAEA O
venue and cannot be taken away like tangible products.

Secondly price is the condition or value usually monetary in nature attached to the production before an

audience can partake of it. The price is the cost to mid before the production can be watched by the

audience. The determining factor in fixing the price of a production is based on the costs involved in the

production. This is followed by the desire of the prospective members of the audience. The price may seem

to be higher if the audience is keen to watch the production.

The place is simply described as the venue or location which the production takes place in. In deciding the

place of performance, accessibility proximity and convenience factors must be considered. Finally,

promation is viewed as any communication activity aimed at attracting the audience to the theatre.

Promotion is packaged in a way to attract the audience. Without promotion, the audience will not be aware

of the activities of the theatre organization. As such, proation is very expedient in the theatre narketing.

The study sees theatre marketing as the art and science of identifying the entertainment needs of the

audience and devising effective means to satisfy these needs at the right time, place and price in a profitable

manner. Invariably, theatre marketing begns with identifying the needs of the audience through research

and subsequently attempting to provide the services at the right time, place and price, with the final aim of

satisfying the audience needs and making profit.

Theatre Publicity and Marketing in Select Universities in Nigeria:

To discuss the issue of theatre publicity and marketing in Nigerian Universities, this study has selected

three universities, which include zUniversity of Benin, Department of Theatre Arts, Ambrose Alli

University, Ekpoma, Department of Theatre and Mediarss, University of Port Harcourt, Department of

Theatre and Film studies. It must be noted that theatre publicity and marketing are practiced in Nigerian

Universities. This article intends to determine the extent to which it is practiced as well as the dienges

involved. However, it must be noted that most university theatres lay more ephasison the artistic aspect

of production than on publicity and marketing. Hence, the low patronage of the theatre. Buttressing this

assettion, Eni (2014:46) states that,nany theatre organizations operate under a productentered

OEAxPiI ET Oh O& AOOET ¢ AOOAT OEI 1T AEEAAEAI U 11 OEt#hat AOOxT OE
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in Nigerian theatre today, studies on audience management are scarce or pexistent; while studies in
theatre marketing are even harder to come by.
Presertly at the University of Benin heatre, publicity and marketing practice is at its dwest ebb. In the
past, Uniben heatre was known for its vibrant jungle publicity culture, but this is almost moribund. The
students are no longer interested in it. Though attempts are made to revive that practice. The question now
is how do they publicizetheir productions? The Uniben heatre presently uses banners and posters to
publicize their productions. Even the use of banner is not always efficiently done becsithey just place
only a banner in the front of the box office. They do not extend it to other parts of the campus. They also
make use of wordof-mouth publicity by announcing about the productions from class room to class room
or from one hostel room tothe other as the case may be. In terms of marketing, there has not been any
obvious attempt to market the Uniben Theatre in the last ten years. No audience survey has been carried
out and the theatre has not done any creative and aggressive marketing foiternal sponsors. They depend
on the sponsorship they get from the university authority which is quite meagre. Hence, departmental
productions are not frequent.
The basic prdolem encountered at the Unibenheatre is inadequate funding and lack of facilities. Due to the
paucity of funding, little money is set aside for publicity and marketing; more attention is given to the
artistic aspects like lighting, set, costume, etc. That notwithstanding, the managentef the theatre need
to be involved in creative and aggressive marketing of their activities. This is because, without the audience
the theatre venture becomes a failure. There is a need for the theatre adnstvators/managers to embark
on in-depth audience survey to know the desires and preferences of the audiences and then work towards
the fulfilment of such needs. The Unibetheatre should revisit the publicity tradition they had in the 80s
and 90sz that is aggressive jungle publicity matched with creative use of posters, flyers and banners.
The Department of Theatre and Media Arts (Ekpoma Theatre) of the Ambrose Alli University is not
remarkably different from the Uniben teatre. Only that while jungle publicity has almost gone moribund
in Uniben Theatre, the Ekpoma Theatre depend largely on jungle publicity and posters for their publicity.
According to their former Head of Department, Dr. Mariam lyeh, the Ekpoma Theatresalsuffers from lack
of adequate funding andfacilities. The Ekpoma Theatre does not embark on marketing for external
sponsors presently. She said that they tried that in the past without success, hence they were discouraged.
Finally, the Department of Theatre ad Film Studies, (Unipor), University of Port Harcourt, also mostly
make use of what they call guerilla publicity (jungle publicity) and posters for their publicity. They do not
embark on mass media publicity de to paucity of funds ancbecause most of their target audience are on
campus. According to the former Head of Department Dr. Innocent Ohiri in an interview, they do not market
for external sponsors. When probed further for the reason why they do not do that, hais that being an
educational theatre, it is at variance with their mandate, and that it will distract them as academics. The
study believes that due to the inadequate funding they get from university authorities in Nigeria,
educational theatresmust survive must make it a point of duty to market for external sponsors consistently,
creatively and aggressively. The success of this will malezlucational theatresvibrant and efficient. To
debunk this erroneous belief that educational theatre, being a neprofit organization should not make
profit or seek for sponsors, a renowned theatre manager in Nigeria, Muyiwa Awodiya017) propounds:

There is nowhere in any regulation or law does it say that neprofit arts

organizations cannot have profits. For profit and norprofit arts

organizations need profits for survival. The profit arts organization

makes will help it to pay off debts, and pumoney aside for invesment

purposes. (P216)
ToOAOOOOAOO OEA AAT OA AOOGAOOEITh ! xI AEUA OOAOAO OEAO OE
in the 21st century, they must find new ways of expanding their audience and their sources of financial

ET OAOOI AT 08 | GdIQeri&mudbEcOBIOIEOA OACCOAOOEOA ET | AOEAOET C¢
prescribes that arts managers in Nigeria should adopt a modern marketing orientation that will be audience
AART OAOAAN OAI U EAAOGEI U 11 OAOAAOAEN OdsonkrurdratierOO AOAE |

and persuasion but also information. (P.192).

Irrespective of poor funding for publicity and marketing in these university theatres, the business
managers or the publicity directors should make creative and efficient use of the little fund at their disposal
to create an audience attracting but cost &ctive publicity campaign and establish a benefitting marketing
strategy that will elevate the financial standing of the theatres. Despite educational theatres being ron
profit making in nature, it is the belief of the authors thatthey should and can sele for external sponsors
outside the university or even outside the department.
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Conclusion and Recommendations:

This study concludes that there are some challenges facing educational theatre publicity and marketing in

Nigeria. The main challenge is lack of adequate funding of publicity activities of the theatres. There is also

a lack of creativity on the part of pulicity managers in managing the little funds at their disposal for

publicity.

Consequently, the study recommends the following:

1. Educational theatre managers in Nigeria should increase the publicity and marketing budgets of
their theatres despite poor funding. They should not over concentrate on the artistic
aspects/quality of the production at the expense of publicity and marketingThis is because, no
matter how good a production is artistically, if there is no corresponding box office success, the
production becomes a failure. It is the publicity that draws the audience to the theatre, hence, it
attracts the needed fund through gee fees to run the theatre effectively.

2. The publicity directors in educational theatres in Nigeria should be more creative, consistent and
aggressive in their approach. They should be able to manage the little fund allocated to them to
achieve audience attracting by cost effective publicity. Tlyeshould select those publicity methods
that are cost effective and efficient. Efforts should be made for instance to revive and popularize
OEOI ci A POAI EAEOUSGKh ET . ECAOEAT O1I EOAOOEOEAO8 4EE
image to the theatre if creatively handled. Where the campus is large, like university of Port
(AOAT 600Oh OEA EOICI A POAI EAEOU AAT AA OPCOAAAA Ol
where vehicles can be used to transport the participants from one poib another, instead of them
trekking.

3. Due to the current internet craze by the youths who are the main audience of educational theatres
in Nigeria, publicity directors should explore the internet as a means of publicity. They should
consider opening a website for their theatres. They can alspen dedicated pages or groups on the
social media like Facebook, WhatsApp, Instagram, Twitter, etc where information about the
theatre can be hoisted. This will be a very efficient publicity method because the youths (students)
are always on line for onereason or the other.

4, Lastly, the publicity directors in educational theatres in Nigeria should embark on aggressive
marketing strategies to attract external sponsors to the theatre. It is not the view of thauthors
that it is wrong for educational theatres to attract external sponsors. They should write attractive
proposals and send out to prospective patrons. It must be stated that looking for theatre sponsors
could be frustrating, but the theatre manager should be peistent in their pursuits, they should
not be discouraged.
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Abstract

Since we see things differently, so also the way plays, are written, directed and designed can also differ. There is always
one style or theother to follow depending on the way one wants to convey message to an audience. The most important
thing is for the target audience to get the intended message either at the beginning, middle or end of the play. This
paper seeks to examine the views andtdes of two playwrights, designers and directors (Jerzy Grotowski, Bertolt
Brecht) and compare their styles with what is obtainable in contemporary Nigerian Theatre. This is directed at finding
the best means to inform, communicate and educate the audiencThe use of texts from the library, seminar papers,
internet facilities, journals and other literary materials such as unpublished thesis and personal experiences garnered
from the theatre as a director and designer will be relied upon for this work. Imloing this, the author will basically
attempt to establish some elements or branches of design being used in achieving set objectives. The article aims to
investigate further the possible existence of styles or theories within contemporary educational thé@s in Nigeria. For
OEEO xI1 OEh OADOAOGAT GAGEIT Al OOUI A EO OATEAA OPI1T AO T U OEZ
that the use of props, lights, scenery and other design elements has assisted greatly to communicate, educate and
inform the audience in most performances. From the findings, it is observed that the styles of the two playwrights
under study are still relevant in the styles of contemporary Nigerian Theatre practitioners. On the whole, it is clear that
emphases on all aspectsf Theatre branches are important to effective communication between the audience in plays
whether of African or European origin. It is recommended that trainees be exposed to a variety of styles and theories
so that they can be adequately equipped in tliequest to communicate, educate and entertain their audience.

Key Words: Design, Director, Playwrights, Contemporary, Theatre Practices

Introduction

The origin of Theatre is traced to from the performances that took place during ritualelebrations and is

believed to be as old as man because it has been in existence throughout human history. People were

already performing ritual, which involved all the elements required for a fully developed theatre. These

elements are a performance spee, performers, action, masks or makap, costumes, music, dance and an

audience. It is considered through speculative exercises that it was in the performance of such ritual rites

that theatre had its beginnings. The performance of rituals which invohdemovements, dances, makep,

costumes music and an audience was later encouraged and graduated to plays, shows and acting by
individuals who became renowned for their parts as artists, dramatists, and directors such as Aeschylus,

Sophocles, Euripides, Astophanes and Menanda who are regarded as theatre practitioners of Greek

classical era that distinguished themselves as the leading artists of the time and became the bridge between

the classical Greek era and the modern theatre (Brockett, 1941: 291).

Among these actors, and directors mentioned, Thespis was the foremost who introduced one actor, by

breaking away from the chorus to render dialogue and followed by Aeschylus who later introduced two

actors and Sophocles who introduced the third actor on age and thereby brought about complex dialogue

as part of their technical contributions on stage and that the three actors each played more than one role,

a practice which the use of the mask was permitted (Cole 1970).

" O1 O1 xThéated O

4EAAOOA O DPAITPIA T AAT O AEEEZAOAT O OEET CO AAPAT AET C 11
he or she sees it. Among the most regarded as thorough in terms of exploration of methods by which the

actor can become a vital creative artist is tht of Jerzy Grotowski with the research of Stanislavsky carried

i 66 AO ' OI Ol xOEE8O 4EAAOOA , AAT OAOGT OU ET 701 Al Axh 01
worked with religious fervor to find out how actors can strip away all barriers or obstaclesn order to make

OA O1 OAl CEZO 1 £ EEI OAl #6 ET EEO Al i1 OTEIT xEOE EEO A
Grotowski was born in 1933 in Rzeszow in the Eastern part of Poland. Grotowski studied acting and

directing at the Ludwik Solski Academy of Dramatic Arts in Krakow and Russian Academy of Theater Arts
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in Moscow. He became a director at the Theatre Stavy in Cracow and at Theatre Polski in Pozman. Among
the plays he prepared and produced at these theatres wer@hairsby EugeneLonescq Uncle Vanyaby
Chekhoy, andFaustl and 11by Godethe. In 1959 he headed the Theatre 13 Rzedow in Opole, the youngest
director to have such a position. This later became his Theatre Laboratory.

Later in 1965 the Theatre Laboratory moved to Wroclaw, where he was officially recognized at The

)T OOEOOOA &£ 0 2A0AAOAE ET OI ' AOEI T 8 ' O1T OT xOEEB8 O OERZ
supported by the state. Itis a genuine laboratory iwhich the productions are, as Grotowski says, detailed
investigation of the actorA OAE AT AA OAl1 AOET 1 OEEDPOG 8 (A OOOT AA mEOI I OE

OEA AOOOh xEEAE EA AAI 10 O2EAE 4EAAOOAmekeryihg<hatOA A AT
OPOi OAA OOPAOAEI Oi 666 1T EEA Al 1 0000 AW ®idithedtre® foOfla® Oh D O ¢
production was eliminated. What was left is his idea for all productions was the diregt live actor 7z

AGAEAT AA OA1 A QEHNM i© bdispdmsablex Edt Aif plagsl he used a space that could be

rearranged to meet the specific needs of each production he used no elaborate lightieffect; heforbids

make-up and reduced costumes to the purely functional; i.e., permitted no actor thange costume to

indicate a change in role, status, or psychological condition; his stage properties were minimal and were

chosen for their adaptability for many purpose. He used no scenery in the traditional scene; his actors

produced all music themselves; either by beating out rhythms, by vocal sound or by playing musical

instruments (Brockett, 1941: 231).

For all the above listed or enumerated reasons, Grotowski was mostly involved in training of his actors

through which he sought to eliminate all blocks or obstacles that tended to prevent performance from

giving themselves fully for productions. Intensivephysical training coupled with other exercises was

designed for his actors to remove all psychological barriers. Their voices were developed as an instrument

capable of exceeding the demands of speech.

''TT OEAO EI b1 OOAT O ET COAAEAT O ET ' O1 Ol xOEE80O OEAx 1 FE (
he could to involve his audience directly in performances, but he later came to realize that this only made

spectators selfconscious of what is egected. He later concentrated on creating an atmosphere of proper

spatial relationship between spectators and actors so that they would be able to interact appropriately and
unself-consciously. An example of this can be noticed in his adaptation of Mark ATheTragical History

of Doctor FaustusE1 xEEAE OEA AAOQOEI1T 1T AAOOO 11 OEA TECEO OEA
calls together his friends which was represented by the audience for a banquet at which he explains all that

has happened. By this, the theatre became a banquetingllhand the audience, seated at long tables on

which most of the action occurs. Another similar way in which Grotowski got the audience involved in one

of his productions in his adaptation ofKordian , in which the action was set in an irsane asylum andte

audience, as though visitors, but was scattered all over among hospital beds that served as the main scenic

elements of the play.

Plate 1,' OT O1 x OEES® O A thedspdcectdr iDdclorFaubktuk. The dark figures are performers, the lighter
figure spectators. Faustus is seated at the smaller table at top. Picture by H. Martin

Berg in Brockett (1941: 291).

With all the said samples it is assumed that Grotowski viewed thieatre as the modern equivalent of a
tribal ceremony capable of uniting a society. Therefore, in preparing any script for a production, he
searched in it universally accepted patterns, actions and images and things that are deeply embedded in
the human RBsyche quite independent of religion, faith, time and place. All these were then given more
importance and attention and developed in ways calculated to make both actors and audience confront
themselves.
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By 1970, Grotowski noticed that his group had reached its peak of his search for more technical mastery,
EA 171 x AAAEAAA O1 AOAAOGA 11 TAx DPOiI AOGAOEI T 8 (A OEAIT
an actor will be playing before an audiene and again to find a way of incorporating spectators into the
process. It was noticed then that his main concern was how to lead participants back into elemental
connections between man and his body, his imagination, his natural world and other fellow man beings.
The major works of this particular period involved groups going into the woods for twentyfour hours
during which they would be led through ritualized fire, air, earth, water, eating, dancing, playing, planting
and bathing. Going through thigrocess, participants were expected to rediscover the roots of theatre in
pure ritualized experience, as well as to discover themselves. With this new approach, it is rightly clear
OEAO ' O Ol xOEEGO AOOOAT O APPOI AAEBNtRBOEEAOO OAI AOEAAIT U
His own views of the theatre in all its ramifications can be supported in the sentence credited to himan
interview in Cole (1995):
His own method involves arduous physical exercise to give the actor
Al i bl AGA AT1 0011 1TOAO EEO PEUOEAAI Al A
TACAOEOARSG EA EAO OAEARh O1 106 A Aiii AAGEIT 1T &
blocks that stand between him (the actorand his creative confession. It
is not the instruction of a physical but an utter opening to another person,
ET xEEAE OEA PEATTITATITT 1T &£ OOEAOAA 10 AT OAI A
The actor is reborn not only as an actor, but as a man and with him | am
reborn. What is achieved is total accepnce of one man by another. (P
534)
In another interview of his views in Cole (1995) he says:
You know that in each of our productions we set up a different
relationship between actors and audience. IDr. Faustusthe spectators
are the quests; inThe Constant Princehey are the on lookers. But | think
the essential thing is that the actor must not act for the audience, he must
not act for the audience, he must act via-vis with the spectators, in the
presence of the spectators he must do and even more authentict ac
place of the spectators, do an act of extreme yet disciplined sincerity and
authenticity. He must give himself and not hold himself back, open up
and not close in @ himself in a narcissistic way(P. 534).
4EEO T AU AA ' O1 O1T xOEE8O xAU 1T £ OAUET ¢ OEAO OEA AAOI OC
for better understanding. Thus, adequately informing and educating his or her audience in an educational
theatre for social change in our environme® 1 O O1 AEAOU xA AAiiT11¢c8 ! OEIEIAO
poor theatre is the environmental theatre where there is no use of much stage properties in all their
performances because they have to move from one place to the other like tAkrinjo theatre in Nigeria.
These are group of people that takéheatre from place to place with simple painted background on clothing
materials. Among the renowned theatrepractitioners in this group are Hubert Ogunde, Kola Ogunmola,
just to mention a few.
The Alarinjos painted scenic background was not to have anything to do with the play but only to have a
background in front of which performances were held. They were just to complement music, language and
dance in conveying aense of scenery and even mood.
"OAAEO80O 4EAAOOAqG
Bertolt Brecht, a German dramatist, director and a poet born on 10 February, 1898 whose work dominated
German Theatre in the 20th Century and is perhaps the most influential force in Western Theatre since the
end of the Second World War. Hewas alsocdlle AU AT 1 OAi bi OAOU AOEOEAO OITA 1 A
of this century as well as the most ambiguous and perpetually fascinating figure of the twentieth century
OO0l PAAT OEAAOOAGGS (A TETCIAA AGPOAOGESINNEA@I22 x EOE O,
prize-winning Trommeln in der Nacht an indictment of war profiteers. His later plays which gave evidence
of his adherence to communism, are in the nature of social documents the most striking is Die Massnahme
in 1938 with its large Chorusand Cinema technique. In all his plays Brecht sought to educate and enlighten
his audience rather than touch its emotions, but in doing these, he was unable to suppress his lyrical and
sensuous gifts, which break out in the poetry underlying the grim rddies of his theme. In his Munich,
staging of Edward Il which was adapted from Marlowe in 1924, arluis anti-militaristic Man is Mann 1925,
he began to develop the antillusionistic staging methods and parable structures that later became the
basis for his theory ofEpic Theatre because he felt they resembled epic poems than the traditional drama.
This epic poemcomposed of alternating sections of dialogue and narrations which literarily means giving
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A pi AGEA AAAT 01O T &# OEA AAAAO T A£# TTA 1TO0 i1T0A COAAO E/

1941: 186)

(A xAO &I OAAA O1 AgeEl A AU (EOI AOGO OEOA O1 bpixAO EI
team responsible for his operatic successes. Weill, Lotte Lenya and the scene designer, Casper Nether, in a
O" Alcdntdtérhe Seven Deadly Sistaged in Paris in 1933. While in exile, Brecht began writing his major
plays, the first version which in The life ofGalileoin 1938, Mother courageand her children in 1939, the
Good person of Setzuan 1940 to mention but a few. The work of the ensebie established his influential
position in contemporary theatre, and his continuing domination of the German stage can be indicated by
figures gathered, in 1963 and 64 season in which there were about 1, 393 performances in about 74
productions of his plays (John 1959).

In describing his new and ideal theatre, Brecht used three key terms. These #fistorification , Alienation

and Epic. In essence, the technique has the intention of encouraging the audience to criticize, study and
ultimately correct the circumstances outside the plays artistic world and to participate not only mentally

as the case with the audience of all drama but algiysically in realz life struggles. This is in line with his

p

OAAEAAT AAPAOOOOA &OT i OEA | OEOOT Cohkderink las rddiicig tBeOAT EOIT A

audience to the status of passive observers at the risk of consuming and receiving and or worse still
intoxicating and indoctrinating them with bourgeois ideas, thereby coercing them to tolerate the status
quo.

In the period between 1918 and 1932, Brecht was at his most revolutionary stage, a stage at which his
youthful rigor, enthusiasm and dancing innovations and questioning of the status quo are most manifested.
"OAAEOS8O ET OEOOAT AA (oEtheQhedire &e pArEly thesstiehce bf AcBchidgidihis O
downzoning of its aesthetic or entertainment aspect are typical of this stage. In those early days, Brecht
dissociates himself entirely from Aristotle and Stanislavsky and is an admirer of the Patorian, Chinese
and sport-like drama. As opposed to Aristotle, the early Brecht introduces the Epic or story telling episodic
dramatic style, condemns empathy and advocates the style that with the use of an Alienation effecttake
strange ties to alienatethe actor from his role and distancing the play from the audience as they are only
observers (Brockett, 1941).

With the alienation effect, Brecht is of the opinion that there should be no empathy between the audience
and the actor. That the audience should not attach themselves to any of the actors that portray their ways
of life but to only observe and make necessy correction to better the society. In this type of acting where
the transformation of the actor is incomplete, three ways can contribute to the alienation of the words and
action of the person presenting them. These are the adoption of the third persdhe use of the past tense
and the speaking of stage direction and comments. Through this threefold process the text is alienated in
rehearsal and will remain so in performance. All presented on stage are an actors account, opinion of events
in the socidy and since he does not identify himself with the man he presents, he can see him from a
particular chosen standpoint and can reveal his opinion of him and bring the spectator who also is not to
be identified with the character to criticize him (Brecht,1965).

47 AAEEAOGA AT EATAOEITh "OAAEO AAT POAA 1 AT U Al1TOAT OE

influence, have since become common. First, he reminded the audience that it was in a theatre by calling
AOOAT OEiI 1T O OEA OEAAOO A8 inithd delielthaf tocadidvAhE aulidhnde tolssdeAT AT 1
them would destroy theatrical illusion). He insisted that lighting instruments be left unmasked, that
scenery be fragmentary (merely sufficient to indicate place), that musicians be visible (sometimes

stage), that captions, maps or other images be projected onto screens, that when objects were suspended

the ropes supporting them be clearly visible. Actors often sang directly to the audience or commented on

the action.

Gesture in alienation effects is feeling or movements and when it is called for should be brought out. The

actor must find a sensuous outward expression for the emotions of his role and this is an action which
reveals what is going on inside because lesgtention was paid to the use of scenery in all his plays.

In recounting events for the society, a useful method is a written title for each scene and such titles must

have a historical character. Now, the actor has to assume that distance from occurrences and modes of
behavior in the present which the historianassumes from occurrences and modes of behavior in the past.

To alienate the audience and the actors is to make them stand out. For emotion, experiment with the
Alienation effect in the German theatre has demonstrated that this kind of acting arouses enmots. This
Alienation effect is also natural as the acting has nothing to do with stylization. He adopted the story telling
OAAET ENOA Oi AAOAAE OEA AOAEAT AAGO AiT OEITO &O01Ti O
)yl EEO 1 AOAO UAAOOh EA TTAA 11T O0A AAT A O OEETE 1 &
bl AAA 1T £ Ai OCAiI AT 6888 AT A 1 AO OO0 E£ETA 1060 xEAO OI
after 1948 when he returned from exile gspecially after the founding of the Berliner Ensemble in 1949 and
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settled in East Berlin in 1954. In West and East Germany, Brecht became the most popular contemporary

playwright edged only by such classics as Shakespeare.

FromtheforeCT ET ¢ OEAOA &L OAh A AT I PAOAOEOA AT AT UOGEO 1T £ * A0l

Brecht will shoulder round their beliefs/opinions, methods, philosophical ideas and methods employed in

their productions in relation to the audience and actors.

Grotowski believe that the theatre does not require the use of anything like construction of seibstume,

and makeup to get out the best from an actor for production which Brecht was not in total support. He

believed that his own method which involvedphysical exercise gave the actor complete control over his

physical and mental capacity for all productions. He has said, not a collection of skills but an eradiation of

that stand between him (the actor) and his creative confession. Meyerhold a directand one of the

foremost designers in the theatre in his own respect, also shared same view with Grotowski with his style

of using artists as stage properties for all his productions by relying on their physical exercises to keep

them fit all the time.

"OAAEO 111U AAI EAOGAA ET OEA OOAETEIC¢C T &£ AT AAOI 060 O

audience. And also advocated the use of projections, fragmentary set pieces, and similar devices for

indicating the location of the action, but ineach case the elements should comment on the action.

Il OEOOT 01 A AT A (AcCAl EAOA OEA OAI A AT1TAAPO 1T &£ OEA OEAA

from it. The concept propounded by these great philosophers is calldéempathy: which is the audience

identifying with any of the actors as heroes. This, Brecht was not in support and tried to break away from

it. He believed that, the audience and actors are two different people and so introduced his alienation effect

to distance away the audience from tb actors that they should be observers only. By involving the

audience in the action, he is already aware of what is coming up next. He uses all his energy where as in

"OAAEO8 O wPEA OEAAOOA EO 111U AxAEAO EExdsindehddoegsU AT A A

not take part but only observe them doing it. Brecht further believes that theatre should be episodic. It

should lead from one thing to the other to form a story (Brecht, 1965). And so, he used captions (projected

on screens), songr other devices to emphasize breaks in the action. Captions also were used at the

beginning of scenes to summarize the contents of the scene to follow in order to direct attention from story

or suspense and direct it to the social implications of the evés

It was the belief of Brecht also that theatre was not only meant for the rich but can also be used to change

the life style of the poor. He insisted that theatre should bring pleasures, he then argues that the greatest

bl AAOOOA AT 1 AO AEAE DABE B @pkdufEADddgestapplyvhat they see on

stage to conditions outside the stage.

Brecht as a social critique did not stop only as an actor, director, poet and playwright but went deep into

his writing, theories and productions, with a focus pointed at shaping them down to the smallest detail in

the bid to explain his political points d view in society. Outwardly, he was for about thirty years an

orthodox communicator. But he was never a party member, or even a party journalist or speaker, for

principle (so he told the UrAmerican Activities Committee in 1947)
) O xAO OEA AAOO A O I A TiKnkthdy(€&T ET AT U DPAOOU
presumably the German ommunists) considered me just as a writer who
xAlT OAA O1 xOEOA OEA OOOOE AO EA OAx EOh AOO
found out that it was not my business.
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Plate 3, Arrangement of the performance space for Grotowski’s
The Constant Prince.
Picture by H. Martin Berg in (Brockett, 231).

Plate2and 3, 4EA DAOAEI Oi AT AA ' Ol 6PO DOT AOA ONolicé actbor/E " OAAEOEO -1 OEA

audience relationship in the flexible theatre space. Picture by Richard Schechner in (Brockett
232)

Theatre Performance in Contemporary Nigeria:
Critically examining the styles, theories and contributios of the two Dramatists (Jerzy Grotowski and

"AOOT 1 O "OAAEOQh EO xEI 1T AA T AOGAOOAA OEAO ' O1 Ol xOEEG ¢
an audience was mainly on actors and audience relationship. He believed that actors should not penfor

ET EOI 1 AOGEIT AT A OEAOAZI OA AEA 110 AAOA 1 OAE xEOE OE,
voice and involved them in physical activities to arouse their mental and physical dibies in rendering

OEAEO Oi1 A0 xAlls8 (A AEAT 380 xAT O OEA OAAEITTI1 1T CEAAI

so relied solely on dialogue and gesture, for his performances. As a result of this, he called his theatre the
Poor Theatre where other elements such as costume, makeup, light, sound and other technical areas were
given less attention.
Today, because of the economic situation of most academic theatres, less attention is paid to all elements
of design in theatre productions and the views of Jerzy Grotowski are being adopted. In my own view, this
does not in any way give the students underaining a good foundation in their professional field because
physical activities and voice training alone are not enough to assist interpret roles by artists for better
understanding.
Brecht in his wish as Epic theatre because he thought it had move in common with epic poetry (in which
dialogue and narration alternate and in which time and place are quickly transformed) to at, stop, or
1EITEO OEARAABADAAGO OAI ACET 1 OEEPh AT A O1 1 AEA OEAI xAOQ}
OAl EAT ACET 166 AU AEOOAT AET ¢ OEA theeBibckdit f1841)aBérts: OEA OO0/
He insisted that lighting instruments be left on marked, that scenery
be fragmentary (merely sufficient to indicate place), musicians be
visible (sometimes on stage), that captions, map®r other images
be projected into screen, that when objects were suspended the
ropes supporting them be clearly visible(p. 186).

In his style as a playwright, director, designer and his desire to provoke social change, Brecht saw the need
to minimally introduce other design elements like scenery, costume and makeg as asserted by (Brockett,
1941):

Thus there is a continuing alternation of empathy and distance (muclike

that created through the alternation of epsodes and choral odes irGreek
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drama). One might also get the impression from reading Brecht that settings
and costumes played littlerole in his productions. Butthough scenery was
restricted in quality in his own theatre it was alwaysdesigned and executed
with great care; each piece was meticulouslgrafted often looked used and
worn, in accordance with the characterand situation, but many were elegant
(p. 187).
Today, in most of our educational theatresBertolt " OAAEO6 O EAAA 1T £ OEA OEAAOOA E
spite of all the limitations confronting the industry to ensure good communication that can provoke social
change in the society even though some of our directors and designers today combine two or matyles
to communicate to their audience because of our individual peculiar limitations. While western theatre is
machine driven, contemporary Nigerian theatre attempts to copy but is ill equipped.
Playwrights in Nigeria such as Ola Rotimi, Wole Soyinka, Sonny Oti, Saint Gbilekaa and many others pattern
OEAEO xOEOET ¢ AT A AEOAAOEI ¢ OOUI A O OEAO 1T &£ "OAAEOSC
most of their works they use narratorsin some of their episodes whether to end or start a scene. Realism
EAO Al xAUO AAAT A PAOO 1T &£ OEA OOGUI AOG 61 CcAO AAOI 6O O
also try to distance the audience from the performers. But in some cases penfoers enters the stage from
OEA AOAEAT AA E1T 1TETA xEOE ' O1 Ol xOEE8O OOUI A xEEAE Al £
audience. Theatredesigners in Nigeria are really making effort to be as realistic as possible in designing for
any play in spite of the limitations around them so that they can communicate and educate their audience.
Sometimes the style of Meyerhold is being implored by irgy characters as stage properties when the need
arises. In this manner, they make sure the artists arphysically fit and their voices properly trained to meet
up with the challenges of the day. They save money, time and materials since there will be no need to engage
in construction works to get stage properties and scenery ready for the play. A sampletbfs is in the
picture below.

Plate 4, Installation Arts at Drama Village, Ahmadu Bello University, Zaria. Picture by Segun Abodunrin

In all the images presented in this work, they are tgive vivid explanations on the styles of the director and

the designersmentioned in the work. Plate 4is seen in one of the installation arts used in a play, in Ahmadu

"AT1TT 51 EOAOOEOUBO $0OAI A 6EI 1T ACAh : AOEA OEAO EAO O1 £
Conclusion

It is observed that Grotowski built all his argument on the concepts and theories propounded by Aristotle

while Brecht felt they are not ideal enough for the theatre and sought for a change by introducing his own

concept of the epic theatre to make a difference. His new concept invariably gave him an edge over

'O OT xOEEB8 O OEAxOS8

These two great dramatists and practitioners though had different views of what the theatre is, both views

moved towards the goal of theatre that informs, communicates and educates the society. It was again

observed that their plays also fulfill another &m of the theatre that of a revolutionary tool to effect a change

in the society, more especially those of Brecht. Aesthetically, the involvement of the audience/spectators,

OEA OOA 1T &£ AT AU CAOOOOA AU OEA AAOI OB waHs ardEhd * AOUU
introduction of design elements further enriched the works of Brecht in his own theatre to achieve his aims

and objective in effecting positive change in the society.

The rejection of empathy by Brecht, his delegation of power of thinking to the spectators, his insistence on

the pedagogic role of the theatre and all the dramatic methods implored to realize his plays influence or

serve as sources of inspiration to the Njerian radical dramatists and designers today. Among those

dramatist and designers who shared the same believes, ideas and styles like them today in the theatre are
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Wole Soyinka, Ola Rotimi, Zul$ofolg Sonny Oti, Saint Gbilekaa, Ayo Akinwale, Ahmed Yerima, Duro Oni,

Molinte Enendu, Sunny Ododo, Daniel Omatshola, Alphonsus Orisaremi to mention but a few. The
aforementioned are playwrights and designers who in their own right initially are presentationdin their

ideologies and styles while writing a play to popularize their culture or trying to correct some ills in the

society but are now more or less representational in their approach towards using scripts to edueat

inform and communicate with their audience.

They sought to deviate from the initial style to a simpler one because of the challenges facing the profession

so that they are not handicapped and can meet their set target and still be relevant. Brecht and Grotowski

moved away from the ideas of the re&st which to them are cumbersome, time consuming and expensive

to achieve. More attention is paid to acting, dialogue, music, costume and less attention to lighting and

scenery. In line with their ideas, some of our directors and designers today areilag emphasis in the use

of lighting to replace scenery and use of symbols for most of the scenery needed for a production to cut

down cost since funding of productions are difficult to come by. Today many of familiar theatrical

conventions as observed irthe days of Ogunde and his contemporaries with the use of curtains are not

visible. (No front curtains to hide the stage, the use of fragmentary scenery and visible lighting instruments

and other practices that call attention to the theatrical medium)ah AAOEOAA 1 AOCAIT U AEOT T " (
Al OET OCE " OAAEOB80 ET OATOEITT 1 &£ POI OIEETC O1 AEAT AEATC
To be able to achieve excellence in the area of design therefore efforts should be made to provide adequate

facilities needed fortraining. Practitioners should go for retraining to update their knowledge on current

facilities, styles and happenings in their field.
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Abstract

4EA x1 OA OO0E @@efddinilatéidviEhhe 6dnPuter and hosted on the internet, although it is not all
virtual contents that are hosted on net; this is for the purpose of accessibility and wide audience that one can
reach within a short period and at a reasonable cost as compared to other media outletso freserve cultural
heritage as it relates to art and artifacts online or virtual exhibitionsare a good option. Apart from the
preservation of our cultural heritage, virtual exhibition also plays a pivotal role in bridging the communication
gap between cherished art collections and the rest of the world. This paper provides an overview of virtual
exhibitions, their necessity,types, importance and pitfalls. It also treats various accompanying and related
tools to create user interfaces of such virtual exhibitions. Some of the historical virtual exhibitions are also
discussed The paper concludes that, virtual curatorship and exhibition have significantly reduced the gap
between visitors and exhibits as the demand for original pieceshasincreased becau of continuous and wide
reachingexposure on the World Wide Webh.

Key Words: Virtual Exhibitions, Communication, Curatorship ,Globalization.

Introduction
We live in a visual world and aresurrounded by increasing sophisticated visual images but unless we know
how to read them, we stand the risk of remaining virtually illiterate. This is something that none of us can
afford in this modern world; so posits Howells (2008).
Globalization suggests making information known to everybody in all parts of the world. The
Microsoft Encarta (2009) sees globalization as a term for the emergence of a global society in
which economic, political, environmental, scientific and cultural evats in one part of the world
quickly come to have significance for people in other parts of the world.
Stating further, it says that:

Globalization is the result of advances in communication, transportation, and

information technologies. It describes the growing economic, political,

technological, and cultural linkages that connect individuals, communities,

businesses, and governments aund the world. (Microsoft Encarta, 2009)
Inthisera of digital revolution, advanceaments intechnology are rapidly altering the environment we
live in. The effects of these technological advancementsan be felt in somany ways, one of which is
information dissemination. Nowadays,an immeasurablemajority of peoplegrow up in cities where
old and culturally relevant architectural buildings often give way to modern buildings due to
increasing scarcity of land especially in ancient cities like Benin, NigeriaThe disappearance of
theseheritage sites, symbolsand fastdwindling communication between youngchildren and older
parents who spend long hours at work, has culminated in most children not being well informed
about the rich cultural heritage of their ancestors and their accompanyingsignificance to themas
members of that society and cultureThisis very worrisome, becaus the history and making of anation
in manysocietiesis often cementedbrought about by the plethora of interesting dynamicand significant
events that had or are stilloccurring. Sudh events form an important part of a society's cultural
heritage. Such information should be passedto children even yet unborn, so that they can better
understand and appreciatethe hard work and sacrificesof the people who built the societies they
currently live in, understand the cultural diversity in modern societiesand contribut e positively in
fostering unity .
Thisiswhereexhibitionsprobably comeintothe picture.Long aggnew and promising educational
rolesof art galleries and museumswere introduced into the cultural art space. Khoon and
Ramaiah (2008) feels that, such establishments hold carefully developed information
resources of immense breadth and depth, which is continuously refreshed by ongoing research
studies and that they have some vital role to play as communications links betweentheir highly
valuable collections and the generd public, in sharing and propagating the knowledge in their
collections.
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For the purpose of this paper, Online and virtual are keywordswhich will be used
interchangeably; although the difference is very trivial, both are simulated by computer and
hosted on the web/internet. In the words of Jacobs (2004)

Virtual exhibition is the collection of digital replicas of real events or

objects developed wit h the help of multimedia and virtual reality tools

which produce a simulated environment in a computer, and delivered

through web so that userswil | get the same satisfactionasthey areseeing

or usingthe physical objectsin different areas
Normally all virtual exhibitions would provid e asimulated, real environment using virtual
reality toolswhich are abit difficult ,expensive and time consuming to developthan the simple
online exhibition. Unlike traditional exhibitions, these exhibitions could be viewed free of

charge, a0 1 bwn&@nvenience and in the time zone of the viewer.Globalization, in this
context is about making the world knowabout what we have to showcase and make
public.

Overview of Art Exhibition s

Whereas Palmer (2016), describes art exhibition as a forum where an artist or group of artists
showcase their artistic productions for public consumption and enjoyment for a specific
duration of time, Khoon and Ramaiah (2008), both see@xhibitions as public displays of art
products or artifacts; Dudley (1990), however defines an exhibition as essentially a promotional
event that is desighed to communicate with the targeted audiences, some form of information,
productsor services Generally, an exhibition revolves round the exhibiting artist, the exhibits and
the general public or the target audience. Téprimary objective of any art exhibitionistoprovide

a communication opportunity for achieving academic and economicgoals, mostly involving
viewer or buyer to exhibitor experiences.

People attendexhibitions for various reasons. 8me go there for social reasons such as recreation
and meeting new friends, others attend to buy art works while others go to acquire new
experiences and knowledge / data regarding the styles and techniques of the exhibiting artist.
Dudley (1990) thinks, exhibitions serve to maximally exploit events and occasions. Br instance, an
artist can use the opportunity of a conference to organize an exhibition within the time frame
of such conference for instance the art exhibition organized in the university of Benin as part
I £/ OEA 51 E QAI®E&sEacH bay ardiCbnferencehi® exhibition was ableto reach-out
to the desired audience create adialoguewith its target audiences on an inter persona basis;
and achieve set communications objectives for awide range of organizations.

Physical exhibition s are found in traditional museums, galleries and other designated spacegerein
theline of communication isdirect and the curator communicatesdirectly with the audience.
These exhibitions have to employ much more clever means to attract a significant number of
visitors. Physicd museums havebeen a source of traditional information ; drawing and interpretin g
their collections in carefully designedarchitectural spacesfor their visitors like schools, hotels,
foreign missions, tourists and their likes.

According to Teather (2000), there are anumber of factorsnormally considered inactual traditional
exhibitions. These include international boundaries, customs procedures for the movement of
works of art, design of exhibition space loan agreements insurance policies, conservation,
preservation, transportationtime and methods for works of art, fixed hours of
operation,and number of visitor s that can be accommodatd simultaneously. Other issues to be
considered include the protective style of display that hinders accidents from happening, the
target audience: how to reach them as well as some sort of entertainment that usually
accompanies such physical exhibitionsPhysicd museums tend to carry out arange of activities
and produce avariety of resources.The purpose isto make visitor s aware of what is availablein the
collections, to guide visitor sthrough thecollections in diverse ways, boost their understanding and
enjoyment of these collections.Physicd museums givevisitor sareal sense of the artifactson display.
People visit museums and galleriedo enjoy, explore and understand cultural backgroundsof the
physical exhibitions that operate on the real space that can communicate directly wit h the public.
However, physical exhibitions are not without their own attendant limitations for instance, even
though they have some freedom of mobility as in the case of travelliraxhibitions, they are more
often than not, fixed and this hinders the reach of most people who ordinarily would have loved
to attend such shows and this means that people would have to wait while the exhibition train
moves from one place to the otherThis in nho small measure involves time, space and cost;
moreover, physical exhibitions do not provide sufficient information as that of virtual exhibition.
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Added to the above, virtual exhibition do not have the bottlenecks inherent in the organization
of physical exibition. Palmer (2016), outlined the different stages in the organization of
physical exhibition as follows:

Planning,

Collection of artworks and jury process

Sponsorship drive

Space search and organizatign

Display of art pieces and categorization

Cataloguing

Publicity and promotion and

Opening ceremony, entertainment and speeches and closing

Wlth the above outlines, it is obvious that physical exhibitions are more capital and manpower intensive
than virtual exhibitions. In the light of the abovepne raises the question. ldw is virtual exhibition a better
alternative to physical exhibition?

Virtual exhibition s present a practical and cost-effective answer to the bottlenecks of physical
exhibitions. There are nolimits in time, distanceand space Instead of being open tothe public at a
particular time, they are available all time viathe World Wide Web. Another advantage isthat
people need not travel long distancesto the exhibition venues. The exhibition is delivered to their
homes, offices classrooms, studios and other venuesvia the Internet on the various apps and
appliances the target audiences have access.{bhe storage of art works in digital format also helps
in reducing maintenancecosts. Thereis no need to dismantle and re-build the exhibition spaceto
make it available to new audiences New materials could be easily addal, whil e existing material
could be updated with minimal effort. This, in no small measurereducesthe time and eliminates
expensivephysical spacerequiredto organize an exhibition.

The momentanexhibitionishostedon-line,it becomes immediately available to people theworld
over, thereby, forming part of the global cultural exchange processEverybody finds it easy to
downloadthe digital content for whatever use they might need it forStudentscould usetheonline
information for their projects to create new information products. This providesa different kind
of learning experience as students gather information, organize them, make meaning, reach
insight and present their findingsvia online studiesthereby inviting a global audience to share
in their experience Online exhibitions also offer better flexibility, enhancesexperimentation and
dynamism compared to physical exhibitions. Visitors can seled the level of information they
wishtoconsult, thereby offering something toaudiences of all ages, cultural and religious persuasions
and experiences.The fact that online exhibitions can link to relevant and complementary
informatio n available at other websites further underscoresthe flexibility and possibilities of this new
online medium.

Design and Development of user Interfaces

The user interface of online exhibitions refers to the web browser; therefore, interface
considerations for online exhibitions are similar to those of a website. Kalfatovic (2002)
harped on the need to completely eliminate horizontal scrolling of the screen layout.
Horizontal scrolling iscausedby monitor resolution, the size of imagesused on the site,
the tilin g of images and tables. These canbe minimized with the use of style sheets and
the careful resizing of images.

Colour is an essential design element and a major consideration in the design of user
interface for the web. The colours that can be displayed on acomputer screen depend onthe
video display card, the monitor and the processa of the computer. Although million s of
colours are available for any particular design only 216 "browser-safe' colours have been
identified by Weinman (1999) that could be displayed accurately by most browsers on
various types of computers. While this limitation does not seriously affect
photographs and other bitmap imagesit is recommended that these 216 colours be usedfor
simple graphics such as decorative title s and backgrounds so as to achieve a consistent
design acrossbrowsers.

When displaying text on-screen, the two main factors are typeface
and size. Miller (2014) opines that, due to the landscape orientation and the lower
resolution of computer screens reading web pageis aboutforty per cent slower than
reading printed pages.Hence tiny fonts are not advised for use in online exhibitions.

PN O AN
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Also, since mosteaders prefer to scanor copy rather than read, and the retention is about
half that of reading the printe d page, so text should be of appropriate length to avoid tiredness.
Kalfatovic (2002) recommendsthe use of style sheetsto achieve consistencyin font and
size.Sars serif fonts are preferred over serif fonts for accessibility reasons whil e bold
formattin gshould be used appropriately and italics formattin g should be used sparingly

as it is difficult toread on screen Underlining text isnot commonly used on web pagesto
avoid confusion with hyperlinks which are displayed by browsers as underlined text.
Colours can be used creatively for text, with proper contrast with the background colour

for readability.

Shobukonla (2012) notes that, web design is akin to traditional print publishing where every
website is an information display board just like a book and every web page is like a page in a
book. He went further to state that a website typically consists d@éxts and images, the first page
of the website being the home page, index or welcome page as the case may be. Each web page
within a website is in Hyper Text Mark Languag€HTML) file which has its original Universal
Resource Locator{URL also known asthe Web Address. After web pages are created, they get
linked together using a navigational menu consisting of hyperlinks in text format, icons or
graphics as buttons. Websites must be published on completion so as to make $iite viewable

via the net and this is achievable using the File Transfer Protocol (FTP) software. Designing a
website of this nature requires more than just one tool or technique. In 1989, Bernelsse
authored the Hyper Text Markup Language (HTML); this arked the first approach to website
building as noted by Wikipedia, (2009). HTML is a universal language in publishing information
for world -wide dissemination. Soon afterwards more sophisticated software which were more
user friendly were produced, they atailed encoding and were supported by tutorials and
manuals for the aid of new users and for easy learning. Amongst this software are:

Macromedia Dreamweaver

This is a professional HTML editor, used for designing, encoding and for website building. This
application comes with tutorials that non-professionals could use satisfactorily until they become
conversant with it. The editing features in Macromedia Dreameaver allow users to create web
pages without the stress of encoding as a result of the simplicity and the friendly nature of the
software. Flash animations are also possible to be added to web pages. This software comes with
features that allow the devel@ment of websites without necessarily going into much technical
details. It also allows users to design powerful databasdriven web application with the use of
server technology.

Macromedia Flash

Itis an animation tool used for the creation of presentations, applications and other content which
O00PDPI OO OOA0OB80O ET OAOAAOQEIT xEOE EEO xAA DPACAOS
cases because it supports animation and video displayBhe added advantage of this software is
its small size on disk because it supports vector graphics which requires less memory and space
as compared to bitmap images. A flash application could be created using the flash drawing tools
and additional multi-media elements could be imported into the design. All flash documents have
file extensions of flash.
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Plate 1: A virtual art exhibition web page designed with macromedia Dreamweaver.  Source: Shobukonla, 2012
Macromedia Fireworks

This software resolves most problems that web designers and developers encounters in the course of
building a website. It can be used to build, edit, animate and add advandatkractive images. The problers
and bottlenecks inherent in most othersoftware are minimized in fireworks. It is an advance version of the
first two (Dreamweaver and Flash). The most interesting aspect of macromedia fireworks software is that
it can be used offlingmeaning it is not solely dependent on the internet. Some websites are custom built
by the owners of Macromedia such as yahoo, Google etc.

Staging a virtual exhibition is also possible using other social media platforms like Facebook, Instagram and
S0 on. This means that an exhibitor does not necessarily have to create a website for the purpose of virtual
exhibition but special websites becoms important because most menus and tools that are custom built in
the website might not be available on these social media platforms.
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Plate 2: A typical example of virtual art exhibition web page , Source: Shobukonla, 2012

The most important aspect of a web design is the ability to be creatively innovative to give the web pages
some distinctive feel andlook. In the light of this, it is imperative that that good graphics be done with
software like Adobe Photoshop, Harvard Graphics, Adobe lllustrator and Fireworks

Follow -up to the design processes

To make the site available to the world, after the design, it is important to register a domain name known
as the website address to make the site accessible to the public. For instance, if the writer is hosting a virtual
exhibition whose theme isInteractive Pen and Ink Drawin@utcomesthen the domain name could flow like
this - www.interactivepenandinkexhibition.com. Suffice it to say here that domain names are written
without spaces inbetween the letters and always begin with www. (this means World Vdie Web).

After the domain name has been registered, there is a need to host the site to make it finally accessible and
viewable to the public. This is an internetbased service that permits web designers to make their websites
accessible via the World Wide Web. THeosts are specialized companies that provide spaces on the internet
server they own or lease for use by their clients. These companies also provide interfaces for the
management of the web server and updating web content and installation of scripts anchetr services like
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electronic mail administration. After these, the websites are constantly maintained and managed by these

companies and articlesand contents can be updategeriodically by the owners and these companies have

the right to close the site should the owners not meet up with the financial obligation set by these
companies.

Types of Virtual Exhibition s

Meggs and Purvis (2010)lassifyonline exhibitionsinto the following:

1. Notable events: Major events are good topics for virtual exhibitions. Librarie sand archives
often hold substantial materials related to significant, interesting, or entertaining events. An
event- centered exhibition allows the library or archivestodraw on arange of materials
and collaborate wit h other institution s such ashistorical societies,museums or businesses
to develop this type of exhibition. One suchexampleis The GreatChicag Fire that is put
up by the ChicagoHistorical Sociel in collaboration with the Northwestern University.

2. Anniversaries : Centennials bicentennials, triennials and jubilees can be the impetus for an
online exhibition. An exhibition created around an anniversary will allow visitor storevisit
the past, highlight current collections or programs, and look forwar d to the next few years.

3. Themes: Perhaps the most common exhibition idea is a theme. Themes can include
individuals, professions poetry, socid movements or phenomena,collections, and media. Dr
Seus Went to War: A Catalogwe of Political Cartoons by Dr Seussfrom the Mandeville
Specid Collections Library, University of California, San Diego, is an example of aspecific
theme-basedexhibition.

Pitfalls of Virtual Exhibition

In spite ofthe attractivenessand great potential of virtual exhibitions, there are afew pitfalls in terms

of visitor experience

1. It is not a real life experience

2. Virtual exhibitions do not allow hands-on manipulations, which isvery important for the
kinaesthetic learner,who may not feellike he/she really knows what is going on;

3. Effective exhibits are strongly "experiential", that meanswhen avisitorwalks through

them,he/shealso sees hears, and sometimestouchesthe exhibits (if allowed) When
all these experiential senses are taken away in virtual exhibitions, the experience is not

tremendous anymore;

4, Poor representation of objects-textures, fine detail, mass and exad colour cannot be
authentically translated when displayed on the web;

5. Electronic images of historical photographs are definitely inferior to theactual objects, due

totheneed for smaller sizes neededfor online viewing. Image quality is still quite poor as
they get pixelatedwhen comparedto real art objects;

6. They are sometimesexpensive and time-consuming to produce (same as a physical
exhibition) ;

7. Usersmust be connected tothe Internet (for web-based exhibitions); and

8. Internet connection speeds also affect the experience of the visitors (users with a slow

connection will not have an enjoyable visit, especially if the site contains media-rich
resourcesthattaketimeto download and display).

Myers (2010) also found the followin g potential pitfalls of web-based exhibitionsin education:

9. Reduced critica | thinkin g skills - The ease of downloading information from the internet may
result in thoughtless information harvesting without attention tothecritical issues of bias,
accuracgy and quality control.

10. Reduced development in readin g skills - Especially among the impressionable
younger population, since theweb is primarily an imagebased medium.
11. Diminished writin g skills - Students cut and paste information into impressive first

drafts and resist the need to refine their work. Researd skills will be neglected as
students take the easypath, preferringto pointandclick ratherthan planandthink.

12. Distortio n of teachin g curricula - Some teachersmay change their curriculum tofit widely
and readily available resources ontheInternet, when faced with time schedule pressures.

13. Lack of real life experience - Most of what the studentsknow or understand come as
files downloaded from the web

The Future

Astechnology becomes vibrant, reliable, cheap, readily accessibland easier to maintain, more people
are expectedto exploit themin to provid einformation for abetter service and content especially for
researchers,academicsand museuminformation seekers.
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Multi-modal and multimedi asystemsintegrate a number of modesand media such as hypertext,
audio, video and so oninto higher-bandwidth communication interfaces. These are used for virtual
reality,interfacesfor users with specid needs Virtual reality is an example of non-command based
interface, which can submergethe user in asimulated highly interactive worl d where the user can
move about in the same way as in the physical world. Visitors are immersed in a virtual
environment through the use of 3-D and recently, 7D real-time computer graphics and advanced
display devices such as head mounted displays. Visitors can learn by active participation in
performin g some tasks wit h the system, such as manipulatingobjectsin ascene This way,the
subjed beingtaught wil | be better absorbed by the learners since they have played an activerolein
acquiringit.

Speechbased interfaces that apply non-speechobjects (such as auditory and ear icons), gesture
recognition, and eye tracking technology are some of the scientific advances that may also be
used by technology to focus on users with special needs Eye tracking has traditionall y been
considered an esoteric and very expensivetechnique, but is now becoming more affordable and
practical. Embeddedhelp is another area that next generation interfaces arefocusingon that may
provide true embedded help via the use of animated and auditory icons, making the computer
interface easierto use.

Wireless computing and handheld devices are other technologies that have penetrated into the
internet gallery space Tools such as electronic guidebooks (portable devicesthat use a wireless
web-based network) help to extend the museum experience. As these devices become smaller,
more affordable and more capable userswill soon be abletorely onthem to facilitate the delivery
of complexmultimedia information to their visitors.

Conclusion

The future of virtual exhibition appears bright because more and more interfaces are brought

into the picture. Galaniand Chalmers (2002 naetatthenumbero f digital visitor sis steadily growing and
in some cases,outnumbering the number of visitor s to the corresponding physical exhibitions. This
helps to encourage adistant digital visitor to become a physical visitor, and encourage physical
visitor sto maintain arelationship wit h the exhibitions.
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Abstract
Cultural objects are ancient gmoducts created by humans which give information about the culture of its creator or users.
Cultural objects whether ancient or current have at signifi

and the development of humans. Besidthe human value placed on these cultural objects due to their historical and socio
cultural importance, the desire to have a safe place for keeping them is what necessitated the creation of museum in Nigeria.
Therefore, the problem of this study iseramination of cultural objects housed in museums in North Central Nigeria. The

aim of the study is to documents the different aspects of the Nigerian cultural objects housed in the museum, alsie$p categor
analyse and interpret the cultural objectseldasn their themes, styles and materials as well as their functions in the society.
Relevant literature on the subject matter was reviewed. Furthermore, the study employed the descriptive and histafical resear
methods. It involved instruments like oratérview, questionnaire, photograph and observation. After the application of the
aforementioned, the data collected was analysed and categorized based on-thétaagligignificance of the cultural objects.

The study reveals that museums located éNbrth central zone were established based on the archaeological, ethnographic,
monumental and cultural discoveries of the objects in the area.

Key Words: Cultural, Objects, Museum, Monument, Documentary

Introduction/Background of the Study

Cultural objects are ancient art produts created by humans which givénformation about the culture of its
creator and users. Cultural object whether ancient or current, have a significance because they offer an
insight into technological processes, economic development and social structure among other attributes.
These cutural objects created by humans have remained the only way through which history is made
tangible. For instance, the history of Greece cannot be complete, without making references teitlancient
artworks like Vases, which have helped cultural professionals (likeart historians, ethnographers,
anthropologists, archaeologist among others) in explaining how the society (Greek) used to function
(Gardner, 1984).

The human value placed on these cultural objects due to their historical and cultural importance, and the
desire to have a safe place for keeping them is what, consequently necessitated the creation of museums
around the world and Nigeria inclusive. Althogh museums are primarily western in origin, the concept
behind museums has long been evident in other cultures. In Africa for example, many museums were
AOAAOGAA 100 1T &£ 3EAAO TAAA O DpPOT OAAOh POAOGAQ@AAR AT A |
objects discovered during the colonial government were illegally taken out of Africa against the wishes of
the indigenous peoples. At some instances the continent event experienced forceful taken away of cultural
materials that were of special signiftance and highly value to the societies that created them according to
(Boyi, 2013).

Most of these cultural materials were produced far way back to centuries. Gbadegesin (2018) avers that,
terracotta objects stone, objects antironze objects from Ife, Nok, Benin and Igbd&Jkwu among others, are
the rich cultural artefacts that now placeNigeria high in the world. Some of this cultural objects according
Ol . xACAlT jgmptq AOA OAITEAO TO0 11101 ATOO 1T &£ AT AEAT O ¢
are interpretation materials tools collected and preserved. Kalu (2015)adds that, evey society has its
cultural artifacts, cultural expressions and other material culture.

In order to ensure that these cultural materials are protected and preserved for posterity, the then colonial
government and the successive government ensudethat an institution should be establish to cateffor
these cultural materials in the country. This development led to the establishment of Federal Department
of Antiquities and the Antiquity Commission in 1979. It later created in its place, the National Commission
for Museums and Monuments (NCMM) in $¢ember, 1979 (Boyi, 2013). The National Commissn for
Museums and Monuments according to Okpoko (2006) was given the adequate mandate/power to
transform the cultural environment of Nigeria through the network of its museums. Presently, the National
Commission for Museums and Monuments operates fourthtee (43) museums across the country to meet
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the cultural needs of Nigerians ad foreigners alike. Museums ardocated in many states of the country
especially, at the state capita, including the one established in North Central Geopolitical Zone which
comprises of museums in Jos, Lafia, Esie, Lokoja, Kaduna, Makurdi and Minna, but this paper will discuss
briefly on Esie Museum, Jos Museum, Minna Museum and Kaduna Museum. They kel st different
places and times depending on the archaeological, monumental and cultural discoveries of the objents
the area.
Esie museum was established in 1945 by the Colonial Government to house the soapstone sculptures that
were brought to lime light in 1933 by H.G. Ramshaw. Seven years later the Jos museum was established in
1952. Esie museum is sited at the spot where theslptures were discovered in 1933. This site formally a
groove is about 14 kilometers South West of Esie township. Esie museum contains over one thousand
(1000) stone carving of menand women presided over a kingThey are the largest collection of stone
carvingsin the whole of black Africa. The objects range in height from 14 to 120cm and weigh between 0.55
and 104 kilograms. The carving representpeople engaging in different activities (Hambolu, 2004).
The Jos museunmvas open to the public in 19521t is the second oldest and one of the largest musewwin
Nigeria after the small museum at Esie, near llorin in Kwara state, which was opened in 1945. For many
years Jos was the headquarter of the Federal Department of Antiquities until, it was eventually transferred
to Lagos. It is the second largest museuim Nigeria offering a wide range of exhibits and facilities for
visitors (Nyam, 2008). It establishment was due to archaeological discoveries of relics rihg the tin-
mining operation in some part of Northern Nigeria. The National Museum Minna is located in the state
capital, it is another museumm the North central zone)ocated within the Federal Secretariat Complex. The
I £FEEAA EAAEI EOEAO ET Al OAA OEA AOOAOI 006 1T £ZZEAAR OATEI
Minna museum has also been involve in the identification of some cultural sites (Olaaiy2007).
The National Museum Kaduna is regarded as one among the network of museums in Nigeria, under the
National Commission for Museums and Monuments (NCMM), the umbrella body managing public museums
in Nigeria. Kaduna museum is the second museum to be establishi@ the Northern part of Nigeria after
OEA *1T 0 i OOAOIi 8 4EA 1 OOAOGI EO 11T AAOGAA AO 51 ¢CxAO 3AOQE
Akilu Road in Kaduna North Local Government Area of Kaduna State. The main features of the museums
are the archaeobgical, the ethnographic and modern craft galleries.
Statement of the Problem
Museumsaround the world are dedicated to promoting a greater appreciation and knowledge of history
and culture of people in the society, hence, their ability to foster the understanding of the present and
anticipating the future, is what makes them uniquen the society where they are located. Therefore, the
establishment of museums in Nigeria, for over five decades ago, is generally believed to be in the best
ET OAOAOO T £ . ECAOEAGO EEOOI OU AT A AOI OOOAI OAAOI O AAC
By year 2005, the National Commission for Museums and Monuments (NCMM), had fettiyee (4)
museums located in different parts of the country. While the traditional function of most Nigerian museums
has not changed, the main collection policy of NCMM has been mostly to collect, preserve and showcase to
the public the ancient material culture ofthe Nigerian peoples. In view ofhis, majority of these museums
have remained mere repositories of cultural materials of the old traditions, which have existed in various
regions in Nigeria. For example, the Benin museum houses predominantly, the art Wwerof ancient Benin
Kingdom; the Jos Museum contains generally discoveries of Nok cultural traditions; while the National
museum in lle-Ife exhibits a variety of artworks which are material culture of the ancient Yoruba kingdom
In the same way, the museum located in north central zone were established to house the material culture
that were discovered in this regionand other cultural objects. However, a cursory look at the museum
shows that, it houses artifacts from cultures all over Nigeria. Hence, the problem of this study, is an
examination of the material culture housed in this museums with a view to documentirgnd evaluating its,
socio-cultural and educational functions, in relation to the present developmental needs of Nigeria.
Objectives of the Study
The aim of the study is to expose and document the culture objects housed in North Central Museufine
objectives of the study are to:
1.identify and document the cultural objects in these museums and their relevance to the education of
the society.
2.categorise and analysethe cultural objects in the museums based on their themes, styles, and
materials, as well as their functions in the society.
3.to identify museums located in the northcentral zone and their composition.
4.examine the present collection policy of the National Commission for Museums and Monuments
(NCMM) as well as the role of these Museums in relation to the current development needs of the
Nigerian people.
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Significance of the Study

This study is significant because it will bring to the fore, qet a number of historical discoveries of cultural

objects that have been made in Nigeria, over the years which have placed Nigeria on a high pedestal of
technology and cultural advancementespecially the cultural artifact collected from different pars of the

country. The study will also help to provide cultural and historical information on the cultural materials

that are housed in these museums to Nigerians and international communities at seminars, conferences

and exhibitions thereby proving the contribution of Nigeria to world civilization. Pam (1991) also asses

OEAOh OxEAO AOOOAAOO OI OOEOO &EOT I %OOI PA O . ECAOEA |
study will give a deeper appreciation on cultural objects housed in these musms, it will also create better

awareness, contribute to scholarship and increase partnership with other organisations for further
OAOAAOAE ET O . EGCAOEA8O OEAE AOI OOOAI EAOEOAGCA A& O
innovation and inventiveness with proper appreciation of the past efforts in manufacturing and technology.

It will also enhance public appreciation of the importance of Nigerian culture to black and world
civilizations.

Review of Related Literature

Literature reviewed works on authors like Lother (1998), Newton (1978), Riplay (1978), Abadon (1998),

Hirzy (1998), Afigbo (1985), Wilson (1989), Alexander (1996), Hdson (1987), and Okpoko (2006)and

museums offer a storehouse of information about how people and societies have behaved through the ages.

, 1T OEAO jpwwyq OAI AOEO OEAOh OOEA PDPOEI AOU DPOODPI OA AT A
This shows that educators are looking up to mueums to help them attain their educational objectives.

Through the analysis of cultural heritage in the museum, ascertain whether these museums play such role

Ol . ECAOEAT AAOAAQGEI T Al OUOOAI 8 30PDPI OOEI ¢ OEEO OEAXx
I £ OOEOET T AOAA | bAihthiswai @elvOnuEetnsas cultiril Achool®Ehérd people

I AAOT AAT 6O DPAOGO AOI OOOAO AT A OmMibedrEs@iBtibltionBand2iE D1 AU | p
importance are seen in the role it plays. It is for recreational purpose, how we learn many things atpthe

way about the past, other people, about aesthesd T A DEEI T Ol PEEAAT EAAAO AT A 100
similarly shares the view that, museum also functions as a research institution, it opens a wider room for

study, exposes a wider knowledge of past events and areas of study. It permits and providdder use of

materials, for research services. The positiaof Riplay (1978) and Abah (1998) clearly putmuseum as a

life-l TTC AAOAAOQGET 1T AAT OAOO &£ O AOAOUI T A6s8

Hirzy (1998) has also supported this view saying that education department even sets aside study days to

allow for more intensive exploration of the cultural background to an exhibition on areas of the collections,

and they usually include slide, lecturesind gallery talks. These activities complement study programmes

in a range of core subjects including English, Drama, Theater Studies, Design and Technology, History of

Art, Music, Social Science and a whole lot of other fields. Similarly, Afigbo (1985:Hs)d Hooer-Greenhill

(1992) place high importance on the role of museums as they offer many different opportunities for

children and adults to enter into the world here they may play out skillshat are vital in the real world.

With the rise of technology, museums are able to provide the masses with interactive education. Hudson

(1987), affirms that we would not be able to understand the influence of technological innovation, or the

rise and fall of the Qing dynasty, or the rel that beliefs play in shapingamily life, if we do not know about

the experience in the past. This is the fundamental reason why museums are important. It offers the only

extensive evidential base for the contemplation analysis of how societies function, and people need to have
somesense of how societies function.

Based on the literary works reviewed above, it is observed that museums play a big role in the visual
understanding of the world especially through education which gives man a better insight into the past,

present and future. However, considering the ratat which the world is fast moving technologically, there

is need to examine the traditional role of North Central museums by analyzing critically, its cultural objects

in relation to the current socio-cultural needs of the society. This study is thereforaecessary, as it will

help in suggesting way on how the cultural objects in the museums will be more relevant to Nigeria society.

Research Design

In this study, the researcher employed a qualitative research design, using historical and descriptive

ApDPOT AAEAO ET 1T OAAO O1 AAEEAOA OEA OOAOAA AEI AT A TA
research describes social phenomena of events thting, so as to understand the effect that such events or
OEET CO EAOA 11 OEA 1EOAO 1 &£ ET1 AEOEAOGAI Oh CcOi OPOh OT AE

in order to expose and documents the cultural objects in museums located in the Nor@entral geopolitical
zone with a view to describe, analyse, interpret and document them. The historical approach was used by
the researcher in order to give a logical assessment of the past and present events, as well as predict the
future direction of the problem being studied (Adetoro, 1986). This enable the researcher to have artin
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depth study of these cultural objects, their background history and knowledge about the cultural object
while the descriptive approach was used to describe the cultural objects. This will help in the general
understanding of the ideological and philosophial basis for these cultural objects and these methods were
used by Saliu (1994), Osuala (2005), Duniya (2009) and Muhammad (2015) it was successful.

Data Collection

Sources of Data: The researcher collected data from two sources; primary and secondary sources. The
primary sources include the cultural objects in themuseums and staff of the National Commission of
Museum and Monument in North Central Geopolitical Zorse The secondary sources include relevant
literature/published and unpublished written materials on documentation of cultural heritage in Nigeria,
especially museum cultural objects in North Central Zone. Journal articles in hard copy and electronic form
on the internet and relevant newspaper articles on the museum and cultural objects.

Method of Data Collection

The main technique that the researcher employed is field work. According to Nachmias and Nachmias
(1996) and Okpoko and Eze (2011), field work is considered as a research exercise undertaken outside
office, school; or laboratory setting, in order to gain kowledge through direct contact and observation on
the subject matter. This involves the movement of the researcher from his base to the field, for the purpose
of collecting research information. The field work approach was successfully used by various easchers,
like Fosu (1986) Okoli (2009) Samuel (2015) Agada (2015) and Saliu (1994). In the field work approach,
various instruments such as interview observation, literature, internet search as well as research tools like
digital camera, recording device and notebook was used by the researcher. The researcher visited the
National Commission for Museums and Monuments in Kaduna, Jos, Esie, and Lokdja.sburces of every
literary material used by the researcher weredully acknowledged appropriately. The iterview was
purposively conducted, using a recording device which was transcribecdhd printed for easy reference to
important points, made by respondent during interview.

Sampling Techniques

Sampling is a process in which a portion of the population is taken as representative of a larger population
(Osuala, 2011). Hence, there are different types of sampling method (random, cluster, matrix andosy.
However, two sampling techniques was employed in this study by the researcher, simple random sampling
and judgmental or purposive sampling. The simple random sampling was empleg to permit or (give)
each member of the population an equal chance of being selected. This technique was employed specifically
to give members of the population an equal opportunity of being selected for the study. The researchéso
used judgmental technique on the staff ahe National Commission for Museums and Monuments and any
other person who the researcher believed could offer valuable information on issues on the subject matte
(especially the host communitieswhere the museums are located or situ@d). The researcher utilized the
purposive sampling method as suggested by Ran (2002), to draw a sample fromthe available population

for the study. This involved identifying and selecting individuals or groups that are knowledgeable about a
phenomenon of interest (Cresswell and Clark 2011).

Method of Data Analysis

Data collected during field work was discussed and analysed using the historical and descriptive
approaches as used by Saliu (1994) and Okachi (2015). The historical method will help the researcher to
articulate relevant background information about the citural objects in the museums and their origin
under study. According to Osuala (2011), historical analysis provides information for a current problem
being studied but it also enables a greater appreciation of culture and society. While the descriptive tined
was employed to describe, analyse and discuss the cultural objects in these museums, it will also help to
give detail analysis of the social cultural significance of the material. Both Adetoro (1986) and Asika (2002)
recommend the appropriateness of embining these methods, for a detailed research analysis and
discussion.

Analysis of Selected Cultural Objects

There is a bt of cultural materials in the museums but this paper will only analyze and discuss a few for
further discussion on their theme, style, origin, materials and functions.

Esie Stone Seated Figure:Esie, seated stone figure are unique and distinctively homogeneous. It is a full
figure seated on stoolthe stoolon which the figure sishaveuniformly flat round bases and flat round seats
joined together by cylindrical supports which together with the legs of the seated figure appe tripodal.
The figure has thik neck, and the ears are depicted almost to the back of the head. From the head to the
waist it is fairly proportional but the legs in their common seated position aressomehow. The eye which is

in the shape of a horizontally compressed circle is strongly outlined in relief with the eyeball left without
any indication of the pupil. The seated figure is richly adorned with leads and bangles, the figure is wearing
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a great variety of elaborate hair dresses and hair styles. It depicts affluence and royalty. It is made from
steatite stone and it is a metamorphosis rock and is basically talc (Magnesium silicate).

Plate I: Esie Stone Seated Figure, Artist: Unknown

Date: 18th Century Size: 69.9cm

Medium: Stealite Stone, Origin: Esie

Location: National Museum Esie Kwara State

Nok Terracotta Head: The heal from Nokdepicts a human headlt is oblong in shape. The eye is depicted
without any attempt to model the eye lid as a cover over the eyeball. The eyebrow mostly carving
downward like an expanded arch is depicted separate from the eyelashes. The mouth is invariable open
with the lips pushed out as in singing position. The eybrow, modelled evenly in low relief, is depicted far
upon on the forehead, separate from the eye. The sculpture is also shown wearing a cap on its head. This
sculpture was found in Idegi Northwest ward and consists of most zoomorphic sculptures and many human
representations.

Figure II: Title: Head from Nok, Artist: Unknown,
Date: C.SOQBC{CAI? 200,Size:10cm, Medium: Terra -Cotta (Clay),
Origin: * Al /& &afanchan, Location: National Museum, Kaduna 1973.

Benin Bronze Head
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Benin Bronze head (Abumuela O &£ O OEA O UTAhd healid havk 6ed0dme mabe stereddyped
and seen to be intended to carry a great weight, such as carved tusks known to have been mounted on the
later heads. This is a massive type of figure from Benin, with extreme exaggeration of proportion, and with
a flamboyant ornamentation said to have been introduced by Oba Osemwede (181848) according to
Fagg and Lis(1990).

Plate III: Title: Head from a figure, Artist: Unknown,

Date: 12th/15 th century, Size:16cm, Medium: Terra -Cotta (Clay),

Origin: Ife, Location: National Museum, Kaduna 1983.

Buffalo Headdress: The wooden headdress calledKambon carved to present a bush cow or buffalo,

is made by the mama people, who live near Wamba in Nassarawa State. The dancers tieamask with
their bodies covered with a massive grass dress. The masquerade appears at different stages in the
agricultural cycle and for funerals of cult members and commemorate the legendry heroes that taught
them their agricultural skills. The mama mask sulptures are mainly representations of bush cow used

in fertility (Mangam) dances. The masks have long horn andigworn on top of the head, while the body

is concealed by a grass costume.

Plate 1V: Title: Buffalo Headdress (Kambon), Artist: unknown,

Date: unknown, Size:Height 89cm, Medium: Wood and paint,

Origin: Wamba, Nassarawa State, Location: National Museum, Kaduna. 1972

Ekpu Figure: The Ekpu is an ancestral wooden figure that played significant roles in the history of the Oron
people. The carving of Ekpu figure was associated with the belief that the dead ancestor has roles to play in
the life of a living person. The imageepresentsthe dead who is supposed to carry out all needed support
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for the living. The Ekpu figure has a very tiny mouth, long and big beard and carries two wooden staffs in
his two hands. Ekpu figure signifies the spiritual role of the ancestor in the life of a person or community.
Carving of Ekpu figures shows the cordience reposed in the ancestor. The Ekpu figures were carved in
different sizes from a single log of wood, they look greyish in colour, while others are dark brown in colour.

Plate V: Ekpu Figure, Artist: Unknown

Date: 18th-19th Century Size: 69.9cm

Medium: Carved wooden figure,

Origin: Ibibio Oron Akwa -lbom State

Location: National Museum Jos, Artist Unkno wn

BassaNge Mask: The BassaNge mask is a wooden carved mask which was collectedignira country and

it is used there in connection with the ritual of Ekuecici, representing the servants of the dead. Such rituals
are performed during post burial rites and also for entertainment. The mask can be consulted by the sick,

the barren and in @nnection with the prevention of premature death.
AN

Plate VI: Bassa-Nge: wooden face mask, elaborately decorated, carved by a Bassa-Nge carver from before 1920
H 55.5m National Museum Jos

Epa Alaba Helmet Mask. The mask is a double wooden face multi coloured helmet mask. The super
structure of the mask on display is complex; comprising of a seated figure under a canopy. The figure is
surrounded by two rows of twenty-five smaller figures, representing motherdeeding their babies, hunters
and flute players. The structure of each mask, which is sacred addnusfaced is said to represent an
ancestral spirit, worshipped by the devotees of all kinds: This is among the cult members in east&foruba
land, during annual Epa festival dance, where youths wear wooden helmet shaped masks (Epa) and
perform acrobatic feats of strength and skills. It is also used as an ancestral cult (also known as the Epa
cult) which is believed to be spiritually conrected with increase. The multiple figurines surrounding the
Epa Alabahelmet mask, symbolically suggests its meaning of increase, which the members of the cult
believed in.
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- RN " Ny
Plate VII: Title : Epa Alaba Helmet Mask, Artist : Akinyode,

Date: Unknown, Size:123cm, Medium: Wood,

Origin: Lagos, Location: National Museum Jos, 1989

Brass Wall Mask: The brass wall masks with two segmeted horn, zigzag hair style,has four flat
projections and there is a depression between the nose and the mouth. There is a hole in the mouth, nose
and eyes just like the Nok terracotta. The mask is dual in shape, the mouth, nose and eyes are pierced or
left open. There are geometric designs on the head, eye and around the lower jaw.

A

Plate VIII: Title: Brass Wall Mask, Artist: unknown,

Date: unknown, Size:22.5cm, Medium: Brass,

Origin: Kaduna, Location: National Museum, Kaduna, 1992

Nupe Traditional Mortar: The Nupe traditional mortar has four wooden legs attached to the mortarlt
has decorative design with horizontal, diagonal and vertical lines, engraved on the mortal. The mortar is
used to pound grains like corn, millet and it is also used by medicine priest and other priest to pound
medicine herbs. Most 6the traditional mortars, of the Nupe people, have designs on them and also serve
decorative purpose on altars or in homes, when not in use
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Plate XIV: Title: Mortar , Artist: unknown, Date: unknown, Size:25cm,

Medium: Wood, Origin: Nupe, Niger State, Location: National Museum Kaduna 1988

Conclusion

Based on the aalysis and discussionsit was discovered that, theNational Museum in Jos and Kaduna
houses three types of material culture, which are largely categorized into arabological, ethnographic
and craft sections. In these sections, there are artworks of different styles, cultural backgrounds,
materials, as well as variety of themes (social, religious and political). The study revedlthat, the
National museums in Minna,Kaduna Lafia and Makurdi houseethnographic materials whereas
National Museum in Jos anésie housearchaeological and ethnographic materia, while the National
Museum Lokoja is considered as museum of National History or Museum of Colonial History. The
cultural objects in these museums givensight into the belief systems, entertainment and artifacts of
some our local communities. It further brought to bear aspects of their religion, culture, moral \izes,
norms, good harvestafter life and policing.

The sculptural piece in these museushave symbolic significance attached to thm by traditional
African population, which forms the philosophical and ideological bases for these sculptures. They
connote different forms of symbolic implications, ranging from leadership to fertility, rites of passage,
courage, authority, power, religious, purity, ancestral commemot#&n and funeral rites among others.
These museums were established to ensured that cultural materials are collected, preserved and later
exhibited to the Nigerian populace for viewng. This is done so that the cultural objects do not disappear
and to ensure that culture, history and tradition of the past are kept alive.
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Abstract

This paper looks at the visual art forms and their elements on the figure of the masquerades and will as well
illustrate imbibing the Kwagh-Hir animal masquerades among the Tiv of Nigeria. Masquerade performances is an
art form that represent the presenceof ancestors. They exhibit the characteristics of specific ancestors and can
foretell the future and perform other ritual functions in African culture. Masquerade plays very significant role in
African festival. It is believed that indigenous communitiesn Africa, are closely associated with one form of
masquerade or the other in relation to marriage, procreation, death, sacrifice, continuity, survival that span across
the entire culture and religious beliefs of the people.

Key Words: Masquerades, Visual interpretation, Form, Kwaghlir

Introduction/Background

According to Emiemokumo (2012), masquerade is a moving art. When a masquerade performs on stage,
the audience thinks mainly of the figure they see which is the visual art form. This figure is the focus of
attention. Masquerade performance is attributed to our indigenous African society. They play an important
role in influencing our belief system. Every community in Africa is associated with masquerade
performance in relation to procreation, sacrifice, death, birth, \&r, and cleansing. Masquerade performance
is an old-age practice that hagjained popularity in the universe, it plays significant role in African society.
This an inherited tradition that has gained continuity and can be identified as performing art that has
dramatic elements, with its qualities of dance, songs, costume, drumnse mask, stage, impersonation, and
spectators. Masquerads are categorizel to suit a particular occasion. ey represent spirit being that
APPAAOO ET OEA AT i1 OTEOU AT A OEA 1 AOGEAOGO EAAT OEOU E
Therefore,masquerade as a visual form lookat the art form we see, i.ethe costume and mask, which make
up the masquerade and the focus of attention for spectators. Masquerading is constant feature in most
African festival performances; there are performances in some societies that are particularly masks and
masquerading. During such festivals, the attentio is on the masks and masquerading and their
impact/mission. Of course, we have mentioned that masquerades, in the African worldview, are supposed
to be physicalrepresentations or apparitions of deities, gods/goddesses or ancestral spirits. Sometimes,
they appear to cleanse the entire society, to feast with the human community or to be propitiated and
worshiped.

' AAT OAET ¢ Of (ACEAO { EdachBEOADAI kUOAAAT OACE | EOAI Ac i
O E AK®agltHir is an alknight secular/sacred performance of the Tiv. The Tiv people according to Hagher
(1990), Igirigi (2007), Dzurgba (2011), Dzurgba (2012) and Torkula (2004) are said to be found in Benue,
Nassarawa, Taraba and Plateau State with the highest concextion in Benue State. He highlights that this
theatre reflects many of the social qualities for with the Tiv are known which arehospitality, gracefulness
sensuality, sense of justice, prosperity, physical strength and endurance. The origifkkefagh-Hir according

to Hagher (2014),started as a revolt in theearly 1950s.He notes that it was in 1964the year of theO! GA |
O U & Bivhrevolt, the Kwagh-Hir spread likeax E1 A ZEOA OEOT OCE OEtIdiddinidsthlAT A86 &
societieswith trickster characters like the rabbit, thetortoise or the cat dominating their plots, as a way
to entertain young children atbedtime as well as to teach them mmals oncontemporary issues and
tradition. He maintains that theKwagh-Hir is therefore an enactment é Tiv folktales considering that they
are hunters, theirstories and imaginations are full of wild animals (Nyam). He reveals thabme of
the episodesof the KwaghHir feature imaginativeforms of wild beasts that dance tdhe melodious tunes

of the humans. The author spells out that the Tiv folktales amot only told about animals, but spirits Azov)
and puppets EeV) as well. He further states that th&Kwagh-Hir comprises of many art formswhich include,
story-telling, poetry, puppetry, music, dance andlramatization.
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The Kwagh-Hir masquerade is one of the cultural expressions of the Tiv people of Benue in central
Nigeria. This paper looks at the creative strength othe Kwagh-Hir masquerade KwaghHir masquerade
performance cuts across the entire Tiv community and draws on variety of dramatic device to show the
masquerade. An example of this masquerade, is thefa Nyamin figure ii, the actor is completely covered

by layers of raffia fibre, the masquerade dashes into the arena and dances vigorously to the music and songs
rendered. The masquerade covers the whole arena with its presence; it vibrates the stage with short fast
forward -backward movement. The costume and movement of this masquerade is the focus of attention for
the audience (Hagher 2003). Another instance ilyamadudu figure i, Gaga Nyamfigure iv, Adzenike
masquerade in figureiii. The masquerade takes turn to execute their performances by displaying different
AAT AA OOAPOh AT A AAO O OEA AEOAAOEIT 1T &£ OEA AOOiiAC
applaud their performance. The masquerade action and dance on stage is controlled by the beating of the
drum either at low or high tempo. They are richly dressed in costume from head to toe. The performance
is usually stagedm an open space in the villageantre, arena where the human spirits and animals cexists

in harmony. This Trinitarian stage is what creates the magic callddwagh-Hir .

The spiritual powers of KwaghHir are embedded in the visual form of the masquerade. These masquerades
are sculptures that are made to agitate during performances which the raffia attached to the body of these
masquerades swings to create visual forms thatan be used as a source of inspiration for artists. Hagher
(2003) believesthe KwaghHir masquerades are sacred figures whose costumes are made by specialized
trained traditional sculptors who are commissioned byKwagh-Hir groups. ( A EOOOE A Cusdally,OAO OEA
before anyKwagh-Hir group is constituted, it is believed that the village or community who desires to form
the group must first of all acquire the right paraphernalia, costumes, props and most especially new masks
and puppets. Masks are produced by trained carvers who dextausly use a limited range of simple tools.
Uzo (1997) in Saleh (2010) reveals that these carvers have been described by art historians as sensitive
African and dynamic innovators whose art is a continuous process of creative @ution. Art is a certain
kind of cultural calling that has its own legitimacy as a sensible, crafted, allusively symbolic action and
movements. The KwagkHir theatre according Hagher (2003) and (2014) provides secular entertainments
that seek to address plitical, economic, religious issues, education and socialization through the enactment
of the past and contemporary events by humans using masks, puppetsd masquerades.

Objectives of this Paper

The objectives of this paper are to:

1. identify the visual elements and forms found and the Kwaghlir animal masquerades
2. project the aesthetics of the KwagkHir animal masquerades
3. document the KwaghHir animal masquerades

Masks and Costumes

A Mask isa form of disguise or concealmenusually worn over or in front of the face to hide the identity of

a person and by its own features to establish another being. This essential characteristic of hiding and
revealing personalities or moods is common to all masks (Winget 2014). As culturabjects, they have been
used throughout the world in all periods since the Stone Age and have been as varied in appearance as in
their use and symbolism. According to Winget (2014) and Brandon (2014) sinc# leag Paleolithic times
people have used masks made of wood, basketry, bark, corn husks, cloth, leather, skulls, papigché, and
other materials. Masks may cover the face, the entire head, or the head and shoulders, and they are
sometimes considered part ohn accompanying costume. Masks vary widely in their realism or abstraction,
their use of symbols, and their ornamentation. According Winget (2014jnasksare worn during festivals,
celebrations, and ceremonies whose purposes are to cleanse, honor, entamtanitiate, or bless. A mask
serves both to disguise and to protect the wearer, who is most often male, as he performs in dances or
theatrical skits. Most masks are carved of wood, although some are made of cloth and other materials. They
may be decoratedwith paint, beads, cloth, or raffia.

Masquerade costumes are made up of é#rent materials depending onculture. For the KwaghHir animal
masquerades, their maskand costumes are made by highly commissioned artstvithin the communities

and the KwaghHir group. Their masks are made up of wood mostly depending on the type of masquerades.
The masks are desigad in such a way that they look to stand the beauty in the competition. These animal
masquerades costumes are made of raffia and pieces of fabrics therefore enhancing their aesthetics.
Composite Land and Water Monsters.

The KwaghHir animal masqueradesare of different types. The animals are made of both land and water
monsters. For the land figurines, animalmasquerades like Nyamadudu, Fefa Nyam, Adzenike and Ajikoko
animal masquerades are land based animal masquerades. Gaga Nyam also known as the hippopotamus are
classified under water monsters because they live mostly in deep waters and at tisyeartly on lands.
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Colour

The KwaghHir animal masquerades are colourful in their outlook ranging from their mask and the colour
found on their costumes. Their mask and costumes are sometimes painted with colour pigments to enhance
their outlook and add to the beauty of the masquexdes and sometimes they are allowed to maintain their
natural colour of the material used. Colours play an importat role when it comes to art Colour is a physical
phenomenon of light or visual perception associated with the various wavelengths in the e portion of

the electromagnetic spectrum according to an unknown source. Colour is also seen as the aspect of object
that may be described in terms of hue, lightness and saturation. Caloaccording to Ocvirk,et al (2006) is

the most universally appreciated element that appeals to children and adults instantly. Colour is one of the
most expressive elements because it affects our emotions directly. When one views a work of art, one does
not have to rationalize what we are supposed to feel about its colo, instead, we have an immediate
emotional reaction to it. The beauty of KwagtHir animal masquerades also lies on the colours found on
them.

Kwagh-Hir Animal Masquerades

Nyamadudu in figure i is a name derived from a bear by the Tiv. According 8eidensticker & Lumpkin.
(2009), abear is anyof a group of mammals distinguished by a large, stocky body; powerful limbs; dense
fur; and a short, stumpy tail. They noted that bears live in North America, South America, Europe, and Asia,
where they occupy a wide range of habitats, includingiountain, forest, and Arctic wilderness. This animal

is almost 5ft high with two elongated horns with a triangular head. The body of this masgrade is covered
with very thick layers of raffia and fabrics. This is seen in figure | below.

Fefa Nyam Figure ii is an animal masquerade that described as gast animal. This animal moves fast as
the nameimplies which causes the animal to vibrate with shot fast favard -backward movements,that
throws the raffia fibre into such disorder that all the layers of the colours are seen at once. The costume
colour and movement seem to be its prime attractionThis animalhas two long horns painted with white
and black hues in eight segments on each of the horns similar to Ajikoko figure v and Adzen(kgure iii).
The head of this animal is rendered in white paint with a patch of black. The entire body is coveratth
raffia similar to the masquerades ir(figure i-v). This animaldances according to the tune of the sorgayed
during the performance as seen in figure ii below.

Adzenike (figure iii) is another masquerade noted by Hagher (2003) which is a resplendent in the majesty
of the animal kingdom in its paradise where it exudes happiness and contentment in its harmonious world.
The animal masquerade continues the opening glee by establishingdithe lighting man and the orpasen
(narrator) before the sacredness of the space as the place for communion of man, animal, and spirit. It is
significant that all the men including the hunter now occupy this spice without any seeking remove the
other. These animalgossess two long horns painted with white and black in three segments just like the
Ajikoko masquerade in figure &nd is covered with raffia with some patches of black on theeck as seen in
Figure iii.

Gaga Nyantfigure iv) also known as hippopotamus is an animahasqueradethat is described asa monster
that swallows lazy children who refuse to go to work. This animal has two strings tied to the eyes, two to
the ears, one on either side of the jaws, and one tied to the tail. The entire body of this animal is covered
with dark raffia similar to Nyamadudu in figure i. The flat buckedike cover as the head has raffia around
the sides. On this animal's head are roles of zigzag lines running from the forededown to the mouth
which is of importance to this study in terms of creating lines as part of the element okdign as seen in
Figure iv.

Hagher (2003) noted that Ajikoko(figure v) is the oldest of the Tiv collection. It has always been introduced
as a hugedeer and a womarthating monster that seeks out bad girls for attackThis masquerade has two
long horns each painted inblack and white hues withthree segments vith a flat rectangular head and
grasses coming out of the mouth. Thentire body of this masquerade is covered withaffia as seen ir(figure

i). The review of Ajikoko masqueradéfigure v) have the horns painted in black and whe hues segments
similar to Fefa Nyam(figure ii), Adzenike(figure iii) and also the presence of the raffia is similar to all the
animal masquerades reviewed.
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Zaria

Figure ii . Fefa Nyam (Nyor Nyam masquerade)
Source: Hagher (1980), Ph.D Dissertation, Department ofE lish, ABU Zaria

Figure iii . Adzenike (Nyor Nyam masquerade) .
Source: Hagher (2003), The Kwagh-( EO 4 EAAOOA O! - AOAPEIT O 1T £ 2A0EOOAI

b3
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i
Figure iv. Gaga Nyam: (Nor Mnger) (hippopotamus) (Puppet Masquerades)
Sourcg: Hagher (1980), Ph.D Dissertation Department of English, ABU Zaria

Figure v: Ajikoko animal masquerade
Source: Avav, J. A (2015). MFA Dissertation ABU Zaria
Conclusion

Masks and masquerade used offer a visually appeal for their shapes and forms. When a masquerade
performs on stage, the audience thinks mainly of the figure they see which is the visual art form. A
traditional African masquerade reveals the creative strength of the African imasquerade art, and the
functions of masquerade as an acting visual art form. In addition, African traditional masquerades have
continued to inspire both African and European artists in the creation of works of arts because of their
visual forms in terms d craft, mask, costumes and beautiful colours embedded on them.

On the basis of present knowledge, it would appear that there is not or has not been any set response or
reaction by any one of the three groups involved with the mask: the artist, the wearer, the spectator. There
is, however, a reaction of a particular kid common to every culture, a response such as awe, delight and
pleasure, fear and even terror. fiese are as traditionally determined as the forms and costumes of the
masks themselves. This is a learned and inherent pattern of conduct for each culture. kgsherefore, that
have a closely comparable appearance in several unrelated groups in quite different parts of the world
often have totally dissimilar meanings and functions. It is thus practically impossible to determine either
the meaning or use of a r@ask by its appearance alone. The significance of masks can be determined only by
reference to accounts or personal observations of the masks in the setting of their own culture.
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Abstract

This study examines the issue of gender and political participation in Nigerian drama, using Irene SaldmC 01 1 T UA 8 O
More than Dancingas a paradigm. The content analysis methodology is adopted to examine the subject of this play.

This is used in addition to references to published books, journal articles, unpublished theses, internet materials and

other media sources. The study discoverthat the festering issue of patriarchy, though a global phenomenon, is more
profound in African politics, Nigeria incluE OA8 11 OT h . ECAOEAT AOAI AGEOOO OET AA OE/
Nigerian women in various relegated forms of identity until recently where women dramatists themselves have started

to launder their own image through their cultural productions. Ithas equally been observed that, the signifying agency

of African women in terms of political acumen, intelligence and productivity is just as strong as that of their male
counterparts. It has, therefore, been conclude that, though the political space E# women in terms of participation, it

is possible to reverse such trend, as emblematic of the denouement of the play which turns out to favour greater
involvement of women in politics and exertion of the agency of women. However, attainment of this wikquire
aggressive advocacy.

Key Words: Gender; Political, Participation; Representation; Patriarchy

Introduction

The issues of gender and politics are, arguably, as old as the first sets of organised human societies, like the

city state, which Aristotle refers to as golis (Udokang and Awofeso, 2001: 11). Historical evidences, both

in ancient and modern times, support the idea of male dominance over their female counterparts in many

spheres of life, and politics is major. Most scholars on gender and politics seem to agoeethis. For

instance, in Ancient Rome, an adulterous wife could be killed by her husband withiotrial, while the
OAOAOOA AOOOAAOAA 11 bDPOTEOEIATO 11 OEA 1 A1 j+AEAEAON
virginity is considered inpre-EE OO OEA A Ol OO0OA AO AgAl OOEOAT U OPAOO 1 A
(Ilzugbara, 2013: 283) and th AAOAT AA T £ EO AOOOAAOAA OAOAOA DOl EOE
APPOT OA OOAE DOAAOCEAAO AO DPOAEAOCAT AR I O 1 Al A AEEI Ab
Awofeso and Odeyemi (2014: 105), argue that the Nigerian political space has bedmaracterised by

patriarchy, which in the words of Heywood (2007), in Awofeso and Odeyemi (2014: 105), generally

ATT1T1T OAOR ODEA POARA ANT A Ad Bakekdkénkoglidaricé)of thihal ihey address

the subject in various ways. While men and women are portrayed in African drama from different
perspectives as participating in politics, the numerical strength, depth of influence, importance, impact, and

political significance, particularly from the postcolonial period to date weigh heavilyand negatively against

women in Nigeria. This situation puts to question the level of participation of women in politics andlso

poses the direct questionHow participatory?

In pre-colonial Nigeria, women were active in the political administration of their domains. A number of

them are known to have occupied important political positions and played significant political roles. Some

were high ranking chiefs, war generals, chfepriests, and even the political heads of their communities or

kingdoms such as Queen Amina of Zazzau, lyayun and Luwo who became the Alaafin of Oyo and Ooni of Ife
respectively. However, with the advent of the Europeans to Africa; there seems to have beechange in

the active involvement of women in the politics ofthe continent/domains, amongst many other things.

Awofeso and Odeyemi (2014: 105) note that, two major colonial policies helped romote patriarchy in

Nigeria. They are, the educational policies that were skewed against women, and the restructuring of the

African traditional economy that favoured the males against their female folk. Women representation in

the three tiers of government since 1960 to late 1990 haseen noted to be as low asno percent (Udegbe,

1998, in Awofeso and Odeyemi, 2014: 105). Even still, it is not hasty for one to claim that, the poslitary

political space has not recorded any significant improvement in women participation either as Quadri

(2015: 1) argues that whatever improvement recorded in this area is marginal.

A lot of sociocultural prejudices still constitute inhibition to women participation in politics compared to

their men folk. The objective of this papertherefore, is to examine this persistent issue of gender imbalance
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in the political administration of Nigeria as reflected in the drama, particularly throughMore than Dancing
by Irene SalamiAgunloye, (2013). The content analysis methodology is adopted to examine the subject of
this drama in this article.

Political participation in this paper refers to the various variables of political involvement with the
representation that goes along with it. The paper attempts to answer the following research questions:
What is the peculiar nature of Nigerian politic® What are the inhibitions to women ascendancy to limelight
in Nigerian politics? Are women truly marginalized in the political administration of Nigeria? If they are,
how can women participation be improved or increased, in concrete terms, in politics?

Theoretical Framework

The theaetical framework for thisstudy EQ 7 A1 EA08 O 7 ffremiAist thediy khat Atartedi withO
the black women movements in 1970s in the United States of America. It emanated in response to feminism,

against black women. The African American, Walker, first advanced this theory in her bodk: Search of

/| OO -1 OEAO0OG ' A OAKBEB)EndTne $aké Hahéen Madlified And domesticated by African
feminist advocates and scholarssuch as Ogunyemi (1988), and Kolawole (1997). Dasylva (2017: 11)
AAOGOGAT 1T U 11 OAO OEEO i1 AEZEAAOQCEIT xEAT EA OOAOAO OEAO

+1T 1T AxT 1T AR AEA O @&nAk00BATBI174¥Bhseriek EOTI 68 | O

Womanism is a womenRcentered theory meant to highlight peculiar gender

issues in Africa and Africans in Diaspora. It ensures that gender issues are

presented without jeopardizing the womanly values of the black community.

These values include the male/femi relationship, marriage, motherhood

and the feminine personality. It also aims at enhancing thenity of black

people worldwide (Pp.173-174).
I AAT OAET ¢ O 7AITEA08O0 jcennnd @EQ AAZEZET EOEITh A OxIiiAj
Womanism provides an avenue to foster strong relationships between black women and black men. The
xI T ATEOO EO OI T AT TA xETATEAD -OATITATELAOGDRA Al ATATOOOCERGR DPAI
(Walker, 2000: xi). Womanism identifies anctritically analysessexism, antiblack racism, and their
intersection.) © OOAAEO AT 11 AAKEDE @1 ANEEkoski MOBBA QEABU OAODS6 Ox1 1 Al
EO OEOO Ai OE A1l Al OAOT AGEOA O1 AT A Al A@bPpAl OEIT 1 £ OF
the African society, Ogunyemi, in Asen, (2006: 179), argues that, there are peculiar areas of African issues
which blacks in America cannot dealvith which the theory needs to accommodate. She identifies these as
OAGOOAT A PI-DA®OBIOT AT Al 8h OOAE AO 8 1T AT 1 bPOAOOEI ¢ OE
while womanism, like feminism, advocates for freedom of women and equality with thmen folk it does so
much less radically, and constructively, than feminism. In doing so, it puts into consideration the sanctity
and wellness of the society and seeks cooperation with the men in lifting the female condition without
disrupting the essence g OEA O1 AEAOU8 4EA OAAOI 1T EO OEAOh EO EO O
O0bn AAET C cOl x1 Obp8 OAODPI T OEAI Anh E1T AEAOCAh OAOET 006
Idowu, (2014) notes:

Oxi i ATEOI OAAEO O bDOiii1 O6A OI AEAI EOOOEAAR A

AOOOEAOOAG ET OEA O1 AEAOGU AT A 1 AOCAO Al 1T OA@(

complementarity between the genders and does not recognise a privilege of

the male over the female: only in workingogether can both genders create

harmony and justA A ET OEA O AEAOUG
301 AOU OAAOGTTO AAAT BT O &A1 O ' £FOEAAT x1 1 AT 860 DPOAEAOAT A,

IO Al AAE EATETEOI8 711 AT EOI A-oeieddperfenceto hd geAderedU A A AT £
experience suggested by feminism. It also reflects a linkith history that includes African cultural heritage,

AT 01 AGAT AT Oh xT T AT60 AOI OOOA AT A A EET OEEDP xEOE 1 OEA\
174). Other reasons include, the need to establish identifiable and separate discursive traditiomsarder

to give voice to the experience of ordinary black and other women (Seldomtin, in Asen, 2006: 174) and the

gross inappropriateness of western feminism for the black woman because of its identification with a
predominantly white movement (Kolawole, 1997: 11).

However, one weakness of Womanism, according to Ogundipe, (2007: 10) is that there may not have been

too clear-cut a difference between the aims of womanism as stated by their most eloguent theorists and

AAT ETEOI h AAAAOOA O E A BHhtill fGIQIECAtedEnkhk idéolody Of pdtridchy &nbl AT E O
OEA OOAOOO NOI &I O xi T AT ET ' Z£OEAA68 .1 OxEOEOOAT AET ¢
womanist criticism is a term that will correctly reflect the situation of the African and tha of the other

Diaspora black woman than feminism (Mezu, in Asen, 2006: 175). This may have been so because of the
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reasons adduced above which portray feminism as too radical to be suitable for the African environment,

which holds family hood in high esteem.

Literature Review

"ATAAO AT A o011 EOGEAAI 0AQdEi#d EradeOET T ET . ECAOEA3O 0O0A
Taking a historical look at the issue of Nigerian political process and gender participation in African

literature, the pre-colonial period may present an interesting picture. Although it is generally agreed among

scholars, particularly socioepolitical scientists, culture scholars and critics, such as Evwierhoma (2002),

Ogundipe (2007), Awofeso and Odeyemi (2014) and Oluyemi (2015) that, the African society is highly

patriarchal, it is nonetheless their common position that: the precolonial period may haveproduced strong

female political activists and political leaders than any other period till date. Notable ancient towns like Ife,

Oyo and Akure in the Soutfwestern part, Bony in the Niger Delta area, and Zazzau and Daura in the North

are known to have poduced female political figures that ascended the highest political status of their
communities at that time and made significant contributions to socieeconomic and political development.

'l OET OCEh O1 OEA AAOGO 1 &£ OEE Ontd@ @y ireCobd®f plays ithativdkd CAh  OE
published by Nigerians during the precolonial period, nevertheless, the period provided profound conflicts

and myths which some dramatists of the postcolonial period adopted in a bid to comment on contemporary
socio-political problems in the crafting of plays that revolve around gender issues. These are dramatized

ET A 101 AAO 1T £ EEOOI OE Ahden MninA &f QazzZ(PAN, wiAichd préseh@ithed AT ES O
account of the expansionist drive and the political adttority exerted by the eponymous character, Queen

Amina, in the Northern hemisphere of the present day Nigeria, precisely in Zaria axis.

Efunsetan Aniwurg1964), by Akinwumi Ishola, also dramatizes the largethan-life figure of Efunsetan, the

lyalode of Ibadan, who was stupendously rich, politically influential and highly revered by nearly all men,

including those in the political echelon of her time. Thesacrificial political feats of Moremi have been

documented by many scholars and have also been dramatized by early Nigerian dramatists such as Duro
Ladipo’inO- 1T OAT E !t EAT O O 6 | Marquntaibn(188R)iafd recedily BECAAT BETEAUES O
Moremi: The Courageous Quegd07). There are also a number of undocumented versions bforemi, such

asthe one produced by Oyin Adejobi in the late 60s (Barber, 2000: 131, 451%imilarly, Emotan(2001),

and Idia: The Warrior Queen of Benif2008) by Irene SalamiAgunloye dramatize the political influence of

%l T OAT AT A )AEA ET DPOAATITTTEAT "ATET EEITCAITI 8 /1T OUAI
amazons who displayed wonderful bravery and strength in the politics of Ife and Bé&nl OAOPAAOEOAIT U
lyayun, Orompoto, Jomijomi and Jepojepo are also known women who presided as Alaafins at different

times in Oyo before the advent of the Europeans (Ayabam, in Awofeso and Odeyemi, 2014: 106). Similar

political achievements have been recorded by women in Katsina Emirate, Bony Kingdom in the present

Eastern part of Nigeria and Akure in the South west ofilyeria.

"ATAAO AT A o011 EOGEAAT O0OAOOEAEPAOEIT ET . ECAOEABO #1111
The political hegemony of the colonial era stifled the potentials of Africans to aspire and attain high political

positions (Awofeso and Odeyemi, 2014: 105). The balkanization of Africa in 1885 by the Europeans

translated to a halt of every existing polittal apparatus of the natives, except those approved by the colonial

masters, which in anyway could not operate without strict control by the instituted imperial governments.

71T 1T AT xAOA 11 1A0O AEAAAOAA AU OEEO obdeivdtidns Aptherg:il DAAET A
OOEAEO 7AO00AOT AOI OOOAT 11 O0EIT 1T &£ 1ATA OOPAOEI OEOU
Lumumba (1996) in Awofeso and Odeyemi (2014: 105) hold two colonial policies accountable for

diminished female participatoninB1 1 EOEAO8 /1 Ah OEA AT1TTEAl 1 AOOAOO Ai

OEA POAI EA OPEAOA AT A AAOT A 1 EOGEIT ¢ OI OODBPDI OO OEAEO
economies and their linkage with the international capitalist economicsystem gave men control over
export crop resources and other merchandise activities. This colonial order, according to Agbalajobi (2010:

xoQ Of AAA CAl AAO AEOAOEI ET AGEIT i1 OA POIl1i Ol AAAGS
3ETEI AOI UR /1 OUAIE jcmpud uvq 171 OAO OEAOR OEO xAO Al O
CEOAT AOAI AEEOAS j OEA EOAAAI T OF DAOOEAEDPAOA EI DilEC

some level of political participation since D22. Personalities like Herbert Macaulay, Hezekiah Oladipo

Davies, Nnamdi Azikiwe, Obafemi Awolowo, Samuel Akintola, Adesoji Aderemi (the Ooni of Ife), Abubakar

Tafawa Balewa, SiAhmadu Bello (the Sardauna of Sokoto), and Mallam Aminu Kano are few of Migerian

i AT ET AAOEOA DPIi1EOEAO AOOET ¢ OEA AT1TTEAI DAOET Ag !
possessed very little functional relevance and only three women were appointed into the House of Chiefs

(Oluyemi, 2015: 5). These includedat that time, Chief (Mrs) Olufunmilayo RansomeKuti (Western Nigeria

House of Chiefs); Chiefs Margaret Ekpo and Janet Mokelu (Eastern Nigeria House of Chiefs). Although a
number of Nigerian plays such asiopes of the Living Dea(l985), by Ola Rotimi,Attah Igala the Great

(2008), by Emmy Idegu Ameh Oboni the GredR005), and Attahiru (1999), by Ahmed Yerima, dramatize
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the political insurrection of the natives against colonial hegemony, very few plays dramatize the female
DAOOI T Al EOEAOS8 OAOEOOAT AA ACAET OO0 AT11T1TEAI A1l ETAOQEI
political prominence. One that comes to mind iMadam Tinubu: The Terror in Lagod 998), by Akinwumi
Isola. Most of the plays that were staged during the colonial period were centered on nationalist struggle,
AAOGAA 11 EIDPOI OEOAOCETITh AT A AOA 1 AOCAT U Ol DEIORGEAAS
i pwteqh O3OO0OEEA AT A (OI CAO6 jpwteqh 041 xAQGAIKwy, EAAOOU
Hubert Ogunde.
"ATAAO AT A o011 EOEAAT O0OAOOEAEDPAOEITT ET .ECAOEAGO 01 004
. ECAOEA8O &I Ac ET AAPAT AAT AA OOPDPT OAAT U COAT OAA OEA EI
course of the natives and in whole the new nation. This was a groundswell of politics as the focus was to
entrench thenew OBDT 1 EOEAAI 6 ET AAPAT AAT AA8 (1 xAOAOh OAEI 1 ADOO
Chukwu (2013), and Udengwu (2015) have shown that the previous political dispensations in African sub
Saharan areas were and still appear tbe highly patriarchal. This is, however, not peculiar to Africaas
5AAT Cx0O j¢mpudg optq OEGCEOI U | AGAOOAO OEAOR OOEA AAOAI
EAO AAAT OAEAT &£ O COAT OAA AO A CATAAO 1T10id68 &I O ETC
of the first woman in politics, accordingto Burrell, in Udengwu (2015: 314), was in 1922 when Rebecca
Felton became a member of the Senate. She was not really elected but appointed by the then governor of
Georgia to complete the term of the incumbent Senator, who passed away in 1922. Betweert tirae and
Tixh xTTAT ET 11 AOEAA EAOA COAAOAGAA EOI I OEAO OI EAI
ambitious, skilled, resourceful and experienced professional politicians who run for a seat in the national
legislature when the political opportOT EOU D OAOAT 060 EOOAI £ j AEOGAA ET 5AAI
Although the feminist awakening publication of Mary7 T 1 1 OOT T A A OA\ARdiSatioh of the Rights
of Womaninspired many female writers to use their works for revolutionary advancement of the course of
women, African female playwrights did not catch the fire until recently in the 20 century. Although many
plays bearing political themes have been written by Nigerian playwrights, many of them are authored by
men, and women writers believe that the representation of female identities in literature prduced by men
cannot rightly and sufficiently capture their true identity; neither can it be an objective and correct
OA&EI AAGETT T &£ x1T T AT80 ETI OAOAOOOh PAET O AT A AOPEOAOETI
A few examples of early postcolonial plays with political themes includ& Dance of the Forest4963),
+1 1 CE 8 0(196%),@diAMédtnen and Specialist€l971), all by Wole Soyinka;Our Husband Has Gone
Mad Againby Ola Rotimi (1977), andThe Raft(1964), by John. Pepper. Clark. All of these have men as their
protagonists and women are also not caste in complementary images in them. Rather, they are portrayed
in low esteem, and as second fiddles. While Dance of the Forestiramatizes the greed and inordinate
ambition of political elite of a newly independent nation, Madmen and Specialistpresents the
unreasonableness of men in a theatre of avoidable wat.| 1 CE & O drgmAat2ed A Gespotism and
power struggle within the political classes in Nigeria.Our HusbandHas Gone Mad Agaicentres on the
despicable excesses of political figures and the condemnable ways in which they treat their wivEbe Raft
allegorically dramatizes the precipice on which the young Nigeria was threading due to ethnocentric,
directionless and corruptionzladen political elite. In all these, there is no woman that plays any politically
significant role. Instead, women are eithewives or abused wives for that matter; either mothers or
daughters, either attendants or stewards. This is what Oloruntob®ju and Qoruntoba-Oju (2013: 6)
AAOAOEAAOG AO OEA OAOOAT OEAT EOO AiI T OOOOAOQGEITT 1 &£ ! £O
women, for which they castigate Senghor as unwittingly reinforcing, in his bid to cansenew image for the
same women. They explain:

The point here is that, the body image and social classification of the African

female in both the colonial narratives and the African narratives of the

Senghorian and\Négritude tradition entailed the sole identification of women

with essentially biological, or sexrelated roles. It is this essentialism that

legitimizes the notion that the Senghorian tradition indeed represents a

further, albeit ironic, continuation of colonial essentialist constructions of the

identty o/E OEA | £OEAAT A£AT Al A6 j 08
Among the three characters on the drifting raft inThe Raft(1964), there is not a single female, and since
OEA OAZEO0 OAPOAOAT OO OEA TAx . ECAOEAh OEAO AOAiI AOOOCU
country, politically. If the men on the raft symbolize the then existing regions, then women should lpart
of that humanity; this also further reinforces the patriarchal nature of Nigerian politics. To say the least, the
political picture obtainable in the nation at that time conformed perfectly vith the dramatic cannons of the
same period. For instance, between 1960, when Nigeria gained her independence from Britain, and 1966
before the first military coup, in spite of the elaborate political activities that spread across the land only

m
b~
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four women were known to be elected into political offices (Oluyemi, 2015: 5). These were, Mrs. Wuraola
Esan (Federal Parliament, 1960), Chief (Mrs.) Margaret Ekpo (Eastern Nigerian House of Assembly, 1961),
Mrs. Janet M. Mokelu and Miss Ekpo A. Young (@aEastern House of Assembly, 1961966). Though very
little achievement, it was, however, better than what obtained in the colonial period where women were
not given political franchise that could allow them to be voted for (Oluyemi, 2015: 5). However, korthern
Nigeria, despite independence, women were still denied franchise until 1979 when the second republic was
born.

The military eras of 19661979, and 19831999 gave no noticeable opportunities to women with political
aspirations. All Governors/Administrators were males as well as nearly all state commissioners. However,
in 1983, the Federal Government, headed by Gailuhammadu Buhari, introduced the first formal quota
system regarding the appointment of women into political positions. Every Governor was mandated to
appoint at least one female commissioner into the State Executive Council, and Oluyemi (2015: 6) observes
that all states complied. In early 1990, during the regime of Gen. Ibrahim Babangida, Alhaja Latifat Okunu
of Lagos State and Mrs. Pamela Sadauki of Kaduna State, were appointed Deputy Governors, but there were
no female ministers and no female members dtfie Supreme Military Council (later renamed Armed Forces
Ruling Council), which ran the affairs of the nation at the time. The unacceptable dictatorship of military
regimes influenced many Nigerian playwrights of the period to write plays that castigatethe draconian
AAOEOEOEAO 1T £ OEA cI1 OAOT I AT OheNighiBAfbrand Batewel fo BdbyloR A " T AA
f poxwdan APAYBIGERDB Owywt q AT AA ReflésgHRud AflLdc&i076), The Chattering

and the Sond1977) and Once Upon Four Robbef$980), but no female character is centrally positioned to

bring about a political transformation or contribute to socio-political development in any of these plays,

except for Titubi in Morountodun(1982), by Osofisan.

The participation of women in the politics of the Second Republic (1972983) recorded a little lift. More

women won elections into both the Federal House of Representatives and the State Houses of Assemblies,

but only two women - Chief (Mrs.) Janet Akinmade and Mrs Adenike Ebun Oyagbolawere appointed

Federal Minister for Internal Affairs and Minister for National Planning respectively (Oluyemi, 2015: 5). In

the Third Republic, there were two female Deputy GovernorsAlhaja Sinatu Ojikutu of Lagos Sta and Mrs.

Cecilia Ekpeyong of Cross River State. Mrs. Kofoworola Burkpékerele, and Mrs Ita Giwa became Senator

and Federal House of Assembly member respectively, in 1992.

The return of democracy on May 29th, 1999, provided hope for increase in women participation in Nigerian

politics. However, available statistics show that though there was an increase, it was very marginal. For

instance, of the eighteen years of democratitle already recorded in this Fourth Republic, no female has

emerged President and Vice President at the Federal level, nor a Governor at the state level. The situation

is not too different at the Senate and Federal House for the same period. Both haverbdominated by men.

In 1999, there were only 3 women outof 109 Senators, representing (2.8%)in 2007, it increased to 8

(7.3%); in 2011, 7 (6.4%); and 8 (7.3%) again in 2015. For the House of Representatives, the figure stood

at 12 women out of 360 members in 1999 (3.3%); 21 in 2007 (5.8%); 26 in 2011 (7.2%); and 14 in 2015

(5.3%) (Nigerian Centnary Country Report on Women, 2013).

The current representation of men and women in the following elective positions (2015 election) in Nigeria

- President, Vice President, Senator, House of Representatives, Governors, Deputy Governors, and House of
Assembly- is one thousand, five hundred ad thirty -three (1,533). Out of this figure, only twentysix (26)

are women (Akpan, 2015: 20). If we go by the population of Nigerian women, which oscillates between

49.5% and 50% (Federal Bureau of Statistics, 2016 Statistical Report), this representatismextremely
incommensurate with the high participation of women in politics.

I AAT OAET ¢ O ' EPAT jqgmpud p wdfathesmiabs wed Bshtheipatriérénbll AT AAR
T AOOOA T £/ OEA . ECAOEAT O1T AEAOU AAT1T1 O AA OOI AA 10006 A
Adeola (2013: 10) too point out an impediment like scheduling political meetings for ungodly hours in

I OAAOC O1 IORAIgAI-GAIAATAT 1 EOEAEAT Chiku (Di3tid)Bldolarduesthal, ET O

iTE
OOEEO AOOEOOAA 1T /&£ OEA OI AEAOU AOAAOGAO A OAhepde I £ AD
Ic

[
iTOA Al i £ OOAAT A AO O OAOOh 11 AEI EUAOOR DPOAEOA OE |
therefore, needs more institutional frameworks to ensure female representation in politics and to

implement the various international instruments that exert the political rights of women.

The huge amount of money that is employed in election campaigns in Nigeria also constitutes a kind of

inhibition to women politicians as many of them cannot afford such amount to prosecute political

participation, especially where everything has been skewek to favour the men, including diverting

resources to them through the numerous positions they have held. This economic inequality, including

ideological indoctrination, is what Millet (in Asen, 2006: 169) describes as sexual politics. For instance,

interviews conducted by Olorunmola2016: 9-10)x EQE &£ Oi AO . ECAOEAT bpA®I EAIT AT O
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majority of interviewees were of the opinion that candidates aspiring to be federal Member of Parliaments

(MPs) will have to expend as much as N200 million on election campaigns, and several billions by the

presidential candidates.

This male-dominated political environment, which also reflects the cultural production of Nigerian writers,

who are mostly men until recently, has begun to receive critical response from Nigerian women critics and

playwrights. Chapman (1993, in Agbalajobi (2010: 76) observed
O0- A1 AOA OEA 1T AET O AAOGAOI ET AT OO0 1T £ PI 1 EOGEAAT
AT TAAOT AA xEOE OEA bDPAOPAOOAOGEITIT I £ PI xAO 1T £
ATi pAOA xEOE 1 AT 8 A O PI1EOEAAI bl xAOh OEAU
estabE OEAA AU76l AT 6 j 08

That may account for why a critic like Ogunyemi (in Oloruntob&ju and OloruntobaOju, 2013: 8)

AAOAOEAAOG . ECAOEAT 1 EOAOAOOOA AoOh O1I A1 Adh 10 AO OPEAI

immobilization of the female in male imposed faditionally-AT T OAT AA O1T 1 AOG&jujarEdl /11 OC

Oloruntoba-Oju, 2013 8).

Nigerian female playwrights registered their first dramatic imprint through Zulu Sofoala, described by

Obafemi (2006: 159) as one of the first generation of Nigerian dramatists of English expression. She was

the foremost Nigeria female dramatist and firstpublished playwright, who broke the jinx to become the

first dramatist in the scene occupied by the male gender (Yacim, 2015: 189). Although Sofola wrote many

playsz4 EA $AAO ( O1 OAO A(1949), Orie Ristrbed Fedc©di ChristmkA ), Wedlock of

the God41972), King Emeng1974), The Wizard of Law(1975), The Sweet Tra§1977), Old Wines are Tasty

(1981) Memories in the Moonligh(1986) Lost Dreams and other plays (1992dndSongs of a Maidef1992),

and her television productions,The Operatorg1973), and Queen OnmtAko Oligho(1989) - none of which

is overtly political, except say forKing Emeneand in it, male characters are given commanding roles at the

expense of the female. In reaction to growing influence of Western feminism on African literary works,

Sofola, in1998, wrotean article to reject the concept as many African women scholars (Amadiume, 1987;

Aidoo, 1989) consider it too radical and inapplicable to the African society which holds womanhood and

motherhood as important in the social relations of African culture. Sofa argues that, to divest African

females of essential seA AOA O ET AA Abdworddiddh OATED @I A OEAO 1T £ EAO | £OE

Oloruntoba-Oju and OloruntobaOju, 2013: 11).

Other female playwrights who have written to criticise the stereotypical portrayer of women in male

dominated literature, and have evolved different dramaturgies in their bid to remodel the images of the

female folk in the political trajectory of Nigerian state, especially from the late 1980s, include Tess

/' 1T x OA iThe®e€sert Encroachdd985), The Reign of Wazobi@988), Tell it to Womer(1995), Then She

Said it(2003) and What Mama Said2004);# E ET U A O A The Eoh 48id Dé 10k¢2002), Tracy Utohd O

The Forest of Palm Trees; Emotan, Sweet Revenge, More than Dancing and Idia, the WarriorbUssme

Salamil COT 1 T UAR 3 OBuinthé Fettets BafsfoPM/ogEeyond the Dark Tunnesnd Vigil for the

Prisoner of Conscienbe AT A |/ OE O A Giely Bebtiva§1069A iActuding * O1 E A Edefvdd&Thed

main thrust of these plays, according to Udengwu (2015: 326 c ¢ EO OOEA O1 1 AOEEI C 1T A&

AT A OAl ZEOET AOO T &£/ 1 AT A PI xA0O68 4EA Al lodikd aG@exnf 1T DET ET 1

17T AT EEAATAA 11 TAITA 1AAAAOOEEDOGS

It is apt at this stage to conduct an analysis of the play that have been chosen for the case study and see the

approaches that are employed by the playwright to promote the image of women in politics and the

signifiers employed to resonate the agency ofie female gender in Nigerian politics.

Main Thrust: Gender and Political Participation in Irene Salami  -! ¢ O1 1 IMordthad Dancing

)y O EO OEI A £ O cAT AOCAI A1 AAGETI T O AT A A POAOGEAAT OEAIT |

Liberation Party (UPLP). The male members of the political party take it as given that as usual, a male

candidate will emerge. However, the womenged by Madam Bisi Adigun, would not brood relegation of

women to the background this time as far as participation and representation is concerned. Rather than

allow women to continue in the customary singing and dancing to promote the ambition of the menlko

she rejects such appendage slot, sensitizes the women politically, and mobilizes them into a formidable

front within the party. In spite of the massive opposition from the male members of the party, a woman

candidate emerges and goes ahead to win as theesident of the nation.

The dramatic device employed by SalamAgunloye to highlight political underrepresentation of women

presents women in this play as the underdog in a political contest that is supposed to be between equals.

In other words, women are presented within the i AOU 1T £ O07Adé ji1 Al q AO OEA OE

(women) with a lower, insignificant and relegated agency. This binary of identity, which Ashcroft, Griffiths,

and Tiffin condemn in their work, The Empire Writes Back1998), especially in the political space, is what

SalamiAgunloye makes the men of UPLP iMore than Dancingguilty of. This is demonstrated from the
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AACETTEIC 1T &£ OEA Pl AUd 051 EOA A-canvkeitienlisAndpfdgresE Frd @ehOET T 0 /
AOA Ci OCAT 001 U AOAOGOAA AT A OAAOGAA 11 OEA Oi B Ol xO xEE

direction, p.1). This sitting position symbolizs the gender relegation of women by men, a reflection of the
binary mentioned above- men on top, women below. It equally symptomizes the patriarchy that permeates
the African society and the overt prejudice against the women folk globally, but more ramptin African
society. This sentiment runs through the play, with the women politicians being cast by their male
counterparts in different models of identity that debase the female gender in politics, and Sala#gunloye
rejects all this by making the womae fight back.

A number of such models of identity in the play are highlighted below. From the beginning, women are

OEAxAA AU T AT AO 117T1uU Z£EO A1 O AAT AET ¢ O pdasapmAl OEA
says toALIEROh 091 O AOA 11 6 OEPA AT 1 OCE O 1 AAA 86 j P8 oqh
her comments NONAAT | D1 AET 0 O4EAU OAA OEA DPAOOU AO AAOECT AA
TAAAAA8 4EAU OAA OO0 AO CiTA 111U A& O AAT AEsire@dgih | P8 w(s
to participate in politics as can be deciphered from %' swarning toMADAMBISId, O( AAAh - AAAI " E
AAOAAEDI N Ai180 POOE OEA xi1 i1 AT Oi1 EAOA8 011 EOEAAT bHiC

AAAT I PATUET ¢ EOEAU ADPDPOOOAT AT AAOG Ai180 xAAO OEA 1Al
statement sinister? Thestrong aura of patriarchy that encumbers the society is seen b}ONA as

AT 1 OOEOOOET ¢ OEA AEOAOEI ETAOQGEIT AT A AgA OGHISNO xITIOATA A
very deeply entrenched in our society. Even though legislation may be passed, or public policy changed,

uro AAT1T1T O AEATGCGA A TAT60 1 ETAOCADO AAT OO xT1 1T AT o6 j P8 pr
belonging to the kitchen, to cok for their husband. That is whatMADU means when he says at the meeting

EATA AU 1T AT AO OEA PAOOUBGO OAAOAOAOEAOG O!'ii1 x11 AT AC
have no place in politics! Not in African politics or decisioomaking pOT AAOOASG | DB 1 ast@h OAT
OOAOAI A1 6 O7EAT ''1i AOEAA DPOT AGAAO A ZEAT AT A 1 AAAAO OE/

tell Prof. NonaOdaroO1 Cci ET T A AT A AITE &£ O EAO EOOAAT Ah PAOET A
The deep rooted determination of the men to exclude the women from political representation is clear from
-1 $508CCAOOEIT AO OEA T AAOGEI ¢ 1T &£ OEA T AT A PI1EOGEAEAT C
£l O O1T 1 AOGEET ¢ Al OA &£ O OEAI O Ai8 4EA xEI T A AOOAT AA
However, from the position of the playwright HAKEEM, one of the few men who support the women sees
EO AEEAEAOAT O1 U AO EA CEOAO EEO AAT AEA akédlBffidhcing] £OOOE
they will soon be tired of your other tricks. The sooner you start to open up the corridors of power to
xI T AT OEA AARAOOAO -ECOI Ri VAT EEOOBABAEAOE O AOAAOA A
operate within the political space and this she achieves when a woman not only emerges as presidential
candidate but also president of the nation from the national elections. An analysis of some central
characters in the play reveals how the playwright, through a womanist apprad, achieves this.
1. BISI: is a brave and brilliant political leader; enlightened and resilient. A rightful women leader
who knows what is good for her members and goes ahead to pursue it. She stops the dancing
xI 1T AT £O01i EOOOEAO AAT AET ¢ Al A OkiclkdnbléencyeBlA i AxAU
OAT OEOEUAO OEAI O1 OEA TAAA O ZECEO A O bil EOEAA
to your homes. For how long must we continue dancing? We must wake up from our complacency
8 .1 ARADABI2E 8he is te motivating factor for the women group. She is a woman of
strong character who would brood no nonsense from the men. She refuses to be intimidated by the
male politicians to desist from further providing the leadership that could emancipate the women
in politics. WhenMADUOA U Oh O- AAAHT "AIOEW & OKE 1xEBidishddld BeOA 8 e - A
AATTAA O 1T 0AAO86 3EA Al OT OAOOR O4EA OAEI Al OAOE
ET OEIl EAAOA OO xEOE UI 60 UAITET C Al UBEA®AKO j ®-8AIcA 85 C
and give her their loyalty. She convinces the women to demand for inclusive politics. By this she
demands a deconstruction and reconstruction of existing political culture and structures that she
condders highly patriarchal. MadamBisi proves to be a selfless leader, who having goaded the
women into political agitation and resolves to present a presidential nominee for the primary
election of the party immediately disqualifies herself from bé&ng a candidate. (p. 50). MadarBisi
is a pditical strategist: in spite of various antics and pressure from the men of UPLP to push Alhaji
"AxA AO OEA PAOOUGO POAOEAAT OEAI AAT AEAAOA OEA 1A
to her chest until she ensures thaNONA the women candidate, wins as the president of the nation,
albeit through the support of some party men. This proves also that she is truly a womanist.

2. NONA ODAROLike MadamBisi, Odaro is also a visionary, bold and resilient. She shares the view
OEAC OAATTAOAAU xEI 1 T11U AA AAITAOAAU xEAT [AT A
I AOGETT AT DI 1 EAEAO AT A 1 ACEOI ACGET 1 06 r¢the8womedn8 3 EA E
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are not inferior to men politically. Once chosen by the women as their presidential candidate, she
goes ahead to pursue her political goal with deft, demonstrating a high intellectual capacity that is
unmatched by many men. Dismissing the ideological amldlence of some of the women who are
torn between political liberation of women and patriarchal subjugation, she insists that their
pi 1 EOCEAAT DPAOOUh 50, 0h OEO A O Al T &£ O6O6h 1T AT A AT/
that it is the comhination of women and men acting in concert as political stakeholders that will
enhance the political fortune of her nation. Despite her political persecution, like the womanist that
she is, she takes everything with equanimity and maturity such that neitliéner political ambition
collapses nor her matrimonial home crumbles. Thig one of the strong sides of wmanism.
3. HAKEEM This is one of the male characters used by the playwright to consummate her strategy
I £# EECEOET C A1 0 xI 1T AT80 Al AT AEPAOEIT ET OEA bPil AUS
the women in their struggle for political reckoning, he also fights otheir side to achieve it. While
other men like Femi, Sani, Madu and Balat are stoutly against the political ambition and
advancement of the womenHakeem believes in it and emphasises the need for an inclusive politics
where both men and women are gien equal opportunities.
Conclusion
This paper has examined gender and political participation iMore than Dancingy Irene SalamiAgunloye.
It has been established that while Africarpre-colonial women had some chance to participate in the
political administration of their society, women in the colonial period had little or no such privilege. The
paper showed that women such as Lawuwo Gbadiaya, lyayun, Queen Amina and Queen Kanbasa ascended
to the pinnacle of political ladders (Monarchs) in the precolonial period in Ife, Oyo,Zazzay and Bony
respectively.
Women in postcolonial Nigeria have, however, been observed to have very little opportunity to participate
in the political process, especially when it comes to representation. Although such representations have
appreciated over that of the colonial periodthe degree at which this has occurred is, however, marginal.
For instance, the 26 women elected to positions out of the overall figure of 1,533 elected positions across
the country, (President to the State Houses of Assembly), in the 2015 general elecidg abysmally low in
a nation where the percentage of women population to that of men oscillates between 49.5% and 50%
(Federal Bureau of Statistics, 2016 Statistical Report on men and women). This representation is extremely
incommensurate with the highparticipation of women in politics. The analysis oMore than Dancingalso
corroborates this. However, Salaml COT 1 T UA8 O AOAI AOOOCU OEIi xO A Aiii EOI .
by seeking cooperation between the two genders for increase in female political pigipation and
representation.
yT OEA AOGHEA OBAA OO B AK hxeptksdnitafiod), if @pedtdd made known to the public,
could re-shape political behaviour. Hence it is recommended that, Nigerian playwrights should write more
about politics, particularly focusing on themes that encourage rengi AAOET ¢ 1T £ OEA 1T AQEI 1
process and increased participation and representation of women in politics. This is the kind of change
1.t h AAT AT AO xEAT OEA OAOI 006009 OEELE xA OAU abldio AOA A /

AAATT OOOOAO AT A OAATT OOOOAO 100 pPil EOEAAT AOI OOOAG jE
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Abstract

Over 4 million tons of kaolin deposit exists in Getso and Danbakoshi, an area in Kano State. Kaolin is the raw material
needed for the production of insulation fire bricks and users are all heat using industries. Getso deposit raw nature
identified slight pink while Danbakoshi is identified as little yellowish in colour. The two materials were beneficiated
and then X Rayed. Fluorescence Spectrometer (XRFS) was used to determine the elemental composition of each
sample. Grog were prepared by calcining thikeaolin samples to 1200c and mechanically sieved through 14BS, 25BS,
36BS, 100BS sieve sizes-2.meshz screened charcoal was employed as fugitive to create pores within the bricks
structure through burn-out process. Experimental method was used; 15 units taxial matrix blend technique was
employed to composed the recipe of the three materials: Kaolin, Grog and Charcoal. Slip casting was used to produce
the bricks which were fired to 125®c. The bricks properties such as: Apparent porosity, Bulk densignd Compressive
strength were investigated using ASTM C200 (2015). The results showed that the insulating bricks produced have
properties comparable with international accepted standard for firebrick insulating material. The Getso firebricks can
therefore be used as class 23 bricks of 1286 temperature in the lining of kiln, ovens, heat treatment furnace and
soaking pit. While Danbakoshi bricks were found to be suitable for 20 class bricks of 1383emperature range in lining

of incinerators, boilers reheating and holding Raku kiln and backip bricks.

Key Words: Refractory, Kaolin, Depositsinsulation, Properties

Operational Definition of Terms

Body: Any clay, or admixture with other ceramic materials.

Comminute: Reduced, broken or ground up material to form smaller particles.

Difloculant: The dispersion of a clay slip leading to increase fluidity.

Grog: Fired clay grounded and incorporated into clay bodies to give texture, to assist drying and to increase
firing strength and reduce clay shrinkage.

Green strength: Unfired ceramics article, is an important virtue in a body.

Levigate: To separate finer grain from coarser ones by suspension in a liquid.

Introduction

Heat treatment is so important to the development of clay and glazes including refractory production.
Energy, integral to heat treatment is an expensive commodity, angeramic processes tend to be energy
demanding. No high temperature operation can go without heat management ironically; we are in era of
endless energy cost. One of the solutions is a situation under which kiln temperature can be insulated and
managed to educe fuel cost (Shaaibu, 2016). Insulating refractories allow a kiln to reach temperature
relatively faster thus, saving time while protecting the surrounding environment from noticeable heat.
Kaolin and fire clay are the raw materials needed for the production of fire insulation bricks; they form well
over 70% of the refractory needed by the Nigerian industries. Kaolin the principal raw material is said to
occur in commercial quantity in most Ngerian states with possible exception of some states that lie on the
coast (Chigbo, 2009). Refractornuser industries are all heat using industries, such as iron and steel, glass,
cement, galvanizing, ceramics, petroleum refining, etc. Studies have confed that the demand for kaolin
EO OAOU OOAOOAT OEAT AT A OEAO OAOAOAT 1 &£ .EGCAOEAGO
suitable for ceramic (Chigbo, 2009).

Ahmed (1986) in Sullayman (2006) states that 28,000 tons of refractory bricks worth 30 million naira
were needed in Nigeria in 1986 further more Sullayman (2006) indicates that the same quantity of bricks
mentioned above would cost N3.915 Billion at the xcxhange rate of Naira to the American Dollar in 2013.
Invariably the world refractory demand is expected to grow annually by 3.4 percent by 2016 (American
Ceramics Society, 2013).

The exploration of mineral resources has without doubt, rapidly contributed towards achieving most of the
technological advancement in every development facet, as well as played a major role in human

Page |122

+ A


mailto:Suraj1ng@Yahoo.com
mailto:yosadiq@yahoo.com

MAIDJAD: Volume IV
ISSN:2638145X
January, 2019

development. In Nigeria, after the oil boom of the 1970s, mining and processing of raw material resources
ebbed, despite the significant role they played in nation building. For instance, Kano state was created on
May 27, 1967 from the Northern region by the regime of General Yakubu Gowon. Apart from being a
commercial and industrial center in northern Nigeria, Kano is also among the states blessed with vast
deposits of mineral resources that are in commercial quantitiefAdo, 2006). The mineral deposit§ound in
Kano includes: Granite, Laterite rocks, Niobium, Uranium, Tin, Silver, Lead, Zinc, Copper, Lithium, Glass
sand, Tantalite, Columbite, Kaolin and Feldspar (Ado, 2006).

Getso and Danbakoshgreas in Kano state aresaid have over 4 million tons of kaolin (Ado, 2006), however
these minerals are largely unexploited. Chiagbo (2009) observed that raw materials buried in the ground
are not wealth, they have to be mined, processed and put to industrial use to become whatind that the
process not only creates wealth but also creates employment. According to Chigbo (2009) the ceramics
industry covers up to 700 products and processes and Nigeria has enough raw materials in tfisld to
support a vigorous ceramic industry and make a great impact on the production and productivity of those
industries that need ceramic product as raw material or intermediates.

Getso (Gwarzo Local Government Area)

Gwarzo is a local government area in Kano State, about 72 kilometers from the state capital. It is
headquartered in Gwarzo town: with an area of 393 kmwith coordinates of 11°55N 7° 56E. A Kaolin
processing company is situated within Gwarzo town as a joint venture company of the Raw Materials
Research and Development Council (RMRDC) and Kano State government since January, 1999. Getso is a
village in Gwarzo Local Government Area abodourteen kilometers away from the kaolin processing
company. The kaolindeposit in Getso is beneath the ground, the community virtually benefitfrom it.
Professional mining activities were stopped at the same time the kaolin processing company closed
production. Local mining activities continued until the community stopped their activities as a result of the
death of a local miner, who was accidgly buried under ground in the area. More so unregulated activities
of the miners have burrowed the land and eroded some access roads. However, children are still seen in a
few places in recent time extracting the material to use as paint (Shaaibu 2016)

Danbakoshi (Shanono Local Government)

Danbakoshi is a village in Shanono Local Government Area which share boundary with Gwarzo Local
Government Area. The village is more than 35 Km from the Kaolin Processing Company in Gwarzo Local
Government Area. The kaolin deposit in Danbakoskg observed to be mixed with considerable amount of
sand which seems to be left behind when granite parent rock change into clay, and form in pockets within
the parent rock (Shaaibu, 2016).

Jonker (2006) opined that shrinkage behavior of an insulating material is used for evaluating its maximum
possible temperature of application. Schulle and Schlegel (1991) reported shrinkage standard for
refractory lightweight brick and concrete on linear dirinkage 1-7% and refractory fibers 2 to 5% the
isothermal heating time required for the thermal treatment also fluctuates between 4 and 24 hours. Jonker
(2006) stated that, Porosity is the main influence on the effective lowering of thermal conductivityOdo,
Nwoye, Ameh and Nnamchi, (2013) reported that porosity which is the most important property
distinguishing insulating bricks from conventional dense bricks fall within the internationally
recommended standard of 25 and 50% porosity according to BNZ @22), Hegazy, Fouad and Haassanain,
(2012). Bhatia (2011) in his work mentioned that uniformly small size sized pores distributed evenly in
the whole body of the insulating brick are preferred. In addition to that Schulle and Schlegel both stated
that high insulating refractory material is distinguished from lightweight materials of 45 75. Extremely
lightweight materials have a prosity of 75-85%. Sullayman (2003) mentioned that the bench mark for
refractory materials should have minimum alumina content of 34% and less than 1.30% & and other
fluxing agent content. Kruger (1996) initiates that the higher the fugitive additives in the kaolin body the
better the insulation efficiency and lower the density. Careful selection of particles size distributioand
additives enable the manufacture of lowshrinkage refractories. Nanthaphong and Sadipown (2011) used
charcoal additives in the particles ranging from 22mm (sizel), 1:2mm (size 2) to less than 0.5mm (size 3)
and produced lightweight briquette clay fired at 950°C. And increased in the content of charcoal lead to an
increased in the shrinkage and water absorption and decreased in the bulk density and compressive
strength. Andy, Magni, Steve & Chris (2012) all asserted that insulating firebrick can be méactured by
pressing, extrusion, casting and slinger etc. and can albe manufactured by cast process which offer the
lowest thermal conductivity, and reduces energy usage by up to 30%, chamber temperatures and2CO
emissions and allow faster heating and cooling rates compared to insulating firebricks manufacture by
other processes.
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Materials and Method

The materials used for the study are the kaolin deposit in Getso, Gwarzo local government area and
Danbakoshi in Shanono local government area both in Kano state. Charcoal used as pore forming agents in
the bricks. Other materials used include, sodium sdate as difloculant, corn starch as binder and Plaster of
Paris (P.O.P.) was used for the mould. The experimental method was adopted for the sourcing of materials,
processing and production technique. Xay fluorescence spectrophotometer (XRF) was used fdhe
qualitative determination of the elements in the kaolin samples. The kaolin samples were beneficiated
through comminuting and molded to pancake and dried there after which grog was prepared by calcining
the pancake to 1200°C in oxidized kerosene fueled kiln. Retsch BB1&@angan crusher was used to crush
the calcined kaolin and milled in Jar mill machine Pascal 9VS model 16Y-A and particles screened using
STSB screening machine. 22 mm Charcoal particles size was usedsgores agents in the reipe due to its
confirmed suitability as asserted by Nanthaphong and Sakdipown (2011).

Matrix blends systems were also used to formulate the recipe: a diagrammatic method of studying the effect
of various mixtures possible with three materials (Robert, 1996). Triaxial blend was adopted for the study
and fifteen units of blends were selectedrom various blends system to test the zone of special interest and
contrasting quality. Robert (1996) explained that exploring areas of interest to avoid fraction of materials
is accomplished by scaling up the format, thereby expanding the chosen regiblend while retaining the
convenient whole numbers. Part of the mixture volume percent was used to measure the materials: Kaolin,
grog and charcoal for each unit was blended dry and then mixed with water; sodium silicate and liquid
starch were hoomed inas difloculant and binder in the mixture. Casting method was employed as forming
OAAET ENOA AT A OEOAA PEAAAOGSG bPI AOGOAO T &£ 0AOEO j08/80(Q
and heavy cream slip obtained, the slip was dischardénto the P.QP. mould. When the seam line emerged
between the moulds the solid the brick was separated from the mould. Casting was done for each
composition blend of the two samples of Getso and Danbakoshi. The bricks were arranged iretxial form
numbered A1-A15 for Getso sample and B-B15 for Danbakoshi sample. The bricks were allowed to cure
for 7 days inside studio. After the bricks were thoroughly dried, the dried density of each sample was
measured which they were loaded in the kiln according to density, heawgnes under and lighter ones on
top given two inches gap from each other to allow for adequate and efficient heat circulation.

The heat treatment started with long preheating and gradually to full firing in oxidized kerosene fueled kiln
with atmosphere reaching up to temperatures of 1250C, Seger Pyrometric cone 8 was used to read the
temperature. The fired insulation bricks properties of apparent porosity and bulk density were determined
through Archimedean evacuation method using Mettler Toledo digital weighing balance machine PG 5002
5.The SM 100 Universal Material Testing Machine Cap. 100 KN (10 ton) was used to obtained casgive
strength property. Apparent porosity, bulk density and compressive strength are primary properties of
burned insulation fired brick (Berger, 2010). Those properties were measured as per standard of ASTM
C2097.

Charcoal

Grog

Figure 1 Tri -axial matrix blend (fifteen Units) Source: Shaaibu (2016)
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Results and Discussion
Table 1. Chemical analysis of Getso

Sioz TiO2 Al2Os Fe0;  CaO MgO Na:O K20  MnO $0s3 V203 NiO CuO BaO Ga0s Ta;0s  Wos L.O.1

53.67 0.11 3430 0.76 0.29 0.211 0.23 1.48 0.16 0.08 0.034 0.018 0.01 0.16 0.031 0.02 0.07 8.42

Table 2. Porosity Test Conducted on Getso Kaolin Bricks
A B c D E f G h | J K L m N o

37 38 36 52 a7 36 45 48 37 36 NA 47 44 39 38

Table 3. Density Test Conducted on Getso Kaolin Bricks
A b c D E F g h | J K L m n [¢]

1.2 107 1.19 0.99 1.07 1.23 0.91 0.78 1.03 1.16 NA 0.80 1.01 1.04 1.14

Table 4. Compression Strength Test Conducted on Getso Kaolin Bricks
A b c D E F o] h | J K L m N 0]

144 18 073 051 08 140 018 014 053 055 NA 020 020 069 0.79

Table 5. Chemical analysis of Danbakoshi

Sioz TiO2 AlOs  FeOs CaO MgO NaO KO0 MnO $0; V.03 NiO  CuO BaO Ga0s Ta;0s Woz L.OM
60.01 0.28 2580 1.29 0.013 0.47 0.33 5.89 0.054 0.015 0.020 - 0.018 0.87 - - - 5.70

Table 6. Porosity Test Conducted on Danbakoshi Bricks
b C D E f j H i J K L m N o

31 31 31 43 29 30 36 34 34 31 46 44 33 34 34

Table 7. Density Test Conducted on Danbakoshi Bricks

A b [ D E F j h i J K L m N [¢]

1.29 117 1.25 1.04 1.19 1.24 0.92 1.19 1.16 1.21 0.78 0.88 1.05 1.13 1.18

Table 8. Compression Strength Test Conducted on Danbakoshi Bricks

A b c D E F j h i J K L m N o

261 116 177 0.98 1.63 2.02 0.59 0.43 1.00 0.96 0.31 0.22 0.78 0.61 1.40

Discussion of the results

The chemical amlysis table 1 and table 5 shovthe elementals constituents and percentage of each kaolin
sample which was determined by the ay fluorescence spectrophotometer (RXF): revealed that Getso
kaolin has high alumina (AiOs) of 34.30% and silica (Si@) 53.67%. Danbakoshi kaolin has high silica (Si£)

of 60.01% and low alumina (AtOs) of 25.80% as shown in table 5. More over fluxing agents in the samples
which melt with increase in temperature and surrounds the refractoy elements thereby decreasing
porosity revealed that Danbakoshi kaolin $ higher in iron (FeGs) 1.29% and Potassium (KO) 5.89%
comparedto that of Getso kaolin which has 1.48% of Potassium £R) and 0.75% of iron (FeQs) (see table
1).

It was observed that 1200C temperature used to calcine the kaolin samples to prepare the grog was
adequate as the Jaw crusher in the ceramic studio crushed the calcined samples to different sizes that
enabled the successful screening of particles and dust fraction was removed thigh sieve gradation
processes. Grog was classified in to four particles grains sizes, with a maximum of 1.18 and minimum of
0.15. The four groups were adjusted and composed to form a group in the refractory body batches.

The charcoal crushed to powder and sieved to sizes;2mm mesh used agrees with Nanthaphong and
Sakdipown (2011) that the charcoal additives serving as pore agent creates pores within the brick structure
after the charcoal is burned out. However, it was aterved that the charcoal generates smoke during the
firing. The charcoal was incorporated into the composition as a pore agents and was observed during the
firing that the charcoal burned out at the temperature region of 65¢C, as it was noticd at the begnning of
the firing too much smoke emitted through the chimney as temperature raised and built up smoke reduced
gradually and disappeared when temperature reached 65C.

Apparent Porosity

The variation of Porosity of the samples indicatediat Getso samples increased ingoosity with an increase

in charcoal, the increase was in the range of 37 to 53% as shown in table 2. Danbakoshi gas were
observed to have low prosity in the range of 29 to 46% .as also shown in table 6. It was obvious that
increase in charcoal content in the brik composition yielded a higher prosity. And this agrees with
Nanthaphong and Sakdipown (2011) that rosity can be achieve in fired bricks with charcoal as pe
agent.

Bulk Density

The variation of density of Getso samples indicated high density with increase in kaolin and grog as
recorded in Table 3 with 1.23g/cm? and decreased with an increasen charcoal. Danbakoshi samples
density was higher as shown in Table 7 with 1.28g/cfand decreased with increasén and Porosity. It was
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observed that firing to 1250°C melted the low melting compounds in the body and the molten materials
flows and penetrated the pores within the brick structure whid reduced the much anticipated prosity
and increased the brick density, strength and shrinkage.

Compressive Strength

The variation in the compression strength of insulation firebrick containing different ratio of kaolin, grog
and charcoal indicate that the increase in compressive strength with density and decrease in com@ee
strength with increase in porosity. The highest compressive strength in Getso samples has 1.44 N/fhm
(see table 4) and Danbakoshi 2. 61N/m(see table 8). These samples have the highest kaolin ratio in the
composition which provide density with increase in temperature and agree with the chemicalnalysis
which corroborates Jonker, Maree, Vender and Meriver (1998) that mineral composition of clay has
bonding power, with an increase in temperature lower melting compounds melt and surround more
refractory grain and provide mass interlocking particlesand increase in strength.

Summary

X-ray fluorescence spectrometer (XRF) was used to determine the chemical constituents of the samples.
Grog aggregates were composed and formed in to a group in refractory body batches. Charcoal was also
sieved and screened using-2 meshes and used as poseagent in the body batches. Fifteen units of taxial
blend were selected to formulate the body. Three materials of kaolin, grog and charcoal were added in part
and by volume percent according to unit blend composition, dry mixing was made and followed et
mixing with water. Difloculant (sodium silicate) and binder (cone starch) were also added in to the slip.
Bricks were produced through casting method. Slip was poured in to plaster mould: the mould absorbed
the water and shaped the product, and then the product was removed from the mould and dried in the
ceramics studio of Abubakar Tafawa Balewa University Bahi (A.T.B.U.). The bricksvere fired to 1250°C

in kerosene fueled kiln under oxidized atmosphere. Cone 9 was used to read the temperature.

Conclusion

The outcome of the study produced two classes of insulation firebrick. The physical qualities of Getso kaolin
with its slight pink coloring improved to white after firing indicating less iron content than that of
Danbakoshi which remained yellowish afterifing.

The chemical composition of Getso kaolin proved suitable for insulation properties at 1280 as it
possesses alumina content of 34.30% and minimal traces of fluxing agents 0.76%®sand 1. 48% in KO.
Low alumina content of 25.80% and high fluxing materials of 1.29% E€s3 and 5.89% KO possesses in
Danbakoshi kaolin made unsuitable for insulation properties for class 23 (ASTM C15®) as Robert by
Classified. Sullayman (2003) reported that the benchmark for refractory materials should have minimum
aluminacontent of 34% and less 1. 30% E&:AT A £ OGET ¢ ACAT 060 AT 1 OAT Os8
and charcoal revealed high porosity in Getso samples 62% in Table 2, Danbakoshi samples displayed
porosity of 44- 46%. Schull and Schlegal (1991) stated that high insulation refractory shtl have 45z
75% porosity. The high porosity in Getso insulation firebrick indicated low density and low compressive
strength in table 3. While less porosity in Danbakoshi kaolin brick indicated high density and high
compressive strength in the table 4, Bhatia (2011) stated that degree of porosity provides low thermal
conductivity which is the desirable feature of insulation bricks. Jonker et al (1998) stated that the numerous
pores the thinner the enclosing walls of glid materials the lower the density and low strength. The asting
method used to produce the bricks provides a good matrix of kaolin and grog with good pores network
within the brick structure and pleasing surface texture. The refractory materials demonsated good
endurance under firing as the temperature raised gradually up to 125C.

Contribution to Knowledge

1. Production of insulating firebricks from local raw materials.
2. Production of insulation firebricks that withstand temperature of 1250°c
3. The suitability of charcoal as fugitive materials in the production of insulating fired brick.
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Abstract

It is on record that theatre art has survived over the ages due to its capacity to reinvent itself by embracing, new tools,
languages, styles and forms. It is a fact that when a discipline reinvents its techniques of impartation and training in
line with modern demands, the standard of performances is enhanced and the quality of the practitioner is
tremendously improved. Over the years, Nigerian theatrical performances had gone through many stages (i.e. ritual,
court/church, traditional travelling theatre, professional travelling theatre, academic drama, radio drama, television
drama, celluloid film, and video film), reinventing itself in order to keep up with the requirement of each era.

In reviewing the essence/spirit of the 50 years of Theatre in the African academy through the University of Ibadan
experience, one cannot but wonder why a film school has not developed out of the old Ibadan school of drama. Or
question why the central modeof training the theatre artistes in academia stick to the stage despite the various
innovations that have taken place over the years. Using a pastodernist theory within a historical perspective and
participatory observation approach; the paper exploreghe challenges and prospects of migrating from stage to video
screen in academic training/practices and offers plausible solutions to some of the identified problems.

Key Words: Prospects, Challenges, Stage, Screen, Migrating

Introduction
The university system anywhere in the world is expected to carry out research, training and other
extension services as may be required by the society. In other words, the University is meant to serve as
the arrow head of research and new discovery; prode highly trained human capacity for societal growth
and development; provide training facilities and other extension services for interested individuals and
organisations within a given society (these may include technological inventions, equipment maimtance
and hire )In reviewing the essence of the 50 years of Theatre in the African academy through the University
of Ibadan experience, one can see that, the first school of drama in Africa which was officially established
in October,1963 was designed to qovide the above functions. This was why Geoffrey Axworthy, the
pioneering head of the school, preferred the running of a diploma programme instead of a degree course.
Yerima (1984) said

| got the first intakes to read a diploma instead of degree course because |

wanted them to discover what things are all about by doing them. | was more

concerned with professionalism than with academic accumulation (P.8)
It became obvious that, as soon as the goal of the school was established and directed towards developing
human capacity, serving and making impart on the society, the financial needs of the school was naturally
supplied by private commitments, Nongovernmental organisations (NGOs) and other international bodies.
Arts, Culture and Education (1984) outlines:

The major assistance which came in terms of finance also helped

tremendously the activities of furthering and developing the theatre school.

In 1960 from the Cocoa funds we obtained money for the alterations and

repair, and by 1962 the Rockefeller Foundadn gave funds for the running of

the school for five years. In 1965, the Ford Foundation gave funds for the

teaching of film and other activities at the Theatre Swol (P.6).
From the foregoing, one could detect that funds wereven made available for the then School of drama at
the University Collage, Ibadan for the teaching of film related studies. Thus, one cannot help but speculate
on O x Eatilm schoolhasnot developedi 0O 1T £ OEA $ADPAOCOI AT O T £ 4EAAOOA
The aim of this paper is to provide a theoretical framework and a historical perspective through which it
will propose the establishment of a programme on fin studies as well as ruminateon the challenges and
prospects of this migration from stage to video screen productions in term of academic training and
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practice. In providing plausible answers to the set of questions raised in this paper, the researcher was
guided by the postmodernist theory, and the discoveries in this study were acquired through historical
exploration and participatory observation. The observations employed were in twefolds: personal
experiences as a student of the institution and personal experiences as a media arts tutor in another
University.

Theoretical framework

In order to have a better focus on the study, and in applying poshodernist theory to this work, the concept

of postmodernism as defined by Morlay (2013) within the context of premodernism, modernism and
postmodernism will serve as a good premise of distinctions:

1. Pre-modernism: Original meaning is possessed by authority (for example, the Catholic
Church). The individual is dominated by tradition.
2. Modernism: The enlightenment humanist rejection of tradition and authority in favour of

reason and natural science. This is founded upon the assumption of the autonomous
individual as the sole source of meaning and trutly the Cartesian Cogito. Progressnd
novelty are valorised within a linear conception of historyyA EEOOI OU T £ A OOAAI & xI
becomes increasingly real or objectified. One could view this as a protestant mode of
consciousness.
3. Postmodernism: A rejection of the sovereign autonomous individual with an emphasis
upon anarchy, collage, diversity, the mystically wnepresentable, Dionysian passion are
the foci of attention. Most importantly we see the dissolution of distinctions. Tmerging
of subject and object, self and other. This is a sarcastic playful parody of western
i T AAOT EOU AT A OEA O*TET 7AUI A6 ET AEOEAOAT AT A OAA
to define, reify or represent the human subject. (Postmodernism irthe Electronic
Libyrinth, Retrieved from;elab.eserver.org/hfl0242.html,7/8/2013).
It is stated fact that, postmodernism as a movement began with architecture but in time, the movement was
embraced in the arts and humanities. The emphasis of this movement was on the rejection of the modernist
theory, avantgarde concept or the passion for thenew. Modernism as seen in elab.eserver.org, is to
001 AAOOOAT A ET AOO AT A AOAEEOAAOOOA AO OEA pPOI EA
EAO CciTA AAZEI OAdo 10 001 AOAAGA mI Oi O &I O HAYS8®
01 0O0iI T AAROTEOI 11T O6AT AT O EIT OEA undO AT A ¢ondO OAEAAOAA
DPAOPAOOAT OAAOAE &1 O O1 ENOAT AGO AT A EOO Ai ¢l AOGA ET AE
was rejected for conservative reasons.
Fundamentally, postmodernism wanted to maintain elements of modern utility while returning to the
OAAOOOOET ¢ Al AOOEAAT &I O0i 06 T &£ OEA DPAOGOS O4EA OAOGOI O
to construction that combines several traditiond styles into one structure. As collage, meaning found in
AT T AET AGETT 1T £ Al OAhdBectranzAibydikhi201B) AFOIBVANG ithB 8tile mpdern
romantic image of the line creative artist was abandoned for the playful technical (perhaps mputer
hacker) who could retrieve and recombine creations from the pastlata alone becomes necessary. This
synthetic approach has been taken up, in a politically radical way, by the visual, musical, and literary arts
where collage is used to startle viewes into reflection upon the meaning of reproduction
(robin.escalation@ACM.ory
For example, the current trend in pop music in the country where musician combined both the traditional
beat with modern elements could be seen as the iyroduct of postmodernist influence on indigenous pop
music in Nigeria.
In summary, postmodernism is seen as a general and wiglanging term which can be applied to literature,
art, philosophy, architecture, fiction, and cultural/ literary criticism, amongst others. Postmodernism is
largely a reaction to the assumed certaintpf scientific knowledge or objective or any other effort deployed
to explain reality. In essence, it stems from a recognition that reality is not simply mirrored in human
understanding of it, but rather, is constructed as the mind tries to understand itewn particular and
personal reality. (A Glossary Definition orwww.pbs.org../postm-body.html)
An Historical Perspective on Theatrical Performance
&OT 1T /1 ¢cOl AEUEGO | p wy damalaadcThdatte inONfg&ih. Cacdioker Aviilatifedexts,
one would agree with OlaKoyi (1997) that, between the prehistorical period and now theatrical
PDAOA&I Oi ATAAO ET OEA A1 O1 6OU EAO C¢ciTA OEOI OCE T AT U 00/
Drama in African Ritual$ EOBIT AU61N ! AAIl OCAABO O40AT AA AT A 4EAAOOA4
OEOT OCE OEA OOAAEOEIT T Al OOAOAITTEIC OEAAOOA ' AAAAEEGO
OEA AEOOAE AAT OAOAh OAEIT1T |1 OOEAAT AT 1 AAOOTPAOA O Al
#A1 OOOU , Aci 66 q OEOI OGCE OEA DI POl AOTDPOT £ZAOOEIT T Al OOA«

o 1,
E

A I
OEAO
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Rise of Contemporary Professional Theatre in Nigeria 1946x ¢ 6N " AEAO08 O Ow8 +8 [/ CcOT i
-AiTEO6N /1 cOT AEUESBO O4EA 01 DOI AO 4EAAOOAYd ' 40EAOOA
OEOI OCE OEA AAAAAI EA AOANTA OEAUBAADG EOC A OA GA @U DD AIOA
.xT EI 80 O3AAOAE A O A .Ax | £FOEAAT 4EAAOGOAS6Qqh OEOI OC
OAl AGEOGET T AOCAIT A /11001 10AI DI4EA ABRORODAINE @A QBHA OLAT T (
1987) and pausing on the current video film era (Ogunleye, 2003).
Right from the time Hubert Ogunde and his contemporaries Duro Ladipo and Kola Ogunmola took to
professional acting in the 40s down to 1956 when Axworthy was invited by Molly Mahood, a professor in
the Department of English, University of Ibadan, there werflourishing Student Dramatic Societies and
other voluntary performing arts groups in Ibadan and Lagos. For instance, there were so many Dramatic
Societies in secondary schools, Teacher Training colleges, and the then University College, Ibadan. In the
50s and 60s, there existed along with other Yoruba operatic/dramatic travelling troupes, theniversity
College Ibadan Dramatic Society (UCIDS); the Arts Theatre Production Group, The Players of the Down, the
Mbari Club and the Ibadan Operatic SocietyAll these groups were made up of theatrically minded
individuals which included, students, clergymen, teachers, civervants, and business men, who engaged
in the organisation of concerts, cantatas, and other dramatic entertainment ia British tradition format
(LACE Pub,1984:4).
With the establishment of the first African School of Drama in October 1963 at the University College
Ibadan, a new door of cooperation in theatrical experiment between the town and the gown was opened.
In upholding the tenet of postmodernism which strived to maintain elements of modern utility while
returning to the reassuring classical forms of the past, one could identify a positive result of this collage
approach to dramatic construction that combined several traditional approaches and modern stylestn
one amalgamated structure in academic training and practice.
With a postmodernist analysis, one could see that in the 60s through to the 80s, the University of Ibadan
was able to perform the following functions:
1. Serve as the arrow head in discovering new methods and techniques, in scripting, designing and
staging theatrical productions. For instance, most of the current great African play texts and stage
productions were written and performed during this period.
2. Provide highly trained human capacity for societal gpwth and development.for example, in the
Nigeria today, most members of staff and students of the then school of drama are now leading
theatre scholars andperforming artists in academia.
3. Provide training facilities and other extension services for interested individuals and organisations
within and outside the country.4 EAO EOh AAOxAAl pweo AT A pwoeth +1T1.
was invited to the University as Artist in Residence. With his cooperation, an experimental

PpOT AOAOGEIT OO0AlIiI 7ETA $OETEAOAG xAO AAOOEAA 100
campus. Affer this, many other great productions also emerged from the Arts Theatre, University
of Ibadan.

In furtherance of the above objectives, when Wole Soyinka became the director of the School of Drama
Acting Company within the University College, Ibadan, the school provided extension services and training
facilities for selected group of talents. It i®n record that the School of Drama Acting Company was the first
theatre company formed by any Nigerian University and it produced most of the plays of the then emerging
Nigerian writers such as Wole Soyinka, and J. P. Clark.

)yl OAOI 1T &£ AAIT T OITEA EEIT DPOI AOAOGEI T Oh EO EO 11 %ExOA
produced in this country in 1970 was+ | T CE 8 O a (cdlabddiive Génture between staff of the
Department (Wole Soyinka and others) and Calpenny Films. Within the short time of its establishment,
many of the players ofThe 1960 Maskand OrisunTheatre of 1964migrated from their Mbari Clubresident

in the city of Ibadan to join and become members of the then School of Drama Acting Company at the
University College, Ibadan campus.  With time, according to Malomo (1986), the Acting Company
i AGAT 1 OPET OAA O OOEA 51 EGANDE tBeUrecdngtithitod @ ke dcd@ 6fF # 1 1 DAT
Drama into a full academic Department at the University of Ibadan in 1970.

By 1979, the University Theatre Arts Company remerged as Unibadan Performing Company (UPC). But
it was not inaugurated until 8" of April 1980, when the then Vice Chancellor late Prof. Olajuwon Olayide
declared the UPC as the first experiment in a viable, professional, profit oriented theatre company in any
Nigerian University. (Malomo,1986.)

Although UPC was set up as an autonomous entity with its own board of management, however in term of
play productions both for the stage and the screen, the director of UPC who was in charge of play directing,
and actor training worked hand in hand with the Department of Theatre Arts, University of Ibadan.
Consequently, there was a symbiotic relationship between the Department and the UPC.
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Malomo equally believed that, play selection for the stage was guided by a concern for the well tested,
successful and accessible plays by Nigerian authors. Secondly, plays were chosen based on their
entertainment and simplicity values. As a result, th&JPC gave accelerated popularity to some Nigerian
Pl AUO OOAE A Og Husbaid Hasl Goiel Mad Again 7 A1 A/ @he Dilokcé i Obi
%C A O The §vidd;during its 1980/81 season.
During the reign of television drama productions in the 1980s, the UPC and the Department of Theatre Arts
were the main source of local drama productions for many stations in the South West. Thus a first
independent producer, the Unibadan Performing Compan/ the Department of Theatre Arts secured TV
recording contracts with NTA lbadan, where they produced heatre on the Screerfor the then Television
Service of Oyo State (TSOS now BCOS)e¥y produced Screen Dramafor Ogun State Television (OGTV),
Tellydrama; while Weekly Drama were produced for both Benin Television (BTV) and NTA, llorin.
(Malomo, 1986)
Between 1980 and 1986, under the directorship of Jide Malomo, UPC/Theatre Arts Department produced
two serialsz The Visitorswritten by Femi Osofisan, a lecturer in the Department an@loudy Horizorwritten
by Taiwo Adeyemi a member of the UPC. In addition to all these achievements, over sixty singlelomear
dramas were produced and shown on various stations all over the country. (Malomo, 1986)
On the running of the UPC operigon, Malomo (1986) opined:

O4EA 50# AAOT AA OEA AOIE 1T &£ EOO ETAITA &£EOI1T O

down of its gross income showed about 60% accruing from television

performances, about 30% from film show, and less than 10% from stage

performances

From all indications, the Department of Theatre Arts had been actlvely engaged in theatrical and drama
DOl AOGAGET 1O &O0I I EAO ET AAPOEIT ET OEA ¢onO j xEEAE Al O
OEAAOOA DPAOEI AQ 11 OET CAIOE OARICED I MBOA-j £BIAB EDDEAD OBID AIDAR
AOAI A PAOET Aoq AOO xA1T O O1 ARO OEACA OEGCEO &O0i i OEA A
date.)
As a student of the Department, the author cannot help but ask the following three questions:
1. Why it is that, one of the most innovative Departments of the University of Ibadan not been able to

come to terms with the latest medium of dramatic and film production in Nigeria?
2. Why it is that, the first Department of Theatre Arts in Africa has not developed new strategies or

invented a new methods of teaching or devised a new means of engaging and promoting video film
POl AOAOGET 1O AO OEAU AEA EITEIQGE A QAn Gh BACH ETAQ EQ G BY% eA
3. How is the Department fulfilling the two other functions of providing highly trained manpower for
emerging Nigerian film industry or providing training facilities and other extension services for
interested individuals and organisations in the country, ape from serving as the arrow head of
research and new discoveries in film study?
In providing answer to the first question, one can perhaps take solace in the fact that, the great Department
of Theatre Arts might not want to mingle with the uncertainty found in an experimental, nascent or under
AROGAT T PAA ET AOOOOU 1 EEA O. 1 1owledyd thekartthat, dud te iAdviflah 117 A
interests and afterschool training, some members of staff and alumina of this Department have done the
University proud in the areas of directing, acting, and costuming for the Nigerian film indtry while many
staff and students of this same Department have carried many resounding studies on this industry.
Yet, the fact remains that, up till the time of writing this paper, one is unable to point out a production in
ITTTuUuxi T A AT AT OOAA AU T O Ai AT AOETI ¢ A&£01Ti OEEO $ADPAOOI
the 60s or as in the production of the requied local dramatic contents for most nascent television stations
in the 80s as enumerated above.
On the challenge of moulding, the highly trained human capacity required for the growth of the Nigerian
film industry, one must come to terms with the fact that, the first Department of Theatre Arts in the country
has not commenced any programme that wilake care of the training of executive personnel/crew for the
nascent film industry in Nigeria. To some operators/employers of labour in Nigerian entertainment
industry, the university graduates in the country are unemployable in the sense that most of éke
graduates are often retained before they could be given any executive portfolio in the industry.
For instance, the top echelons of a film production company will include director, script supervisor,
dialogue coach, director ofphotography/cinematographer, sound designer, special effect specialist,
makeup artist, costumier, production manager, supervising editor among others. Even though, some of the
alumina of this Department have found their ways into some of these executiv@sitions in Nigerian film
industry, this is made possible largely due to their personal interests and after school knowledge
acquisition or on the job training. Thus, a full credit could not be given to their undergraduate traing at
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the University. InBOAOET OO OOOAU 11 O)1 & Oi AGEIT AT A #1111 O01E
Development of Performi C | OO0 0 O1 C OKoyi (2dLd) obsdredd / 1 A

...how many tertiary institutions in the country could claim to have included

the following courses on film as part of their media arts syllabus:

Cinematography, Film Editing, Soundtrack Design, Location and Production

Managementetc.? Yet the qualities of manpower produced in our tertiary

institutions are seen by some practitioners as grossly incapable and

inadequate for the emerging digitafilm industry.
Apart from areas such as script writing, dialogue coaching, makeup, costume, and sometimes production
management that are common positions in which knowledge and training on stage techniques could easily
be applied when it comes to screen production. Othdk OAAO OOAE AO AET Ai AOT COAPEUTY
design, special effects and film editing are yet to be incorporated into the University of Ibadan
undergraduate training programme/degree syllabus or that of any other university within the country at
lartCA8 )1 EEO OOOAU i1 O4EAI Onkdyi(200efDgpdsted®di AT A OEA . EC/

It is essential for the Nigerian university don to ensure that the Nigerian

student is equipped with the various ideas of the usefulness of theories to

AEEI | 8 AEAU OEAIT AAGAI TP 110 EOOO A AOEOEAAI

that will question existing ideas for the purpose of developing new direction

to theory. But it rests upon the shoulders of the teacher to courageously

guide the student carefully, meticulously and dynamically.
From the foregoing, it shows that some of the existing programmes on performative arts and media
entertainment are not specifically designed to meet the peculiar needs of the Nigerian film industry,
therefore, there is a fresh demand for university trainechuman capacity for top executive positions in
Nollywood. Hence, the need for all Nigerian Universities to develop new programmes that are specifically
tailored towards meeting the demand for highly trained manpower requirement in the ever growing
entertainment industry in Nigeria (Onikoyi, 2013:321).
As at the time of writing this paper, a fresh high school graduate could not aspire to study any of the
following modern programmes in some universities in the country not even at the pioneer University of
Ibadan: Filmmaking, Sound Design, Sound and Music Interactive Games, Music for Moving Image, Audio
Post Production, etc.
The Concept of a B. A. / B. Sc. Programme in Film Studies
A designed B.A./B.Sc. programme in film studies as it is obtainable in other higher institutions in foreign
countries, is based on both theoretical studies and practical exercises in the art of filmmaking. It involves
creativity, project development and business strategies in film production and a strong collaboration with
independent production companies.
In this course, the concept of the filmmaker as auteur is emphasised and his place as a creative artiste is at
the heart of teaching the process of film production. Basically this course often involves sharing on various
filmmaking techniques and theories A properly designed course on film studies often enables students to
think, research, discuss and watch a lot of films. It encourages radical approach to film production, and the
development of truly independent stories and ideas.
In such a course, students are exposed to different genres and maedaf film productions/making. Areas
such as narrative, documentary, animation and other experimental filmmaking are common grounds for
workshop ensemble. At the end of this programme, each of the students is to specialize in any of the
following areas: screenwriting, screen directingcreative production, cinematography, production design,
sound recording technique/design, film editing, screen performance, special effects design and aninoati
Sometimes the institution can also give financial assistance to some deserving students to pursue final year
projects in film production.
In his postulation Onikoyi (2013:321), among other things recommended the establishment of a
Department of Film Arts, that will develop a full time or part time undergraduate and post graduate
programmes on film studies, the employment of master/PhD studdn in film related fields, and the setting
up of film laboratory / studio for practical training.
Challenges of the Proposed Programme
Like any other innovation, the introduction of a film programme or film production courses into any
academic system could not be without any problem, confrontation or hindrance. The plausible challenges
which the introduction of this proposed programme ma encounter include: challenges on the retraining
of manpower, problems of equipment acquisition, enlargement/introduction of new syllabus, the
cumbersome process of registration with regulatory bodies.
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1. Retraining of Manpower

Naturally the introduction of a new programme/course of study will require the retraining or the
acquisition of human resources who are to be the facilitators of the proposed programme/ discipline. From
practical experience as a tutor, one could see thatost conservative lecturers are unenthusiastic about the
introduction of new programmes. Some tutors are not just willing to explore new frontiers or venture into
new courses except to remain in their comfort zone. This unwillingness of such rigid tutemay compel
them to antagonize any move to introduce any teaching on film production as a new discipline/course of
study.

From all indications these conservative lecturers (both young and old) must realise that theatre or
performing arts as a discipline is very dynamic in nature. It continues to reinvent itself year in, year out by
adapting new media in its training, practi@s and manifestation. This is why the course is still very much
relevant to the new age of ICTIgformation and Communication Technology. Therefore, the conservative
teachers must change with time and allow themselves to migrate from stage to screeny \Enturing into
the new frontiers or acquiring film knowledge and engaging in retraining programmes, both the students
and the film industry will be better for it. It is on record that some of the pioneering play writers on the
Nigerian stage (Akinwunmi Isola, Adebayo Falati and Femi Osofisan) have already migrated or in the
process of migrating from stage to screen by acquiring new skills of writing for the screenama/movies
which is not the same as writing for the stage.

Some of the production scripts written by these pioneering playwrights includeAfunsetan Aniwura,
Saworoide, Agogé&ewo,and Maa mi. Thus, the conservative custodians of knowledge in the Departments
of Theatre or Performing Arts, in Nigerian universities/colleges of education stand to gain more by cueing
into new trends of performative arts and acquiring new knowledge which the newerrain demand. In
addition, as Onikoyi posited above, post graduate students / candidates in film related fields could be
injected in to the system by encouraging them to take up the teaching of the new courses on film studies.
2. Equipment and Infrastructure acquisition

The task of acquiring new equipment and infrastructure for a new programme could be very cumbersome
and tiring. Administratively, the proposal for the new equipment could take many years for it to be
approved; its actual execution might equally be tied téhe availability of funds. If these two huddles are
finally scaled through, the new challenge that needt be overcomeis sticking to the specification of the
standard/quality of the required equipment and infrastructure or else wrong or inferior equipment might

be purchased and this will in the long run be a disservice to the proposed programme. Therefore, sufficient
capital must be made available for the purchase/importation of required apparatus for the programme and
skill must be acquired on the eqipment handling and maintenance. In addition, constant electricity source
must be provided for the operation and preservation of these gargets.

3. Enlargement/Introduction of new syllabus

A model B.A./B.Sc. Programme in film studies could be obtained in any of U. S. Universities that offer film
studies or other independent film Institutions. Even though most syllabi will include courses in
introduction to film, mode of film studies, film analysis, history of film/media, film theory and criticism with
emphasis on time/period; regional creation; genres, and creative style/auteur approaches. In an attempt
to enlarge or introduce new syllabus on film studies, care must be taken to incorporatedigenous
components that are tailored towards national inspirations.

The proposed programme operators must see to the setting uand the provision of the practical facilities
like required media laboratories, sound studio, standard theatre, green screen and other industsyandard
equipment. And the programme must be designed in such a way that it will make provision for industrial
attachment and other linkageprogrammes with other institutions and production companies.

4, The Involvement of Regulatory Bodies

Even though the film industry and other performing arts fields do not have a central professional regulatory
body like ICAN, Nigerian Bar Association, Nigerian Medical Board, The Guild of Editors etc. that could assist
in instilling and maintain standardsin the training of film practitioners, the involvement of related bodies

in education (NUC, technical education body etc.), and other professional organisations in the industry can
still go a long way in ensuring high standards in the training of professimls for the ever expending
film/entertainment industry. However, the cumbersome process of registration with regulatory bodies
must be revisited and restructured to be less cumbersome, straight forward and cost effective.

The Prospects of the Programme

In order for Nigerian universities especially the University of Ibadan, to carry out her fundamental roles of
serving as the arrow head of research and teaching, providing highly trained human capacity for the ever
growing entertainment industry; providing training facilities and other extension services for interested
individuals and organisations, this institution must be alive to her responsibilities and come up with
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designed programmes/courses of studies in line with required manpower needs of her immediate
environment.

For instance, in the 60s through tanid-80s it was fashionable to study Theatre Arts solely as a course or a
standalone discipline but from 1990s till date it is no longer fashionable for any institution to train students
solely on the arts of the theatre. Rather the new trend in theatre arts tming is usually in combination
with other disciplines such as Mass Communication, Film Arts, Psychology or Biology.

Since the proposed programme involves both human and institutional changes, the paper therefore,
proposes a transitional period during which existing Department of Theatre Arts will run combined courses
in both Theatre and Film Arts. However, avell-designed Department/Programme on Film studies must
aid any institution in carrying out all its identified functions as a university. By training graduates for the
required manpower in Nigerian entertainment industry, it is believed that the new programme wilhelp in
AOAAREAAOGET ¢ OOEA OOAEI AU AOOI O APPOI AAEG ET AEEI 1 AEE
Conclusion

Having ruminated through a theoretical framework, as well as a historical reflection, proposed a B.A. / B.Sc.
programme in Film Studies and considered the challenges and prospects of such programme, one can
conclude that, if the quality of a tree is knowrby its fruits, then it is possible that by improving the quality

of training given to potential flmmakers, this will rub off positively on the quality of their productions.
Secondly, negative image created for the country through movies could be changed by improving the
quality of films made in Nigeria. Thus, the production of knowledgeable directors always shows in their
insightful movies, and they often create better imageof the country in terms of film contents and themes,
Moreover, a team of scholars/experts in the proposed Department of Theatre and Film Arts will not only
benefit from rendering consultant services like their counterparts in the legal, medical, engineering
professions; who often combine professional practies with academic teaching and research but the
adequate training facility provided for the use of the students, could also be used for extension services in
the area of camera hiring, sound system and editing for individuals and private organisations reigag
such services.

Once the Department or the University is attuned to the reality in the Nigeria film/entertainment industry,
the institution will definitely succeed in performing her statutory duties of carrying out beneficiary
researches, training advanced manpower for # ever growing entertainment industry and providing other
extension services as may be required by the society.
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Abstract

Theatre scholarship, in Nigeria and indeed, most African countries, has been a subject of serious attack by both the
informed and uninformed in the society. This has stemmed from the fact that most people see the profession as an area
only good enough forthe rejected and neverdo-well in the society. This has orchestrated a sentimental and prejudiced
stance of parents in choosing the course as a career for their children. This paper is therefore, an attempt to debunk
such biased, misconceived views and riepresentations of theatre and its potentialities to make for a holistic being;
using Joe De CraftSons and Daughteras a case study. Investigations have shown that parents are usually at home
xEOE A1 OxAOET ¢ Oi Ai A8 1T O OPAPAG $1 AOI Oh %l GCET AAOh , AxUAOS
such, they vehemently oppose any idea of allowing their ward to sty theatre arts. The paper finds that, even though
parents discourage their children from studying or venturing into theatre arts, they ironically are usually glued to the
television set whenever a dramatic piece is going on and even keep tabs on such daimprogrammes. The paper
therefore recommends among other things that theatre arts be viewed as the professional discipline that it is and
should be given its pride of place alongside other humanistic and scientific disciplines.

Key Words: Scholarship, Agony, Misinterpretation, Misconception, Reading

Introduction

The history of theatre as a profession is full of negativities in terms of how people see it. Johnson (2014:22)
AOOAOOO OEAOh OOEAAOOA AO A DPOI ZAOOEITT EAO Al xAUO AA
AACETTETI cO06 AO OAERADDAA G OOEDODA AMIORO OAG OT AEAT [T EOEEOO

as a joker, a mischief and a vagabond, but also described as vain, unserious, loud and incapable of any
i AATET cEOl AAOGS j! OACAA ¢mpcdeQ8 ! Dshe®ds noEO pebple@BoA ' OAAE
should be placed amongst the elites in the society; perhaps because of their power of imagination and
creativity, all other views and perceptions about the discipline has been that of hatred, bias, degradation,
disrespect and an umecessary prejudiced stance. Some of the elites in the profession have recounted their
woes in the hands of their parents, colleagues in other professions and the society at large because of their
preference to theatre studies. It is on record that so manyf them passed through the crucible and suffered
tremendous deprivation in the hands of their parents/guardians in their bid to frustrate them. Even in the
global arena, the story is the same. Employment wise, many of them have and are still sufferingthie
opinion of Nwamuo (1992: vii) in Issues of Theatte OAA & OA OEEO OEIi A 1 AT U Al
graduates of theatre, employment as aresult of the B AOAAOET 1T OEAO OEAAOOA OEI PiI U
Throughout the history of theatre, there has existed varying views as regards the purpose, values and
significance of theatre. This probably originated from the interpretation of the functions of the theatre by
scholars after the fall of the classical peod. This negative interpretationis captured in Whiting (1954)
thus:
To the Romans, theatre was a little more than a degraded pleasure; a
project by slaves for the titillation of their masters. To the church, theatre
was an evil to be crushed along with thievery and prostitution.... to some
parents, the theatre is an evil bund to wreck the personality of a child
who sucambs to its lures (P124).
Furthermore, Osofisan (2008: xx) corroborates the above when he calls attention to the activities of some

DAOOI OO AU OOOAOOET ¢ OEAOh OxA 10600 1106 &I OCAO OEAO O
as a haven of evil, to be scrupulously@i EAAA AU AAI EAOAOO xEI xEOE O 1 AE.
OEAOAZEI OAh OEA . ECAOEAT bDibdi AAA OACAOAO OEAAOOA AOG ¢/

wells. According to Nwamua(1990) in The Faces of Nigerian Theatre:
Some still think it is the profession of vagabonds whose attitudes help to
render unsuitable either as wives or husbands, for proper men and
women. As a result, some parents vehemently object to their children
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studying theatre arts. Even among university lecturers, some see theatre

arts as a nonacademic discipline made up of a noserious group of

dancers whose major aim is to provide emotional support for other

students of the university (Pp.31-32).
Some of these lecturers are so educated in their discipline that they are completely uneducated and
uninformed about any other discipline. To such people and their likes, this paper is essentially designed to
put theatre as a profession in proper conteixand as lji (2001) says:

evaluate and reevaluate, to adequately highlight the theatre arts

disciple, with the view to educating those, even within the humanistic

disciple whose knowledge of theatre arts is still vague, opaque, obliquely

focused, erroneously biased and very myopicSuch highlights purport to

dispel misleading myths, stereotypes and misconceptions about theatre

arts and its practitioners; notions that denigrate its deep intellectual,

philosophical and aesthetic contents, at the expense of its potentials as a

naon AOET AAON ET OAOI O T £ OEANdAROAT 1 PI AT O 1T £ 1

character (P.117).
This has become necessary in view of the fact that, society continuously downgrades an artiste and still
treats their likes scornfully. This transcends to the uninformed opinion, stigmatization and degradation
meted to them. Therefore, since arts and saiee share things in common, it is expected that at the end of
OEEO AEOATI OOOAh OAI OE OEA AOOEOOA AT A OEA OAEAT GEOGO
thoughts that would kindle their minds and generate a new way of looking at somethinghich was earlier
AT 1T OEAAOAA AEAI EI EAO6 j.xAAOAUAR c¢mpoh D8 ¢cq TO0 AO O
the virtues and values of theatre studies and thus enable some mutual respect betweendisciplines.
Theatre Studies in Perspective
Theatre is life and it seeks the meaning of existence with the same passion and dexterity that has
characterized the work of greatphilosophers. Anyanwu (2005 opines that:

There is a relationship between theatre arts and life. Where life is nature

lived as it comes, undiluted, unpolished, unedited, raw; theatre arts is life

lived at the highest plain, more intense, more refined and therefore more

exciting, almostlarger than life (P.61).
(A ¢ci A0 EZOOOEAO OI OOAOA OEAOh ET OEA OEAAOOA 1T £ |1 EAEA
xEET A ET OEA OEAAOOA 1T &£ AGEOOAT AARh xA EAOA EKEO O(II1
professional as well as academics (AnyanOh c¢mnmuvdepq8 4EAOAAI OAh OEAAOOA |
cannot be separated froml AT 8 O A @E OO0 A 1 )AsdbsantiagsittitsGvhgn hermpites that:

The dawn of humanity created the expressive arts, which intervened in

various ways in their lives; from the expression of desire to the ritual

invocation of the spiritual, entertainment and education. Thus, theatre

served to express change in alirst all facets of life (P104).
This ritual invocation is made manifest in the quest for the primitive man to hunt for food and commune
with his ancestors. Sotimirin (2008 lends credence to the above when he observes that:

To ensure stability and sustainability of his society, the primitive man

uses ritual drama to propitiate the gods for a bountiful harvest and

through his imitative magic, he imitated animals while hunting in order

to get to his prey more easily (P161).
It will be right therefore to say that theatre arts is the literature of life and of existence which is designed

01 AlTipPIATATO IAT8O0 AAOCEOEOEAO i1 AAOOE xEOE OEA pPOOD
information dissemination and ertertainment of the body, soul and spirit. Sotimirin (2008:168) went
AOOOGEAO O1 OAU OEAO OOEAAOOA EO A & OF 1T /&£ EOI AT OA
technological development. The artiste particularly the dramatist is usually seen av&ionary, a privileged
Al AAOGOGAAT O 1T £ EEO DPAIT pi Ag8o ! OEOOT 01 A6O PiI 0601 AGETT Ol

very apt and well founded, but to see the theatre only as a means of entertainment is indeed unfortunate.
The reason may k due to the old prejudice of theatre as a mere recreational activity which accounts for
the snobbish attitude of the academic community in particular and the society in general, and of course, the
feelings that theatre is a course for training artisang like in technical schools... (Bamidele, 2003:68). This
does not only negate the essence of theatre studies but also ridicules its attempt to produce a holistic being
capable of affecting lives in the society at a sigitant level. Akinwale (2001) sums it up when he says that,

Theatre is a medium of artistic expression mirrored in a dynamic form. A

metaphorical image of reality, it reflects the total cosmic, moral and
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metaphysical order of life of the people. It is an arena where human
beings are presented in a cosmic totality, acting and reacting to forces
around them and within them, perceiving and being perceived by those
interacting with them, and by those in the adience who experience with
them, the enigma that is the commotot of humanity (P.24).
In spite of the overwhelming evidence to the potentialities of theatre studies, many people, especially, in
Nigeria, have refused to see anything good in theatre arts either as a profession or as an academic discipline
or in theatre artists as useful membes of the society. Notwithstanding this prejudice, however, theatre arts
according to Anyanwu (2005:61) as both a profession and as an academic discipline and theatre artistes,
in whatever aspect of the field they may be involved, are not only vital to theociety in general but they are
Al 01 DPEOI 6A1 O1 EOI ATEOUSO O1 OAT AT A AlTipil AGA AQEOOAI
Theatre Scholarship and the Agony of Misconception and Misinterpretation: Sons and Daughters
Contextualized
Sons and Daughtergleals with family life and the tensions that result from the clash of two different
generations in the era of rapid social change. This clash epitomises the hidden tensions and squabbles
between parents and their wards in the choice of a course of studjames represents one generation while
his children (Awere, George and Maanan) represent the other. He (James) is desirous to give his children
professional training and sees nothing professional about Acting, Dancing and Painting. To hiwwhat
matters is the money and prestige it brings to the family. This appears to be the mentality of most parents
who only think of the prestige and honour a particular course of study will bring to the family before they
allow their wards to study them. Whether the person studying it has any interest in it or not and the issue
of whether he will do well in the programme is not usually considered. This is reflected in the play when
Aaron and Awere argue thus:
Aaron: .... butreally it is not a sacrifice at all: he has plenty dough, if it comes to
that; but he likes to think of it as a sacrifice, and there is nothing | can say
to that. And then there is the prestige to the family, to say nothing of his
long cherished hope thatall his children will become professional men
and women.
Awered, 7EAO AT UI O 1T AAT OPOT AAOOEIT T Al x11 AT de
Aaron: | mean precisely that.
Awered (A AT AMabndr(io do Méclanical Engineering too, does he?
Aarond, - AT h Ui 6 T AEA T A 1AOGCEA -U Al AARAO AOI OEAOh
forget; and we are expecting Kofi back next Septembera fully qualified
Chartered Accountant. You want to hear the old man telling his friends of
his son who is a medical man, and thgreat things he expects of his other
son who is going to be a banker (De Graft, 2006:2).
The dialogue above is synonymous to what is obtainable in most Nigerian homes and has invariably become
one of the problems in the society today. Often times, audacious children quarrel with their parents over
the choice of course to study especially thosevho have already identified their interest. Earliest
practitioners in the Theatre Arts discipline experienced these challenges and pushed on irrespective of the
threats and deprivations they suffered in the hands of their parents. Because of these negiis
erroneously ascribed to the discipline, most students loathe the department.
According toBamidele (2003):
They would want to avoid it like the plague. These are the religious
puritans and the academic bigots. Their distance only goes to prove that
they are inadequate in themselves for their inability to be part of a
humanizing discipline. ... Those who have kan an elective course in the
AADAOOI AT O EAOA ODPOI OAA O1 1T OEAO OOOAAT OO xE]
that theatre arts is not just only dancing, jumping and acting but a
discipline that re-charges the intellectual curiosity in theory and
criticism of the ar©O 6 7B)0 8
Money they say rules the world, and most parents are infatuated with money. To them, theatre studies is
another means of perpetuating poverty in the family. They believe it is not professional enough to sustain
the family let alone generate wealth. This i€aptured in the ensuing conversation between Aaron and
Awere,
Aaron: That is the trouble with the old man, with this world of ours, with
everybody. Art must bring money, or there will be no arg no painting,
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no writing, no drama, no dancing, no music. Our society is sold on money:
nothing is worth anything unless it brings in money....
Awere : Money is also important, you know. You cannot do without it.
Aarond, " OO0 )81 AAIl itdteat paBting mdrely @d dsbute of
ET AT T An xEAOG8O i1 OAh )8A OAOEAO EEIIT 1 UOAI £ O
that | have chosen to paint simply because of the money it will bring me
(De Graft, 2006:8).
Apart from the monetary aspects of it, theatre artistes are usually regarded as loose and wayward. They
merely dance and act in order to attract the attention of men or women. This of course forms part of the
negative perceptions and prejudice on the displine. As a matter of fact, the decision of James to deny his
daughter her preferred course of study hinges on this. This is captured thus:
Hannah: All the same, he must feel some concern for your good name and
welfare. He has always said that one of the reasons why he hates the idea
of you going to a dancing school in England and coming back to dance on

the stage isA... . . . .
Maanang 4 EAO OEA 1 AT xEl11l AA AZEOAO 1 A8 )6'A Al xAUO |
Hannahd, 91 00 AZAAOEAO AT AOI 80 OO EO AGAAOI U OEAO x Al

anybody to think that you are a loose girl; and of course all the men who
will be making for you.... | am sometimes minded to agree with him, you
know Maanan
Maanan: At least we can make him realize that a girl need not go on the stage to
AOAx OEA 1T AT AmEOAO EAO8 'O OEET CO AOA 171 xh 14
more menace than any stage in the world (De Graft, 2006:17).
This is exactly what parents do not understand. It is true that dancing is part of the programme and that
they perform before a given audience, but that does not in any way make them loose or wayward. Moreover,
every profession dances depending on the argbre looks atit. To Uka (2008
...all professions are dancers and dance performers: the librarian and
archivist dances with books and book catalogues in huge space and
shelves; the lawyer in huge libraries and courfooms, even in prisons;
the doctor in huge theatres with may be, compu@trized gadgets to aid
therapies and surgeries; the economist with statistics that may regulate
or determine the poverty or richness of a country and its citizens; the
political scientist with the innumerable traits of violence and terrorist
acts worldwide , from Osama Bin Laden and his impact on the World
Trade Centre (W.T.C) of new York on September, 11, 2001, to the
unmanned missile bomber of American military warlords over
| £F=CEAT EOOAT 8 4EA DOl £ZAOCGOEI T A1  OAAT AAOGSd AOA Al
terms of theatre, serve to remind human society how inextricably tied to
O)@EI T80 7TEAAI & [ Al E Quaftbwardsieleniy AUO AO EA CcOI D
(Uka (Pp.2-3).
Every profession has its own hazards but it is equally a misconceived notion to think that theatre profession
attracts loose behaviour. In Nigeria today, most of the loose girls are not products of theatre arts
departments. Majority of them are from the & called professional disciplines. There is nothing wayward
about the profession rather what is needed is the encouragement and the necessary support to excel. This
is gleaned from one of the passages thus:
James Must | be told that to the face before | know? But this is the result of being
an indulgent father. | toil all day all through the year to make enough
money to educate my children, to give them the best profession that
iT1U OEAE 1 AT380 AEElI AOAT AAT EAOAR AT A xEAO 7
xAT O 61 AA Al AT CET AARAGATEAE )x BAA G ) 1A A OBEMAET
them was so much cow dung! And what do they want? Dancing half
naked on a bloody stage and painting a lot of foolish pictures that
nobody knows the worth of money will care to pay a penny for....
Hannahd 91 O& AT1680 OAAI O1 ETTx Ui OO AAOCEOAOR * Al Al
Jamegy $1 160 ) ETT x EAOe
Hannahd - AAT AT EO i1 OA DpOi OA OEAT UT O OEETE EAOh AT/
half naked body on a stage is the last thing she wants to do. As to her
falling prey to wicked men, well, | used to agree with you on that going

<
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on the stage would be the surest way of bringing such harm upon herself
ABO )81 T1x AACEITEIC O EAOGA AT O
Jamegy, 91 O APPOI OA OEATh T £ OEEO AAT AEI]
cares for the modesty of her daughter can coolly sit down there and
defend such waywardness.
Hannah: There is nothing wayward about dancing, James. Do | need to tell you
OEAGe 91 O | MEMNGH ANATEAR U0
James, 4EAOB6 0O AEAZLEAOAT O
Hannahd 7 EAO AAdbwadd >OEIAATO AAT AAOO Ui O OOOE O OEA xE
look when they come along the street with their songs. Do you go to see
them to look at them because they are naked? (De Graft, 2006:23).
This is the case with most parents who detest theatre studies. Such parents usually know when a new film
arrives the market. They are synonymous with the picture Armah painted ifhe Beautiful Ones Are Not Yet

AOOs8
C AOAUAe ) A

Born about a certain bird calledChichidodox EI  OEAOAOG AGAOAI AT O xEOE Al1l EOO
cCOi x mEOIT I OEA AGAOAOASG j! Ol AERh pwoywdtuvugs8 3EIEI AOI Uh
desirous parents who made the pronouncement were spending good money watching American $t&ns

ET DOAI EA AETAI AOGO OEIxET ¢ OEA EEIT O 1T AAA ET (T11UxT]

(2008:7) further affirms that, such parents who hate theatre professions contradict themselves by telling
you how many films they have watched and the maes of the leading Nollywood stars. According to him,
OOEAU AOA OEI OA xEIT OAA DI AUO AT A OEAAT EEIT O ET OEA
glue their eye to the television set whenever a dramatic piece is going on, yet they detest snemes as
Oi ATA6 10 OPADPAG AOAI AGEOO 10 AAOI 08 " OO OEA NOAOOEIT
the product from the theatre scholarship, why do they detest their children from being part of it? Why do
they think theatre is not professional enough and cannot generate funds? The world is changing and things
that were considered sacrosanct in the past are no longer seen as so in this modern era. If a child has
identified an area as his preferred choice, this paper is of the opinion thétere is no point forcing him
against it because it may spell doom and catastrophe at the long run. Hannah and GedRge Graft, 2006)
echoed this when they argue thus:
Hannah: But why should he be forced to do something he knows very well he
AT AOT 506 xAT O O Ale
George: Father, | think mother has something there. If Aaron seriously objects
to doing engineeringz
James Who talks of objection? If | was good enough to choose you your
PpOT FAOOEI T h ) OEEIE )8 | OOEI|I CiiA AliOCE Oi
have never told me you regretted the choice, have you?
Georged ) OEIT O1 AT80 OAU Oih EAOEAO8 " OO OEATh ) 1 EE/
always wanted to be a doctor, so | just went ahead and did it. If Aaron is
OOEI 1T AAOQOAOI ETAA O1T ¢i 11 seebEvd&t sEEO DAET OE
wrong with it. | personallydond O AAOA AAT OGEEDODI PERCIOI Al 80OAOD
believe that he was serious; but obviously he is serious, go
James But my son a mere painter?
Georged 91 O OAEA A xEEI A ACi OEAO Ui O xAl OAA
you, father?
James Yes!
Georgeg 4 EAT UT O AT O1 AT80 AT AAOOAO OEAT EAI B OEAI
feel they have the abilityor talent for (P. 48).
Furthermore, because of the hatred for theatre scholarship, most parents prefer their wards studying any
other course and in most extreme cases, become apprentices to firms and establishments. More often than
not, some of them are exposed to occupationabhards and risks. In the playSons and Daughterslames
thought he was doing his daughter good by sending her to work as apprenticein, Ax UAO "1 1 080 1 /&
TT0 ETTxETC OEAO EA xAO OAT AET ¢ EAO O A buiEwould O AAT 8
have been of great consequence if Lawyer Bonu were not to have been caught in the act. This, indeed, is a
lesson to parents.
Conclusion
Although the term theatre arts is often misunderstood and erroneously so, by people who claim to be
doyens of humanistic discipline, but the fact remains that people nowadays are gradually becoming aware
of the potential of theare scholarship. Nwamuo (2003 in Essentials of Theatre Administratioputs it thus:

O
m
To
>
T
0O
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theatre which hitherto was written off as a profession for vagabonds,
never-do-well and whose artistes were considered unsuitable as wives
or husbands for proper men and women because they were exotic, is fast
growing into an acceptable and decent professn in Nigeria. The
government and people of Nigeria have accepted theatre artistes as
effective and stimulating teachers, as promoters of fashion and culture,
AO I OOAOETI ¢ OEA OPEOEO 1 &# AAiI T AOAAUR AOOOEAOD
educational system andas a strong force in promoting Nigerian unity,
hence the establishment of theatre and communication departments in
almost all Nigerian universities. The existence of councils for arts and
culture, the promotion of cultural studies, tourism and the hospitaty
industry throughout the country and the inclusion of drama in the
Nigerian secondary school curriculum are pointers to the new attitudes
towards the theatre profession (P28).
This paper does not advocate that parents should not guide their children in the choice of course to study
but is rather of the view that, the wishes of their children should be sought after and respected. What is
then needed is proper advice and supportOften times, students have failed in their academic career
because of lack of interest and enthusiasm. Theatre arts is just like every other discipline with deep
intellectual exertion. Art itself, of which theatre is one, is a cre&n. According to Sofolg1994), its deep
intellectual discourse is designed:
To heal and restore the life of a sick and battered humanity; to create a
new vision for growth, renewal, regeneration and edification of man for
a wholesome life, and a better community. To mobilise a collective
conscience for a particulardesired objective (P5).
0OAOAT OO OET OI A OEAOA A OA AT AAA OdaCaOemivdlly aBdicRdnr@iBh& OEAEO
thoughts towards them. The era of compulsion, threat and preference over a particular discipline against
the other is gradually dissipating. There are different specializations and if everybody tilts towards
becoming a Medial Doctor, Engineer or Lawyer, the world will be chaotic and no meaningful progress will
be made. There is therefore no basis for the undue preference accorded sciences over the hrtthe words
of Sofola (1994:),
7A AOA EAT EI EAO xEOE OOAE OAdhRdt C AO OxA 1T AAA
bridges for outer links, and computerized cosmic order for better living;
not art, particularly the art of performance, which wastes peoples time
and is only good for those who have usess timeonth&€ O EAT AO O1T AOQOT o
(P.1).
"00 AAAT OAET ¢ O1 3AEAITETC AO NOI OAA AU 31 &I 1A jop
TTxh OAEATAA xEI1 ATT A T17T1U 1AOAO 888 AO Al EIT OAT O
by Schelling by saying thatO OAEAT AA AT A O A Bighifidarit An@unt of artCelernedtd in its

WwT
EIl I

profession are therefore encouraged not to give up their plans or rest in their ores.h& advice of Awere in
OEA PI AU EO NOEOA ET OOOOAOEOA AT A A EAUDEraft ROOEAOET ¢
says to Aaron:
Awere: ... | still think you can do something about it, you know! Persuade him;
make him see how frustrating the whole business is bound to be for you.
Surely, he ought to know that one can take a horse to the water,
but cannot farce it to drink P.1).
Keep fighting back and do not allow our philistine public to browbeat you into submission. Just as James
finally realized his mistakes and allowed Aaron and Maanan to have their way, we are optimistic that all
hope is not lost and that there is definitely£El EAEAOO T £ 1 ECEO AO OEA AT A 1T £ OE
gone beyond the often cynical, dismissive underestimation given it by a sector of Nigerians when they
OEi PI U AAIl EO OEA AOOETAOGO 1T A& Al 1T x1 Oh (Ukd, 2009R2AT ARAOOR £
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OPTIMIZATION OF AFFORDABLE ARTY TEACHING AND LEARNING
MATERIALS/RESOURES

OTOBO, Audu O. A./ IDAHOSA, Harrison
Department of Visual and Performing Arts,
Faculty of Arts

University of Maiduguri

Abstract

The paper posits that there are numerous benefits which the effective optimization of arty tuition materials can bring
into the education system in Nigeria. It is not adequate for the teachers / facilitators to decide to embrace the use of
tuition material s in their education, there has to be a complementary support from the school administration by way
of providing the necessary infrastructural support, finance, reward system and support services. There should be a
consensus among practitioners for the cration of a school Tuition Materials Services Program to meet the required
administrative support that can be provided. The Tuition Materials Centre should be the core of the institutions
material services programme. Through the Tuition Material Centre, fdities will be planned out, made available and
stored efficiently for efficient distribution and retrieval system.

Key Words: Optimization, Affordable, Arty Teaching, Learning, Resources

Introduction

)yl AAOAAOQGEI 160 Ai RDEGEDET OEREDAEAD 1T &£ 1 AAOT AOOR A PAO
long standing process of reading, writing, counting, text memorization skills that may have been

appropriate for the medieval clerks are giving way to skills of analysis, correct and cunt approach that

AOA AT 1 OEAAOAA AAOEOAAIT A ET O1 AAUdO i1 AAOT AOI OOOA j 7
numbers is insufficient and must be supplemented with additional basic skills as new and promising
technologies permeate activities bdaily living.

4EOT OCE All OOOAOGOI 1T &£ OGEA TAOGET 180 AAOAAOGEIT Al OUOO
types, tuition resource or teaching and learning materials/resources are an indispensable issue in the
OAAT EUAQGETT 1T &£ Ci Al OBEAEAAODOI | BOADEREIOT OAIOA OIOARA®E x1

all the physical materials, imports, products, improvised, constructions, gadgets, aids, tools and reminiscent

of, which teachers and facilitatos utilize to underpin the impad of unwritten expressions in the teaching

I AAOTET ¢ DOI AAOO8 4EEO 1 AAOIT-IEanipg reskurces ad éAopti@Etd DEOAO
materials/facilities.

The commonness of teachers OAT AZDPOAOOEI T O ET OEA PAAACI CEAAI AU
of hearing, which put into practice could be mind O AET ¢ AAZOAO A xEEI A8 4EA A
(materials) facilities on the other hand, cdbk into play the sagacity of sight (visespatial) and touch
(manipulo-spatial). The number of senses involved in tuition process, the more fixed the learning that

results; thus it is thought in the Chinese didactic thinking that:

We hear, we forget;

We see, we keep in mind,

We do we comprehend.

The use of affordable teachindgearning materials pledges more effectual learning as the learner, in adding

to simply hearing, also sees and does. It is consequently indispensable not to have the materials/facilities

in our tertiary institutions, for them to be efficiently browbeaten in the pedagogy.

Predictably, array of materials (resources) exist for different arty subject matter or schedules, at different
educational levels. Whatever the nature of materials/resources used by the teacher or the facilitator it is
understandable that resources serveamong other things, to concretize theoretical concepts and ideas.

They make learning more reminiscent, enthralling, more real and animated. They smooth the progress of
retention of learnt content and help the teacher/facilitator to preserve energy by limiing utilization of

Ol xOEOOAT x1 OAOh OEAO2O xEU EO EO 1T £#0A1T OAEA OEAO OA
Tuition (materials) facilities exist and can be obtained in a number of ways. They may be purchased,

donated, produced, improvised, fabricated, constructed or may exist within an environment as junks to be

recycled or as permanent features, structures ornstitutions. However, they may be attaining, it is

important to make the best use of the materials when they are available and affordable. It is the purpose of

this learning to examine how best exceptional oriented (arty) schools and institutions can utde the

Al
2D
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materials most favorably. In doing so, we shall first of all identify various types of materialeguipment)

or materials/resources that are available and affordable for use by teachers, facilitators and learners. We
shall then briefly highlight how the materials may be obtained, before discussing how to make the best use
of materials/resources.

It is probable to classify tuitionA N O E b iresdui@es i number of ways. They may be apparent according
to the levels of technology- low level technology or highlevel technology materials; according to their
sagacity: they stimulate visual equipment, and audievisual equipment for effusive chores. They may also
exist as projectuals and norprojectuals material; as printed and nonprinted materials and the like.

#1 1 OAl T OAOU 1 AAOTEIT ¢80 EO AEAOAAOAOEUAA AU A 1160
innovative teachinglearning taxonomy. By innovative teachingearning taxonomy it is meant that a
structured combination and utilization of people, materiab, facilities, automated equipment and
procedures which interact to achieve the desired tuition goals. Consistently, the need for meaningful
investment in education is the basis for such innovative learning taxonomy which requires more than the
O1 O OE (trdditishdl) teacher to directly transmit information to the learner. In stance of this learning,
tuition material is the same thing as educational standard which means the media born of the
communication revolution which can be used for instructional puposes alongside the teachers, textbooks
and the blackboard (AECT, 1979; Ukoha, 1996arney & Levin, 200, Ikwuemesi 2005). Conversely, tuition
materials are communally classified according to their distinctiveness. Thus the most attested classes of
tuition materials\ resources are as follows:

1. CONCRETE (Automated)

2. SOFTWARHEConsumables

3. TUITIONAL PACKAGES (Self teaching facilitates)

4, PROJECTED VISUA&udio Visuals, Overhead Projector, Intercom/ Cinema etc)
5. PRINTS (Books, Publications, Journals, Handowacyclopaediasetc)

6. NONPRINTED (Real Objects, Specimen, Megg etc)

7. PROJECTUAL®hysical Features etc)

8. ARTY MATERIALS (Graphic, Textiles, Ceramics, Fine Art, Art History and Art Education).
The above with reference to classes or categories of tuntaterials/facilities consists of several items which

space will not consent us to itemize now. Conversely, we shall name a few paradigm categories.

TABLE 1
CATHEGORIES OF ARTY TUITION MATERIALS
FINE ART MATERIALS
SIN CATEGORIES EXAMPLES

1. CONCRETES

EASEL

1. Radial Studio Easel; manufactured from beach wood this ease
can be tilted backwards and forwards and theentre joint allows
the canvas to be returned to the horizontal position. Fitted with
extra-large locking wing nut.

a) Weight: 7.25kg. Size: 1560, 200, 76 (1930mm)

2. Folding Studio Easel; a heavy duty oiled beach wood featuring ¢
twist -lock knob for easy adjustment to canvas height. Incorporats
pallet holder and base stabilizers

b) Weight: 6 kg). Height(1730mm)

3. Sketch-box Easel; a combinedcolour box and easel in oiled beact
wood cleverly design so as to enable use for any kind of paintin
Incorporates a one drawer cabinet and wooden pallet.

c) Weight: 6kg) Height: (845mm).

4. Coventry Table or Artist Table Easel; this strongly made oiled
wooden table has an adjustable support and takes canvas up
610mm high, the canvas position can be set to suit either
backward or forward position.

d) Weight: (1kg) Height:( 95mm)

5. Canvas Carrier; specially developed oiled beach wood, canva
carrier that can accommodate two canvases of (508mm). Weigh
(340g) approximately.
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2.

3.

4.

5.

PROJECTUALS

TUITION PACKAGES

PRINTS

CONSUMABLES

f)

Metal folding Sketching (out -door) Easel; this styling

incorporate grip-type fixing handle that allows for positioning to
suit either oil or water colour painting.

Weight: (2.27kg) Height (740mm)

Durham Studio Easel: Asolidly built oiled beech wood easel. The
base of the canvas fit in a rest which forms a pigeon hole to stol
brushes, colures etc.

Weight: (17kg) Height: (137mm).

Workshop Equipment

a)

h)

a)
b)
c)
d)
e)

f)

UBLIC

0.
1.

Noakwn

Auto-air compressor: Sturdily constructed and designed especiall
for use in studio workshops. With spraying and airline equipment/
accessories.

Robust hammers:

Metal cutting bansaw (Horizontal/Vertical -3 speed cutting arm)
1868 !'TCI A COET AAO

Sheet metal Shear (cutting capacity 1.6mm0

Sport-welding machine (automated)

Hydraulic iron bender(automated/Manual)

Gas welding (with oxygen and Acycertarlene gas)

Hydraulic lifter (manually Operated

Multi-head wood engraver (automated)

Metal measuring and rolling machine

Punch and Flange Tools (ldeal for crimping and hole punching)
Overhead projector/transparencies

Slides projector/screen

Desktop computer/screen

PowerPoint/facilities

Printer

Photocopier

Selfteaching (making do)

Models (sentient or inert)

Moulds

Prototype

ATION

How to draw Books

Portraits and how to do them

How to Paint with Acrylics,Watercolours, Temperaand Oil
Drawing in Charcoal

Sculpture for Beginners

- RAOAI x1 OE8O &I O "AGCETTAOO

Quick Sketching

Common Faults in QOil Painting

Experimental Painting etc

Journals etc

Handouts

OOEOOB O [/ EdlourdT A 7A0AO

I OOEOOOGS [/ EI #11 OOA ColoBriuBe§AE "
Brushes, Dipper, Linseed Oil, Turpentind2alette Knife, Wood Ply
Platte andcharcoal)

Colour Sets

Water Colairs

Oil Mediums and Vanishes for Oil Painting

Oil Mediums and Vanishes fowatercolour Painting
CrayolaColours3 A OO 6x ASDBA W AT AOOA j 01 AC
Tempera Colures (Tempera mix can be converted to a water
resistant glaze by the addition of PVA medium).
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1. Round Brushes; a welformed brush for water colure made from
sable heir with good pointing qualities. Available size§,-12.

2. Sable Fan Brush: for blendingolours in landscape and
portraiture. Available sizes 26.

3. Filbert-Shaped Ox Halt Brushes made from higality ox-heir-
suitable for oil and water colure painting Available sized,-12.

4. Nylon Brushes; Ideal for oil painting, theibres are firmly setin a
thick laid seamless ferrule on a long handle Available sizes-2.

5. Hog Brushes; Flat Hog Bristle Brushes these are some of the bes

hog brushes made. They have curveith interlocking bristles of
fine wearing qualities suitable for oil or acrylic painting. Available
sizes 116

6. Student Brusheg(Flat Bristle, Round Bristle, Filbert Shaped and
Nylon Brushes they are schoefuality that designed for rigorous
use. They are designed to holdolours well.

Painting Accessories

1. Palette Knives Straight Blade made from finest Sheffield Steel
76mm, 102mm, and 127mm.

2. Cranked Blade (Finest Sheffield Steel)76mm, 102mm and 127mr

3. Palette Knives Straight Blade (Stainless steel) 76mm, 89mm and
114mm.

4. Painting Knives(Stainless steel) Long trowel shape, Short trowel
shape, Narrow peer shape Medium peer shape and Small peer
shape

5. Portfolios (with flaps can be improvised)

6. Wooden Pallets (improvised from fine mahogany or flexible white
plastic)

7. Artist Chinaware (plastic saucers)

Painting Surfaces

1. Prepared CanvasAcrylic Primed

An acrylic primed cotton duck canvas of evetexture.
Recommendedor murals and largescale painting.

2. Prepared CanvagOil Primed
10A1 EOU O@é6 | AAA EOT i1 £EETAOO
construction. Suitable for all purposes
10A1 EOU O6'8 71 OA1 &EOii EECE N

medium texture. Suitable for most techniques
10A1 EOQU O(6
3. 51 POEI AA #A1 OAOg 10A1 EOGU 0@
4. Oil Sketching Boards!  OA ACIOGMED AA DOEI AA .
assorted sizes.
Papers for Drawing and Water Colures

1. “"TAEET CZEl OA | OOEOOOS 30O0PAOET O

2. Education Paper (Sugar Paper) Available in assorted colures and
sizes.

3. Newsprint (Sheet size) Available in quires and reams.

4. Fabriano Ingres Papers (9Qm2)

5. Available in assorted colures.

GRAPHIC DESIGN MATERIALS

1. Auto-Kon 1000 Scanner: A Laser scanning machine (Teaching
Equipment).

2. Grant Projector: Enlarger for photographic and artistic colure

separation. (Teaching Equipment)

Etching Printing Machine Equipment)

Collotype Printing Machine: Available as Automated, Manual.
(Teaching Equipment)

Pw
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5. Colour ldexo- Printing Machine
6. Letterpress Printing Machine.
7. Gravograph Engraving Machin€TeachingEquipment)
8. Glass Laser Engraving Machine (Teaching Equipment)
9. Metal Embossing Machine (Teaching Equipment)
10. Swivel T-shirt Heat Transfer ScreerPrinting Machine (Teaching
Facilities)
1 Professional Cameras (Cannon EOS 600) With4SE855mm
(Photographic Teaching Equipment)
1 Configured Computer System (Computer Graphic)
1 Dark RoomEquipment/Facilities.
1 Airbrush (Facility)
1 Airbrush Compressor (Facility)
1 Adjustable Drawing Table(Furniture)
1 Air Compressor (Workshop Equipment)
1 Multi-HeadWood Engraving MachindWorkshop Equipment)
1 Craft and Hobby ToolgFacilitiesd q
1 Thermograph Machine(TeachingDevice)
1 Flexography Printing Machine (Teaching Equipment)
PROJECTUALS 1. Overhead Projector / Screer(Facility)
2. Slide Projector / Screen(Facility)
3. Power Point Facilities
4. Printer
5. Photocopier
TUITION PACKAGES
0] Prototypes (Improvisations)
(ii) Models
Giy , AOOAOET C 4AAET ENOAO OAT A 1
(iv) Mounting and LaminatingTechniques
(v) Photographic Techniques
(vi) Planningfor Visual Media Production
(vii) Media Design: Ideas and Techniques
(viii)  [lllustrating Techniques and Aids
(ix) Colouring Techniques
) Human Skeleton
(xi) Puppetry
PRINTS How to Draw Books
0] Drawing Simplified
(ii) How to Draw Head
(iii) How to Draw Headfrom Life
(iv) Figure from Life
(v) Anatomy
(vi) Comics

(vii) Animated Cartoons

(viii)  Animation

(ix) Perspective Drawing

(x) Technical Drawing

(xi) ABC of Lettering

(xii) How to Paint with Airbrush Techniques
(xiii) How to Animate Film Cartoons
(xiv)  Figure Anatomy for fashion Design
(xv) Simplified Steps to Graphic

(xvi)  Nudity and Graphic Design

(xvii)  Quick Sketching

(xviii)  Figure Drawing for All its Worth
(xix)  Journals
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(xx) Handout

(xxi)  Print Master-Image Index

(xxii)  Architectural Graphics
CONSUMABLES

1. Beginners Kit: 24 assorted pastelgjusting brush, 57ml bottle of
fixative, spray diffuser, knead able putty rubber and leafleted Hint
for Beginners.

2. Block Printing Colours(Water and Oil based) are suitable for
various printing processes using wide range of block materials
these may include Wood, Lino, Metal or even Potato.

3. Screen PrintingColours(Water Soluble) designed for rapid drying
and easy cleaning of equipment using soap and water.

4. Screen and Fabric Printing Colures (Acrylic based) this versatile
range of printing colures has been formulated so that the popular
printing techniques can be under taken. The acrylic base gives
permanent results on both paper and fabric and bright and ligt
fast pigmentation.

5. Poster Colures: are highlypigmented forms past colures that
produce a smooth matt finish suited to design work.

CONCREAT TEXTLE DESIGN ART MATERIALS

1. Standardizes Printing Table (With Printing Accessories) a

precision-made edges locking wind nut. Melamine cover, soft

printing top

De-Waxing Machine(Wax Remover)

Die-Piet (Manual/Mechanized)

Automated Looms: Motions are derived from two steel shafts,

known respectively as top and bottom shafts

5. Flour Looms(with weaving accessories Warfpeam, Leaseod,

Herald, Reed, Pickingstick, Warp, Mash, Sheds, Shuttle and

Woven cloth

Table Looms (With Accessories)

7. Assorted Tailoring Machines (Leatherjute, syntheticleader and
fabrics)

8. Screen PrintingEquipment: Especially for printing display
materials, printing on unusual surfacesE O AAT 1 AA OC

9. Mechanical Ox dying Railings (Automated)

10. Automated Cuprammoium (Teaching Facilities)

Pwn

o

It is indispensable to stateat this point that the use of elucational conciliators in the teachinglearning
processes in Nigeria schools and institutions cannot be said to be absolutely new. Statistics exist when
resource (materials) such as twigs, marbles, dowels, cowries, craniums, shingles, rocks and seeds were
used widely in teaching and learningo educate(Kogi, 2006, Barsh, 2006, Hajara, 2008, Lemke, 2012). What
are conceivably new are the htech modernism and products such aselevision, radios, computers and
telephoneswhich are now being used in teachindearning procedures in Nigerian schools.
Benefits of Arty Equipment
The invariable increase in the need for and usef arty materials in schools, colleges, universities and the
various educational institutions lies in the fact that they are useful. It has been stressed that the basic
assumption about tuition materials (both hardware and software) is that they can be used to banced and
improve teaching and learning (Presidential Commissions on Instructional Technology, 1970). One vital
justification for the use of tuition materials\ resources in teachinglearning process isthat it possesseghe
ability to stimulate the sagacitiesof hearing, seeing and touchingenses of the learner (Miller, 1957). Miller
says:

Teaching at any level requires that the student be exposed to some form of

OOEIi OI 668 , AAOTETC AATTT O OAEA bpi AAA ET OAA
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able to produce stimuli having enough strength and definition to get through
OEA OOOAAT 68 OEA OOOAAT O 1 0060 11 0EAA AT A 7TiO
classroom, auditorium or in thestudios studentsin the back rows must be
able to hear, if there is something to see, they must be able seer if there
is something to feel, they must be able to feel it. By the use of contemporary
technology,we can control the size of the visual image, amplify the sound
and stagemanage control of the objects. We can controthe rate of
perceptible motion or show inaccessible thing or those that are remote in
space or time.
In a practical sense, a tuition material has imperative position in the teachinigarning procedure.
Foremost, from the viewpoint of teaching, tuition material can be used:
i. Provide increased curiosity in learning
i.  Getholdof thel A A O httdrdidn O
iii. Strengthens written communication
iv. Brings professionalism andmulti -resources to the pedagogical setting
v.  Acquiesce all members of the group or class the opportunity to share a joint expertise

Vi. Provides for direct communication to students with the reality of their communal and
physical environment.
Vii. Provides liberalismfor the learning of insubstantial or controversial subjects
viii. Exhibit in accessible processes, effusive arty abilities, actions, things and transformation

in time, speed and space.
iX. Demonstrate and illuminate nonverbal symbols and images, quantitative relationships,
complex relationships, abstract concepts, spatial relations and special minutiae.
X. Encourage greater acquisition and longer retention of accurate connections
Xi. Provide openings for autonomous and individualized scholarship
Within a realistic prudence, tuition resources (materials) have significant roles to play in the arty teaching
learning procedures. Jegede, (1994), Melnick, (2011), Romiszowski (1981) Ukoha, (1996), pragmatically,
affirmed that tuition materials can:

i. offertheET OOOOAOI O xEOE A 1 AAT O A O AOI AAATEI ¢ EEO OA

ii. help the instructor to offer his scholars with meaningful source of information.

iii. offer the instructor with interest -compelling spring boards which can launch scholars into

AOT 1T OEAOOSE OAEMAVDW. T £ ET OAT 1 AAOOAI

iv. offer the instructor to triumph over physical differences of presenting subject matter.

v.  Offer the instructor with the tools to carry out analytical testing research and curative works.
Finally, most tuition resources (materials) are in essence educational materials which can also be seen in
the context of visuals and, consequently, in terms of their contribution to the visualization of the tuition
process. Nworgu (1990), Ahme@2017), Duncum, (2002, asserted that, visuals are indispensable elements
in visualization which itself is a mental act and an integral part of the thought process. It has been
recognized that we envision, dream, explore, systematize our thoughts, make value judgrteeand; solve
problems by visualizing. More specially, we see thoughts in terms consortiums and clusters, movement and
rotation, spatial and symbolic relationships, and largescale demonstrations.

Strategies for Optimization of Affordable Arty Tuition Materials
The assortments of benefits of tuition materl have been enumerated iearning. It must be emphasized
that the effectiveness of any tuition materials is partly a factor of the ways they are designed, selected and
utilized. Similarly, there cannot be any hard and f& rule about the design, selection and utilizing of tuition
materials. What is required, therefore, are general guidelines that can be borne in mind to ensure the best
optimization and affordability of tuition materials.
Criteria for Good Arty Tuition Materials
The subsequent criteria can be used to critic and ascertain the quality of any categories of arty tuition
materials to be selected and used. A good arty tuition material is determined by a number of factors via:

1. Aptness: course objectives, studipracticals, lectures; appropriaeness for a particular
learning level,
Freedom: from preconceived notion, prejudice, distortion
Currency: reflecting current thought /innovations,
Availability: obtainable when needed
Apped: euthenics, attention holding,
Technical eminence: simplicity, workability .
Affordability: within school budget curb.

Noogakwd
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Arty Material Support Facilities
Optimization of affordable arty materials on teachinglearning/facilitative process can be effective, unless
there are a minimum andtolerable levels or quantity of the following support facilities, namely:
Lecture Halls
Seminar Rooms
Work Shop
Studios
Media Resourcegentres
Exhibition Halls
Electronic Learning Centre
Out-door Learning (excursion facilities)
Libraries (Conventional,Audio-visual)
10. Open Spaces
11. Electricity (Power) Supply
Arty Tuition Material Selection
The selection of arty materialszlearning and demonstrative proposes is one important step in the overall
System Approach to instruction. The selection of arty tuition material, thus, should be guided by the
following factors:

©CONOOA~WNE

1. The Chore Factors: the type of arty learning objectives borne in mind.
2. The learner Factors: (I Q. physical abilities /disabilities age, sex, etc).
3. The Quality of Material The criteria listed earlier should be used to determine the quality for any

didactic teachingprocess.

Material availability and affordability: - Categorized namely;

Donated/Inexpensive Material

Commercially Produced Materials

Fabricated or locally produced Materials (Teachers/Students projects/improvising

Nature of Material Mode: should influence the choice i.e.

Size of learner Group

Independent Learning

Stimuli Interaction Needed

Drill Practice.

Availability and Affordability of Support Resources: should influence the support (men and

materials) available in the teachinglearning system e. g.

5. Relevant and skill personnel

1. Appropriate Equipment(s)

2. Physical Facilities (Appropriate Quality)

Challenges of Arty Tuition Materials in Nigerian Tertiary Institutions

In spite of the numerous recompenses and benefits which the teachigarning process can gain from arty

tuition materials, the innovation appears not have been effectively integrated into most Nigerian tertiary

institutions. This circumstance is due to nmerous challenges which can be broadly classified into (a) What

to use, (b) Where to get what to use, (c) How and what is affordablean be put into optimal use.

Universally, the challenges facing the optimal utilization of arty tuition materials in Nigerian tertiary

institutions include the following:
(a) The cost of arty tuition resources,equipment and materials are typically high and
sometimes unaffordable. In a situation of meager financial allocations, the innovation is bound to
suffer due to the lack of adequate number of equipment and materials occasioned by poor and
irregular funding.
(b) There is a general lack of befitting arty infrastructural facilities for tuition in most tetiary
institutions in Nigeria, apart from availabletraditional classrooms rehabilitated into studios and
workshops. Tuition equipment/facilities require adequate and additional spaces for design
rendition, reprography, fabrication (manipulo-spatial dexterities), production (prototype) and
utilization of Audio-visual materials. There is also need for storage facilities. The lecture halls and
studios are expectedo be regularly lit with electrical out-lets, projected or screens and acoustic
walls.
© There is a general shortage of arty equipment and materials due to financial constraints
and importation challenges as most of the technical advancesuipment are produced outside
Nigeria. Besides this general shoae, there is a deficienbasic information about the accessible
ones.

PwodENENEOGA
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(d) Lecturers/facilitators work -load is usually heavy in the conventional teaching mode. Such
heavy teaching workload does not allow for effectual integration of arty tuition equipment,
materials/resources into our educational system.

(e) The nature of examination or evaluation which are highly paper and pencil oriented
predispose to inhibit the extensive or intensive use of arty tuition materials during the teaching
learning process.

® There are the challenges of nomvailability of professional and technical staff that can
AOOEOO OEA OAAAEAOG6OFT MEAAEI EOAOT OO0 EIT -lédnkg AEEAAOQE
process.

Summary and Recommendations

From all propositions, there are numerous recompenses which the effectual optimization of affordable
tuition materials can fetch into education system in Nigeria. By way of summary of these benefits, studies
have asserted that arty tuition materials/equipment may perform some super human tasks for exceptional
teachers although each of the materials do not part&keach of the roles (Love, 201 leith, 2010; Kogi,
2006).

It is not adequate for the individual teacher to decide to embrace and use arty materials in their teaching.
There should be a complementary support from the school or educate administration by way of providing
the essential infrastructural support, finane, and reward system and support services. There is no one
broad-spectrum technique of providing the essential administrative support for tuition material in
institutions. However, there should be a consensus among practitioners afidio-visual technologythat it

is only through the creation of institutions Tuition Material Service Programme that the required
administrative support can be afforded. The Tuition Material Centre should be the core of any institutions
material service. The pedestal for such cére and programme can be found in the need to organize the
institution to make tuition materials easily available to teachers/ facilitators and students. Through the
Tuition Material Centre, facilities will be deliberated on, made available and stored corafently for
allotment and retrieval synchronization.

The service of the proposed Arty Tuition Material Centre has fareaching implications for the planning and
implementation of tuition material programme in schools. The following implications are laudable of note:
1. The Arty Tuition Material Centre should include the services of the institutions conventional

library. They should be a need for a separate library, once the Arty Tuition Material Centre
is equipped.

The Arty Tuition Material Centre should be centrally located so that it can serve the various
components of the institution

The Arty Tuition Material Centre should be designed to provide space for tHellowing activities:

Junk Area (Recycling, improvisation materials sites)

Material Stack Area

Multi -purpose Area

Individual Preview and Audition Spaces

Storage Area

Maintenance and Service Area

Production Area

Multi-purpose Learning (Evaluation Area)

The Arty Tuition Material Centre when fully operational would serve as a partnership for solving all the

challenges affecting the optimal utilization ofarty tuition material in the teachinglearning system

Conclusion

In conclusion, the benefits ofrty tuition material to teaching-learning process call for the optimization and

the affordability of their selection and utilization by the O A E | dysted.(rhe perception and operation of

Arty Tuition Material Centre should be designed to harness benefits through the minimization of the

challenges intrinsic in such exercise.

n
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Abstract

4EEO PAPAO EO A AOEAE EEOOI OU 1T £ PAET OAOOE APDPOT AAE O1 OEA
the prehistoric era to the 21st century. The desire to create art is as old as mankind itself. Since time immemorial,

people have used arto communicate information, tell stories and record events. Art is one of the deepest forms of

personal expression. Art began underground, in caves, tombs and catacombs. The human figure has been one of the

constant subjects of art since the first stone agcave paintings. Artworks, such as figure and figurative paintings have

been reinterpreted in various styles throughout history. Examining various periods in the evolution of painting, what

are the contrasting sources to which artists turn for inspirationin the rendition of human figure? What are the varying

purpose of human figure paintings? Across this broad timeline, what are the distinctive styles, materials and techniques

of rendering human figure in painting? These questions underscore this brief BBOAOEOA | £ PAET OA008 A
approach to the human figure in painting.

Key Words: Narrative, Painting, Human Figure, Approach, Evolutionary

Introduction

4EA DPAET OAOOGE ADPDPOI AAE Ol inibKkes AstudyBEdGfptediatipniofGhe BeuityAT &£l OI
of the human body in its visual analysis and portrayal. This process also entails analysis of the postures,
such as sitting, standing or sleeping and the movements, such as walking, running, dancing, amohgrot
actions.

From the Sone Age to the inception of the Blightenment era, painters were confined to the rules of
perspective and resemblance in their approach to human figures. During the ancient civilization, water
based media were mostly used for painting. In Modernism, oil pigments became the ideal media for
depicting human figure. Modernists approach was dominated by blending and layering paint, which made
the human forms more real. Working from life models used to be the preferred practice until the middle of
nineteenth century, when photography was discovered. With this major turning point in the image world,
modern painters diversified their approach to include photographic process. They also abstracted human
forms, though with clues of resemblance.

Postmodernists approach to human figures in painting is an extension of Modernist style. They deployed
more materials in their approach to human figures. Postmodern artists expanded the photographic process
with the birth of digital reproduction and pixilation. Nowadays, the length of time needed to complete a
portrait painting has led most contemporary painters to use photographs as references of human forms.
Postmodern painters also expanded their palettes to transcend beyond the traditional liquid pigmes,
such as acrylics, water and oil colours, to include digital pixilation, solid colourful materials as well as
gaseous colourful materials. Painting is no longer confined to the twdimensional flat surface.

The painters approach to human figure turned around different art periods, characterized by remarkable
events. According to Wilder (2007), an art period can take from 50 to 20,000 years, depending on the level
of cultural change. This narrative of painter§ ADBOT AAE O EOI AT ZECOOA EO AAOA,
in the evolution of painting. It reviews selected figure and figurative paintings from the following
civilizations: Cave, Ancient Egypt, Ancient Greece, Byzantine, Ancient China, Renaissétodernism and
Postmodernism.
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Cave Painting (around 50,000 z 5,000 BCE

Fig.1: Wall painting in the cave at Pech -Merle, France, 22,000 BCE. 336 cm long.
Source:http://news.nationalgeographic.com/news/2009/06/photogalleries/cave -handprints -actually -

women -missions -pictures/

The style of Paleolithic work is naturalistic, as exemplified by Wall painting in the cave at Pebterle,
France (Fig. 1). The painting is composed of horses, spotted negative hand imprints and brown hues. The
cave artists used lines and dots to depicts @mals on rocks. The two hands portrayed above the horses are
signatures of community members. There are also prehistoric paintings discovered in the caves of Australia
and India, created around 5000 40000 BCE.

Fig.2: Wall painting in the cave at Tassili -n-Ajjer, 8,000 -6000bce.
Source: https://www.britannica.com/place/Tassili -n-Ajjer
Among the latest cave paintings depicting human figure is found on the wall of TassiliAjjer cave in
Algeria (Fig.2). It dates around 8,0086000 BCE In that era, the cave artists integrated more human figures

in their compositions than the earlier periods. Yet, they continued to approach human figures with a
sketchy style, characterized by the depiction of war, propaganda and religious beliefs. Careis often
macho and sometimes comic and highly imaginative as shown. The work is composed of people in motion,
that suggests a hunting scene.

Ancient Egyptian Painting (around 2500 BCE)

»wCcUDPO xAO OEA AEAEOOO AEOEI EUAOEIT O1T OOA OUiI OEAOEA
many new colours to the earth tones used by prehistoric cave painters. Especially striking are Egyptian
blues (ground from lapis lazuli), greens ({fom malachite), and golden yellows (from arsenic trisulfide,

DEC

ETTx1T AO T POEIi A1 6qos8 4EAU ET AOAAOGAA OEA OATCA 1T &£ 00D/

and papyrus.

Ancient Egyptian artists approached the human forms in a style called "Frontalism" in their figure
paintings. They avoided frontview and painted the sideview of human figures. This style, as stated by
Centricity (1994 and Mak (2017), is prominent in the palette of Narmer. Frontalism is considered to be an
early blueprint. It is a formula for figure representation, that was to rule Egyptian art for 3,000 years as
exemplified by the following work.
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Fig.3: Nebamun hunting birds, from the tomb of Nebamun, Thebes, Egypt, ¢. 1390 71352 BCE.
Source:BritishMuseum,London,England.http://www.britishmuseum.org/pdf/british_museum_nebamun_pac

k1.pdf

I AEOACIi AT O T &£ A PAETOEIC 11 cuUbpOOi Dl AOOAO j &EC80q OF
on a flat surface. This painting was executed in the tomb of Amenemheb at Thebes. The composition depicts

a scene of the deceased nobleman (Nebamwstanding in his boat and chasing birds from a papyrus swamp

xEOE EEOOBAE®Bx (A AAOAEAO OiiT A AEOAO xEOE EEO OECEOD
front of him, catches two birds in her claws while holding the wings of a third bird in heteeth. His two

acquaintances (possibly his wife and daughter) are scaled down in proportion to theiank. Adams (2012)

AET A O ItHokgh the watAr, plants and figures are represented by the usual conventions, the cat, fish,

AT A AEOAO OEi x A 1 AOOOAI EOI AAOGAA 11 OEOOAI 1 AOGAOOAOE
symbolic reminder of the eternal nature of life and thevalue of personal and communal stability for the

deceased (Mark, 2017). The dominant colours are blue and brown hues.

Ancient Greece Painting (800 z 323BCE)

Fig.4: Exekias, amphora, 5407530 BCE Terra-cotta, 61 cm high.

Source: Adams, L. S. (2012). A history of western art (5th ed.). Ney York, NY: Chris Freitag. P. 88.

Fig.4, showsthe vase painting,Achilles and Ajax playing a board game. The composition integrates form
with characterization to convey the impression that Achilles, the younger warrior on the left, will win the
game. Greek vases were made of ter@tta. Blackfigure artists painted thefigures in black silhouette with

a slip made of clay and water. Details were added with a sharp tool by incising lines through the painted
surface and exposing the orange clay below. The vase was then fired. The final resws an oxidization
process that turned the surface of the vase reddisbrange and the painted areas black. The painting
technique used during the Archaic period is knowras blackfigure (c. 600480 BCH (Adams, 2012).
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Fig.5: The official Chinese court portrait of Empress Cao, around 11 th century

Source: https://en.wikipedia.org/wiki/File:B_Song_Dynasty Cao_Empress_Sitting_with_Maids.JPG

Fig.6 showsan official Chinese court portrait of Empress Cao (wife of Emperor Renzong) of Song Dynasty,

created around the 11th century by unknown artist. Painting in the Chinese traditional style is
(Ragans2005) ET 1T xT AO CcOeEOUh T AATETC e¢lT AGETTAle 10O el AOQEC
human figure in the 11th century was dominated by techniques in calligraphy, that are done with a brush

dipped in black ink or coloured pigments. In creating this portrait silhouettes of the Empress Cao and nus

were firstly created in flat colours. Next, calligraphic technique was used to capture resemblance, and in

definition of shapes, forms, drapery and patterns.

anine Mosaic (500 -1200
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Fig.6: Court of Theodora, apse mosaic, San Vitale, C. Al264cm x 365 cm
Source: Kleiner, F. S. (2009). Gardner's art through the ages: A global history (13th ed.). Boston, MA: Clark

Baxter

Fig. 5shows a group portrait, that represents Court of Theodora. Apart from painting with pigments, the
Byzantine artists used mosaic to renderhuman figures on Wall. Unlike Hellenistic mosaic, made by
arranging pebbles on the floor, Christian mosaic, as shown in this work was made by adapting the Roman
method of embedding tesserae in wet cement or plaster. Tesserae is a Greek word, that (Ada®@4,2)

i AAT OONOAOAOG 110®6@BC @IEARE IAG dhishaged Byddntind aktistuised Tekserae

of small squares and rectangles, cut from coloured stone or glass, to create realistic portraits. They also
used gold tesserae, made by pressing a square of gold leaf between two pieces of cut glass, for definition of

forms, lighting and shimmering effecs.
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Renaissance Painting

Fig.7: Mona Lisa, Leonardo da Vinci, ¢. 1503z5. Oil on wood, 76.8 x 53.3 cm

Source: Muséedu Louvre, Paris, France,

http://www.paris  -paris -paris.com/paris_landmarks/museums/louvre

The Renaissance artists were confined to the rules of realism and perspective. The painters served as
photographers. Their approach to human figure was dominated by the urge to capture the exert replica of

images on canvas. In most of their works, RenaidsséA A DAET OAOO Ai i T UAA 11 AAI 68 )
Leonardo used sningersA and jesters to keep Madonna Lisa (his model) smiling, while he painted (Adams, o
¢npecqgs8 O-TTA |, EOA8 j &EC8 xq EO Ai i bl OGAA 1T &£ A EAI Al R

background made up of sky and landforms.

Stained-Glass Windows (1000 -1400)

4EA PAET OAOOG APDPOI AAE O1 EOI Al EECOOA xAO OOEIIT AT T ¢
perspectve despitethe difficutes in workng with stained glass material. Stained glass is translucent
coloured glass cut to form a window design. Compositions are made from pieces of coloured glass formed
by mixing metallic oxides with molten glass or fusing coloured glass with clear glass. The artist suhe
individual pieces as closely as possible to the shape of a face or whatever individual feature is to be
represented. The pieces are then fitted to a model drawn on wood or paper, and details are added in black
enamel. The dark pigments are hardenedral fused with the glass through firing in a kiln. The pieces of
fired glass are then arranged on the model and joined by strips of lead. The predominant colours of Gothic
stained glass tend to be blue and red, in contrast to the golds that characterize m@&yzantine mosaics
(Gardner and Kleiner, 2013).
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Fig.8: Stonemasons and sculptors, 1200 z1220.

Source: Gardner & Kleiner (2013). Gardner's art through the ages: A global history (14th ed.), p. 375.

A figurative painting (Fig. 8) typifies the painters approach to human forms with staineglass. It is a detail

of a stainedglass window in the Northernmost Radiating Chapel in the Ambulatory, Chartres Cathedral,

France. This work portrays some stonemasan and sculptors at work. The composition is realistic,

dominated by red and blue hues. The artist used black lines for details.

Modern Painting (1870 -1970)

-TAAROT O0OAET OAOO6 APDPOI AAE O EOI AT EECOOAO xAO OAOU
naturalism, and abstracted the human figures. Most of their paintings retain some identifiable features, like

clues of resemblance. The most influentimhovements of modern art are: Fauvism (190%), Cubism (1908

14), Futurism (1909-14), Expressionism (from 1905), Dada (191&4), Surrealism (from 1924), Abstract
Expressionism (194860) and Pop Art (1955, 1970).

Fauvism demonstrated the independent power of colour. Fauvist painters highly subjective approach to art

was in contrast to the classical contenbriented outlook of the academies. Futurists introduced movement

into their canvas. Expressionism popularizedubjectivity in painting and showed that representational art

may legitimately include subjective distortion. Dada focused on performance art and readgades.

Surrealism generated an unusually, new set of nerational images. Abstract expressionism populazed

abstraction.

Fig.9: A Sunday Afternoon on the Island of La Grande Jatte, 1884 - 86, Georges Seurat. Oil on Canvas, 207 cm x
308 cm, Source: https://www.artic.edu/artworks/27992/a -sunday-on-la-grande -jatte -1884

In Fig. 9,Seurat uses pointillism (dot technique) to transform human figures and Grande Jatte scenery. For
two years he made miniature outdoor studies, before painting the large canvas. This painting was among
the works shown at the final exhibition that marked theend of Impressionist movement. Seurat laboured
extensively over a period of two years (188486), making, reworking the original as well as completing
numerous preliminary drawings and oil sketches (Adams, 2012). The approach to figures entailed a
scientific precision, as the artist tackled the issues of colour, light and form. Captivated by optical and colour
theory, he juxtaposed tiny dabs of colours. Through optical blending, the collation of dots transforms into
luminous forms.
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Fig.10: Les Demoiselles d‘Avigho‘n, 1907, Artist: Pablo Picasso, Oil on canvas, 244 x 234 cm

Source: Museum of Modern Art, New York, https://www.moma.org/collection/works/79766

Cubist style of painting is clearly different from the styles of other movements in modernism era. Cubism
is an early 20thcentury avantgarde art movement that revolutionized European art. The Cubist painters
transformed human figures by braking up humanforms and reassembling them into geometric
compositions. Picasso and Braque are among the most influential artists of this movement. Human figures
appear ugly like climbers roped together, each pulling the other up. Cubism view a subject from a variety
of perspectives simultaneously. Cubist painters were not bound to copying form, texture, colour, and space.
Their approach to human figures entailed an exploration of cuboids, glasses, newspapers and 4fdl as
visual effects to redefine human forms.

Postmodernism (1970 -2017)

4EA APDBPOI AAE O1 EOI AT EECOOAO AU DI O00i T ARAOT EOO
technigues. Notable movements in Postmodernism include Conceptual art, Minimalism, Video art,
Performance art, and Installation art. These movements are \irse and connected by certain
characteristics. Postmodernism overturned the idea that there was one inherent meaning to a work of art,
or that this meaning was determined by the artist at the time of creation. Instead, the viewer became an
important determiner of meaning. The viewer is deployed by some artists to participate in the work as in
the case of some performance pieces.

Other artists went further by creating works that required viewer intervention to create or complete the
work. With the emergence of appropriation, some postmodernists sometimes use photographs with little
or no alteration to the original. Some postmoderrst lay more emphasis to idea as the major driving force
of their works. However, another tenet of postmodernism, that visual culture could be appreciated and
enjoyed without any aesthetic training, undermines notions of value and artistic ingenuity.
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Fig.11: New Waves, 1997, Stephen Achugwo, Oil on canvas, 126cm x 74cm

Source: Achugwo (2000), Dynamics of concentric lines in painting. Nigeria: Un  published M.F.A. project report.

One of the styles of transforming human figures in postmodernism is demonstrated bfew Waves
produced by the Nigerian artist- Stephen Achugwo. In this work, Achugwdransforms the forms of a
Nigerian woman dancing to a traditional Igho song that heralds the Owu Festival. He uses concentric circles,
curves and arcs to interweave forms, space, melodies and rich cultural critiques.

Apart from a singlefigure composition, the painting explored transparency.

Relying on polychromatic rendition, concentric circles and curves were made to reflect through the flat
planes. In some parts, one colour fuses into another while in other parts rigid lines are used to create a clear
demarcation along the boundaries of diftrent colour zones. New Waves highlights the changing phase of
Nigerian culture. The female figure (ladydancer) portrays the influence of the foreign culture in Nigeria.
The influence is suggested through the changing phase of the ladgncer's attire, ransparency and the
interacting planes. Chains of concentric circles and curves, reflecting through interacting planes represent
the melodious tones of the Igbo traditional music.
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Fig.12: Mon Lisa, Artist: Jane Perkins, size: 120cm x 90cm

https://www.whitezine.com/fr/inspiration/jane -perkins -recycled -art.html/attachment/jane  -perkins -mona-

lis

In Fig.13,Jane Perkins reproduces Mona Lisa with beads, coral shell and found objects. She began by
creating a realistic wash of the subject in acrylics. This is followed by gluing coral shells, beads, plastic
buttons, plastic toys and found objects, onto various ¢our zones of the picture plain to remake the portrait

T £ -AATTA | EOA8 ' PAOO &OiI i OAOEET 08 OOUI A AT A OAAETE
representing or defining human figures in painting.
Conclusion

Painting is evolutionary and responds to chage in culture. From the Stone ée to this age of digital

revolution, there have been continuous improvement and advancement in the quality and quantity of

i AOAOEAT O AOAEI AAT A &£ O PAET OET ¢8 O0AET OET ¢ Al O ATl
approach to the human iC OOA O AT 1T OET OAO O1 AdI 1 6A8 0AET OAOOS ADPD
attempt to captures the human forms realistically. With the discovery of more colours and expanded oat

palette, painters achieved photographic resemblance. By the Modernist era, photography was emerged and

DAET OAOO6 ADPPOIT AAE O1T EOI A1l ZEGCOOAO AEAT CAA EOI I OAA
PDAET OAOOGS6 ADDOI AAE Olalisrg Gdstéadtion At @ddcepu@lisi. IPAiriting Aads mavéd

off the canvas and off the wall. There is a wider approach to the treatment of human figures than any of the

earlier era of art.

A brief narrative of painting is important for artists in so many ways. Artists should equip themselves with

the knowledge that they are handicapped in, some of which abound in the previous art movements. Instead

of concentrating too much on only one avereiof inquiry, artists should continue to research and internalize

as much knowledge as possible. Artists should also look outside their immediate disciplines for researchers

who are also mining the past, as it is this multidisciplinary approach, that wiknrich their understanding

and interpretation of images, and enrich their artworks.

0O
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Abstract

The contemporaneous happenings of different eras have always influenced the making of fine arts. The Futurist
painters, a 20th century European movement, for example, emerged in the course of the World VilarFuturism was

a key artistic and social development in 20th century art history, originating and most active within Italy, but also a
movement whose ideas spread to Russia, England and beyond (Adams, 2009). Current issues as sectarian conflicts,
kidnappET ¢Oh AOOAOOET AGEI T h AT A AAA 1 AAAAOOGEED EAO 1106 T1T1U A
also weighed the country down economically, socially, politically and educationally. Contemporary Nigerian artists
however seem to shy away fronsuch poignant contemporary issues as democracy, insecurity, terrorism. Even when
they seemingly interrogate such issues, it is always an unconscious renditiohhis paper examines some recent
competitions and exhibition entries whose themes and suthemes show how participating artists interrogate and
interpret the given themes and how they unconsciously/consciously end up making allegories of politics, democracy
whilst unwittingly rendering social commentaries. The author believes that, current challengesithin Nigerian
democracy and the democratization process, offer a lot of painting and exhibition themes therein. The author also
believes that essential stylistic movement(s) may just as well emerge if these young contemporary Nigerian painters
would be more purposeful, consistent and better encouraged.

Key Words: Discourse,Themes, Challenges, Contemporary, Salient

Introduction

The making of art has always been influenced by the happenings of different eras such as Futurism; & 20

century European movement of essentially painters, for example, emerged in the course of the World War

Il. The artists of Futurism produced paintings based on contemporary events of that time. According to

Adams (2009), the Italian writer, Filipo TommasoMarinetti, founded Futurism when he published his

Futurist Manifesto in the Parisian newspapeiLe Figaroon February 20, 1909. Marinetti passionately laid

out his ideas, which would later on form the central concepts of the movement.

Futurism was a key artistic and social development in 20century art history, originating and most active

within Italy, but also a movement whose ideas spread to Russia, England and beyond. In the Futurist

manifesto, Marinetti declared his hatred of old artistic and political traditions, and a love of new

technologies, for travel and warfare, for nationalism and violence. The Futurists would reject political

Al OOAAOGT AGOG AT A Ai AOGAAA AT U TAx AOI OOOAI EioudyOAOEI T h
AEODI AUAA OEA OOI AAO T &£ I AATAOGOGS8he j! AAI Oh ¢nmnmws

I ¢l AAT ET O OEA &OOOOEOO PAEIT OETI ¢O AT A OEOI AO APDPOI ¢
AT A OEA OI AAO T &£ 1 AAT AOOS6 OE Adde Av@ endnd Aitgy Tllig Araliglosd EAOA DA
(Fig.1), Shaken Flightoy Tullio Crali, 1939 (Fig.2),/mpressions of Bombardment (Shrapnels and Grenades)

by Luigi Russolo, 1926 (Fig.3)Burning city by Gerardo Dottori, 1929 (Fig.4), among many other such titles

(see the illustrations below).
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Nose Dive on ity [Tullio Crali, 1939]

fr

Fig. 1, Tullio Crali, Nose Dive on the city, 1939, medium unknown, size unknown.
(source: www/cartridgesave.co.uk/)

Selftaught painter Tullio Crali joined the Futurist in 1929 and developed the aero painting style with his

realistic depictions of flight, based on his own experiences of flying. In his 1939 paintifdpse Dive on the

Cityj &EC8 pq 11 A AAT OAA A COAAO O AROOGOAT AETI C 1 £ AAOE
DAOEADPO AAI AAOAGAAR OEA T Ax AT 1 AADO -evkof AVGAARBEEQIGIB OE
This painting, just as the others in the twentieth century periodwere birthed at a time when rapid changes

were taking place in many fields of human endeavour, Rapid changes in technological advances, medicine,

politics, new technologies for travel, warfare, for nationalism and violence the art as well. The Futurist

particularly focused on pictorial depictions of the new technologies, for movement and battle, for political

OEI 1 ATAA AT A TAOEITAI EOIi 8 4EA xI OA OAAOI 6 xEEAE OECIT
by this era drawn into the orthography of Futurist painti ¢ OE OO AAI A Adkdpiiuéa-A&& A x1 OA
PAET OET ¢co6 A OUTTTUI & O 1 POEAAI OPAAAR 11 OGAI AT Oh AAOQE
even sound.

Shaken Flight [Tullio Crali, 1939]

Fig. 2, Tullio Crali, Shaken Flight, 1939, medium unknown, size unknown. (source:
www/cartridgesave.co.uk/)

The Futurist had always embraced new technologies, particularly military hardware, and the development

I mer®paintngd ET OEA pwondO AT A tndd0 xAO A EAU PAOO 1T £ OI
whom had flown planes themselves, producedero painting with varying degree of abstraction just as the

painting in (Fig. 2). The painting under review is an abstract depiction of a mechanics of an aerial warfare.

There is a deliberate want of creating optical agitations through the use of repetitionf dine and forms.

Spread from the middle and around the upper portions of the work, are light penetrations from the

background that emphasizes the aerial activities.
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Nose Dive on the City [Gerardo Dottori, 1939]

Fig. 4, Gerardo Dottori, Burning City, 1939 , medium: unknown, size: unknown , source:

www/cartridgesave.co.uk/)

Impression of bombardment is a depiction of an aerial shelling by a fighter pilot Itis again a repetition of

shapes and forms, which on the ground isharacterisedOEA OAEOU8 O OAAPAS8 )1 OEA
circular patches that soar high into the skyTypically, an aero painting this Burning Cityis painted with the

grey toned colours except for the central area where the bomb must have dropped and exploded. The values

that characterised the Futurist works can be seen in this painting like the want of speed, aero dynamo,
movement and the consciousepetitions of design elements.

Impression of Bombardment [Lugl Russolo, 1926]

QAL

Fig. 3, Luigi Russolo, Impressions of Borhbadment 1926 (shrapnels and Grenades), medium unknown, size
unknown, source: www/cartridgesave.co.uk/

The futurist painters would purposely paint series of themes on current happenings of course bearing in
mind the core values of the movement: speed, light, movement, aerial mechanization and the mechanics of
aerial warfare even sound. Which is why themeske Impression of bombardment (shrapnels and grenades)
Burning city, Nose dive on the citsgnd Shaking flight are clear depictions of the light, movement, speed and
the fire power that characterized World Wars | and Il. It is surmised to say that the ctemporary Nigerian
painters have not really shown a deliberate attempt at directingheir ideas to a certain concern and the
development and or use of certairiconographies.

Contemporary Nigerian artists seem to completely shy away from such topical issues as genocide,
insurgency, democracy et cetera. Even when they seemingly interrogate such concerns, it is always an
unconscious rendition. This is quite unlike the Futuristswhere painters like Tullio Crali for example, would
produce series of paintings as thematic statements of the holocaust of the raging war at the time. In recent
times, this author has participated in several group exhibitions/competitions where over a hadred
artworks are normally exhibited. It is always worrisome to note that of all the works in an exhibition, only
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O1 AGAAT 6 AAi 1 AOAAUG S 4EEO DPAPAO AGAI ET A0 OAI AAGAA AO
andorsubOEAT AOh OT 1T A 1A IxEERAEOAOB 106G #1 1 PAOEOEI T AT A %dl
i 66 1T £ OEA "1 @d6h O"AET C 9101 co AT A O.ECAOEA OEA "AAD

these above mentioned themes. How they execute their compositions and how they end upking
allegories of politics, democracy and social commentaries is also of import in this discourse.

Review of Paintings by Nigerian Artists

A review of paintings below, created by selected contemporary Nigerian painters, reveals different
approaches to themes, which hitherto are not democratic. Some use ideas, styles, and mannerism from
existing social paradigms. Others use both existing arfuistorical elements to orchestrate their subject
matter. Notable, are political and administrative heads that have affected the course of our history at one
time or the other. The paintings also evoke apt drama in their quest to make meanings.

Bozimo, Zee Bradouy (b. 1970)

Fig. 5, Bozimo Bradouy Zee,. ECAOEA8 O #1 1 OOE Gilnd Edniad 137ctb & 1d6¢nOADG9] (Bource:
Nigerian Insti tute of Advanced Legal Studies, 30th Anniversary Art Competition and Exhibition, 2009)

An indigene of Bomadi Local Government Area (L.G.A.) of Delta State was born in Lagos on Februgry 6
1970. He attended Army Command Secondary School Ipaja, Lagos, and had a brief stay at Yaba College of
Technology before gaining admission into the prestigious University of Benin. Bozimo, in an attempt to

lantern, a pen and ink, the national flag, which mask other icons that are hanging faded on thg.skrhe
books appearto copies of documented evidences of the changes that has taken place within the
constitution. The lantern perhaps, is to indicate or bring light into the nation. The ink bottle at the lower
right hand side of the painting may have been used to sign into law tharious constitutions. Bozimo
emerged the overall winner of the Nigerian institute of Advanced Legal Studies, B®nniversary Art
Competition and Exhibition (2009). Bozimo may have succeeded in capturing the essence of eol@tion,
what he may not have noticed however, are the undertone elements in the painting. These include the faint
picture of Sir Frederick Lord Lugard in the middle top of the Nigerian flag, the mace almost hidden at the
top right hand side of the painthg. To this author these subtle undertones change the context of this
painting. It exposes the confusion that has bedeviled Nigerian politics right from the Colonial era. One is
not able to see much of the mace, because the books have virtually coverbeém. Meaning, these
constitutions have continued to change the course of power, and inversely powers have continuously
changed the constitutions.
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Jmoh Saliu Babatunde (b. 1985)

Fig. 6, Jimoh Saliu Babatunde, Amnesty, Acrylic on Canvas, 92cm X 76cm, 2010, Source: Araism Movement 7,
2010.

Born in Lagos on August 15, 1985, but hails from Kogi State, and has been an Araist since 2008. The review

I £ "AAAOOT AAGO DPAET OET ¢ Ai AT AGAO A&OiIi EEO PAOOEAEDAOI

organised by the Ara Studio and hosted by Thagit Pyramid Art Gallery (2010). He was one of the fourteen
participating artists and where a total of twenty-eight works were unveiled, only his entryAmnesty(see
&EC8eqh [ AAA A OT AEAT AT 11 AT OAOUh EAT AAneNigeAanfiay C OE
EO AOCEAAT O ET OEA Oi D 1 EAAIA T £ OEA DPAET OET ¢ | OAE
PDAET OET ¢ ET OI Oxi ANOAI EAI 6AOh PpOOO OEA DI OOOAED
side, and a protesting mwd on the right hand side. On the foreground of the painting are silhouettes of
heavily armed men. It is not clear whether they are government forces or angry militants.

Looking at the painting, one comes to terms with agitation, protests and the bitterness that characterized

the clamour for resource control in the NigefDelta. Going by the silhouetteof crowed of restive youths
brandishing all sorts of ammunitions in the foreground of the painting and the group of rioters in the top

right side of the work which are symbolic of the crisis in the coastal region. The artist may have succeeded

in capturing the issues of amnestywhat the author sees is a deeper political mesge. Every now and then

one hears of crises in society, and how the leadership either pretends not to know or tells lies about them.

If not, why would Mr. President be smiling in the midst of chaos? How come he is the most identifiable

subject in the panting?

oo L PRI G Ty X
Fig. 7, Osaretin Eghosa Henry, Unifying Spirit z a road map to development, Oil on canvas, 36.6 inches X 38.8
inches, 2012. (Source: Life in my City, 2012)
Osaretin, who is a graduate of the famous Auchi Polytechnic in Edo State, is a studio based artist residing
in Abuja. Osaretin, in an attempt to describe the state of being young, ended up with a painting that makes
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socio-political commentary (Fig.7). In an art competition/exhibition, (Life in my City Art Festival, 2012),
with the theme: Being Youngvhere ninety artists participated, only Osaretin presented a painting that bore
socio-political mannerism. He evoked a dramatic situation typical of youths, the engagement with chatting
and argument. Unknown to Osaretin, he has succeeded in dramatizing his painting, an argument and or
chat about democratic issues. In this democracy of ours, we as the citizenry argultaabout who owns
where, who owns what? Most youths, as the ones in the painting, spend time arguing and chatting about
this democracy and the democratization process. The youths in the painting are from different disciplines
of life, and will stand inthe sun at the expense of their jobs, because there is an argument on ground. The
map of Nigeria drawn on the ground by the lead character is perhaps to affirm his position in the argument.

Fig. 8, Osaretin Eghosa Hénry, Fragments of Unity, Oil on canvas, 45 inches X 45 inches, 2013, Source: Life in

my City, 2013.

In another attempt at winning, Osaretin produced a painting-ragments of UnityFig. 8) as his entry for the

7th edition of (Life in my city art Festival 2013); where he emerged overall winner. In an exhibition that

saw one hundred and thirty participants, only Osaretin again presented a painting that made a socio

political commentary. In a bid to interrogate thetheme Out of the Frame: Out of the Bae created an

O'TEI Al ZAOI 6 OAAT AOEI 8 /IT1 U OEEO OEi Ah OEA AT EI A1 O
OAAGAA AO OEA O T EAATA 1T &£ OEA PAET OET ChkEndle OOCCAOC
Jonathan. The painting was out of the box indeed. What he may not have noticed is that, he exposed a lot

of issues on our democracy. The injustices in government, power sharing, and how corrupt practices

hibernate in government amongst other thirgs. Some of the animals are seated not on chairs and far from

the table; why? Others are underneath the table; why? The animals seated around and on the table are

bl 0 BN xEUe 1T TAOET OO AAOA 1T &£ OITTEAU AAU x1 OE AAAI
Dudu Oritsejolomi Stanley (b. 1978)

Fig. 9, Dudu Oritsejolomi Stanley, The Resolution, Mixed Media, 0.75ft X 0.5ft, 2010, Source: Embassy of Spain
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Dudu, who is also a graduate of the famous Auchi Polytechnic in Edo State ply his trade in Lagos. Dudu, in

Al AOGOAI PO 01 EIT OA6mntepehdeice dhd RapphoBhoniettSpalp ECAOEAGh AT AAA
with a painting that makes political commentary(Fig.9). In an art competition/exhibition, (Organised by

The Embassy of Spain in Abuja, 2010), where he emerged overall winner. In an exhibition that put up

twenty -five participants, only Dudu presented a painting that made a political and bilateral comemtary.

$0A0 j¢npnq A@PI AET O EEO PAET OEW IgdepAndencd GrinieGarnpaadh AA AA|
VUAAOO T £# OEA 3PAT EOE AOI OOOAI xAARE ET . ECAOEA8 ) 0860
AOPDAAOO T £ 1EEFA68 4EA AOOET O T £ OEEO PAPAO AO OEEO bi
Nigeria and Spain going by the flags of the two nations that flank opposite sides of the divide. There are

books, documents and wide spread sheets of papers scattered on the floor of the foreground perhaps an

evidence of a lengthydeliberation. The two main fguresi OOEO AT A OACAAAA6 AOA E,
handshake which is indicative of an agreement being reached. Flanked on both the right and left sides of

the work are other people who followedtomaldh OBb OEAEO Al O1 OOUsO AAI ACAOQGEIT T 8

Ajah Godwin N. (b. 1986
v hal

e S R
A e, X e
Fig. 10, Ajah Godwin N., The Holy City, Installation, Variable, 2009, Source: Life in my City, 2009 .
Godwin a graduate of the Fine and Applied Art Department IMT Enugu, presented an installation to 8i¢
edioni £ j , EAA ET 1 U AEOU AOO &AOOEOAI ¢nmnmwqn xEOE Al A
In a work that set out to interpret beauty, Godwin uses an environmentally interactive narrative
surrounded by tattered view. In this installation (Fig.10) there is a man seated and leaning his back against
a tree. With his head dropped forward. There is an inscription just above his head pined to the tree. The
i AOOACA OAAAOG OOEA OOAOOATAA T &£ A AAA COMAGendoAOET T 68
AOA OEOAA CAITT11T106 1T &£ AOA T h 1 AAAT AA OAEAOGAT h EAOT ATA
a visual paradox where beauty assumes dejection, is tept, and is tired. Socieeconomically the author
seesh OEOOAI | AOAPET O OEAO EECEI ECEOO . ECAOEA8O EOAI
On a wider scope this substance of a great has mostly been responsible for ourgreatness as a nation.
.AAOIT U Al 1T &£ .ECAOEA8OC Ai1T £ EAOO Al AT AGAA £mEOI I OE
A

Nigerian civil war, the spate of corruption in he country, mistrust among the various regions, most of the
coup and counter coups and most recently Niggg A1 OA OAOiI 1 O UAO OEA ET OO0AI I
Such societal ills summed up were what Fela Anikulapo Kyl o y td O O A £A OWIAIAATOD [TAAC EOA d & A
Conclusion

The article has indicated the different approaches artists have in response to themes they encounter during

exhibitions and competitions; this trait characterizes the paintings under review.

Contemporary Nigerian painters rarely paint current and or political issuesthemes. Even when they do,

it is usually for other reasons such as monetary gains and to impress their audience. Take a visit to any art

exhibition or art gallery in any part of the country. Hardly would paintings addressing issues such as the

insurgency and mayhem causedby Boko( AOAT h 0&di ATE (AOAOI AT oh O51TETT x1
national restructuring conference among other things be agog in such paintings. Young paintdrseems,

would rather paint romantic and enticing themes. But when they choose to deviate at all, they, in the long
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run use ideas, elements, symbols, mannerisms, techniques and themes to provoke reactions from the juries
and the public. The provocations could at times be understood as-@tepth social commentary, political
satires, historical narratives and very strongallegories; the reviewed paintings within this text have indeed
succeeded in this regard.

Despite the fact that young painters will always want to paint to make sales, the author affirms that not all
works must sell. While some painting make sales and gain more audience for the painter, others would
not. At times paintings that seldom make sales make very more valid contributions to the discipline.

)0 EO OEEO xOEOA0O8O 000iT ¢ AAI EAZEZ OEAOh . EGCAOEAT AA
terrorism et cetera contain a lot of painting and or exhibition themes, therein for the young contemporary
Nigerian painter. Who knows! movement(s) mayust emerge if these young contemporary Nigerian
painters would be more purposeful and consistent in this regard.

Contemporary Nigerian painters should despite the odds continue to paint Nigerian situations.
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Abstract

Currently, drawing has taken a vast gamut of intellectualism by artists using varied materials, techniques asubject

i AOGAOO ET EOO AAIT ET AAGEI T8 4EEO PAPAO OOOOGAUO , AGEOE , Al E/
with the aim of enhancing hand and brain coordination. This might serve as suitable mental exercises in improving the

creative output of an artist. In this portfolio of drawings, the artist has categorised the series into three, single, double

and multiple fish compositions. A total number of eighteen drawings are selected for description, while conclusion is

drawn by enumeratingthe benefits of drawing.

Key Words: Drawing, Inspired, Fish, Forms, Techniques

Introduction

4EA ATTAAPO T £ OEEO OAOEAO 1 £ AOAXET CO EO AAT OAOAA 11
can serve as mental exercise. The drawings aessential sketches as well as preliminary ideas for the

execution of other forms of visual arts like relief sculptures, textile patterns, motifs and also in creating

other possibilities in drawing. Another perspective of looking at this concept is the ideaf getting a better

contact with varied subject matters and how to explore them in drawing. For example, an artist could

decide to pick any subject matter that interest him and explore several ways of interrogating that subject

matter visually using different media. This enhances artistic versatility and broadens the mental scope of

the artist on a particular subject.

These creative tendencies in visual arts can mainly be brought to bear in the artist by engaging in drawings

of this nature. This is so because drawing is economical and easy to start compared to other areas of the

visual art practice. Therefore, artisticcontemplation and apprehensions are better conquered by exploring

drawings that have gestural characteristics as mere sketches or preliminary ideas. Though, the above

assertion encapsulates the intention of this artist in documenting these drawings for thpurposes of

OAEAOAT AET ¢ AT A PT OOAOEOUN /ETITE jegnnmwg OOAOAO OEAON
them, but of course some of the neat under wears can be brought out for display. Some of the drawings

presented in this paper could beéermed as noodles and doodles; yet they form a tangible artistic portfolio.

These explorations are basically inspired by fish forms and are groupedto three categories. Figs. b are

single fish compositions, Figs.-42 are dual fish compositions, whild=igs. 1318 are multiple compositions

of the fish forms. They are of the same sizes (21x30cm) and executed with pen on paper in 2018. It should

be noted that this paper seeks to showcase and perhaps document a portfolio of drawings accompanied by

an intentionally designed approach to its descriptive analysis which may be said to be systematic in nature.

Concepts in Drawing

Drawing is a two-dimensional expression using any artistic media to create line on arsurface. Drawing

0001 O OEA AOAAGEOA T ETAO O Agbi OA EOO xi OEET cO8 0O$O0A
AT A AT 1T EOOAO EIi ACET AOET TN AT AAO 1 &£ I AAEOGAOGET T h AT Ag¢

all;itisaleaninstrucé i T T £ OEOOAI &I Oi 61 AGETT AT A OEA O1 00Ao 1 &
manifests its self in form of lines controlled by the thought processesf a person. It releases the energy,
AAAT ET CcO AT A OEETEEITC T &£ ATU PAOOGIT 11 A CEOAT OOOEAA

gives in to drawing it becomes a spiritual aspect of the artist as breathing is natural to man.

Drawing is as close to the heart of every artist asvfithout doing it artists become somehow incapacitated.
According to Hutter (2017),in Fine Art, a working drawing is a separate, exploratory drawing that develops
an idea towards a final work of art. This concept as supported by Hunter defines the concept of the fish
forms in creating these drawings. Creating a work of art is sometimes ateiative process. This means that
rather than diving feetfirst into a complete drawing or painting, the artist will do a series okketcheswith

the aim oftrying out ideas. Sometimes it can be difficult to translate an idea from the mind to the canvas,
so working drawings allow the artist to revise the work and redraw to develop a composition, working
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through problems as they occur. Particularly in the case of large and complex works, these then become
references as the artist embarks on the final piece.
Literally; drawing is an art of representing an object in line, therefore without line drawing does not exist.
The significance of drawing to the visual artists is in exhaustive. Drawing as stated by Ogumor in Akor
(2017) is a way of training the eyes anaf promoting visual and muscular coordination. It is the art of using
lines to represent, define and describe objects visuallfpbservation should be seen as one vital element in
drawing; observing an object or a model is not an act of catching a glancet bicritical study of the subject
i AOOAO AAEI OA T AEET C A TAOE 11 DPAPAO TO0 I1T AT U OOOZA.
AOAxET cO OEAOA A OAT OA T & OEOEA AT CACATI AT O xEOE OEA ¢
connects olservation with conception and vision to inspiration. In furtherance of this concept of drawing;
some general definitions of drawing by the renowned masters of art will help our understanding of drawing
better.
Vam.ac.uk, (2018) states:
Michelangelo (1475- 1564) 'Let whoever may have attained to so much as
to have the power of drawing knows that he holds a great treasure. 'Titian
(c.1487/1490 -pux oq O) O EO 11 6 AOECEO Aii11 0600 AOO cCil
AECOOAO AAAOOE &DI1800)The hrEd dradviBgOwhiEhi is of p
more real importance to the human race than that of writing...should be
taught to every child just as writing is. 'Camille Pissarro (183tp wnmoqd EO EO
only by drawing often, drawing everything, drawing incessantly that one
fine day you discover to your surprise that you have rendered something in
EOO OOOA AEAOAAOA G806 Deaityiand#dlolrkie hodh | p wo w
separate at all; in so far as you paint, you draw. The more the colour
harmonizes, the more exat the drawing becomes.'Wassily Kandinsky
(1866- 1944)'Drawing instruction is a training towards perception, exact
observation and exact presentation not of the outward appearances of an
object, but of its constructive elements, its lawful forcesensions, which can
be discovered in given objects and of the logical structures of sareglucation
toward clear observation and clear rendering of the contexts, whereby
surface phenomena are an introductory step towards the three
dimensional.'" Henri Matisse (1869 - 1954)'Drawing is like making an
expressive gesture with the advantage of permanence. 'SpencEredrick
Gore (1878-pwpt1 Q8 AU AOAxET Ch 1T AT EAO A@OAT AAA EEO
comprehend what he sees.
The dynamic perceptions of great minds as enumerated above in the subject of drawing as a form of visual
art expression cannot be over looked as far as experience is cenged. In the definitions givenabove,
Michelangelo sees drawing as great treasure that all artists should possess. However, Titian over looked
the attribute of colour to figural rendition but states that good drawing is what makes a figure beautiful.
Ruskin notes that, every child shold be taught drawing like they are taught writing; meanvhile, Pissarro
on his part is concerned with training, artists to him must continuously engage in the practice of drawing.
Cezanne like Titian considers that one cannot separate colour from drawings an artist paints; he is also
engaging in drawing. Whle; Matisse sees drawing from the view point of gestural drawing and Gore states
that drawing extends the ability of the artist to see and conquer his apprehensions by understating what
he sees. Enstice and Peters, (2003) sum up the significance of drawidgs OOh OAOAxET ¢ O1 AAU
AOOAATI EOEAA AO AT AAOOEAOCEA AT A Aiii AOAEAI OAI OA AT A
AT A PAET OET ¢co 8
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Portfolio of Works and Description of the Drawings
Category One: Single Composition

FIG. 1 FIG. 3

Fig.1: Thisis a simple linear drawing; the tail of the fish is shaded in dark tones which run across the back
to the head. The lower region is dramatically rendered in continuous timeline that flows from the head into
the tail of the fish.

Fig. 2:In figure 2, one can observe a combination of silhouette drawing approach with shading and amidst
use of contour lines which provides an illusion of grace and elegance to the fish form.

Fig. 3: The fish form in figure 3is captured in broad outline of thick, dark tones against a plain white
background in simple line drawing of the tail and fins. The contrast of the broad dark toned outline against

the continuous use of thin fluid lines gives the composition a skn| k.

FIG. 4 FIG.5 FIG. 6

Fig.4: Figure 4 presents an illustration that displays a vivid, contrasting use of broad and thin lines in
creating an elaborate linear composition of the fish form. The body of the fish is small against the
elaborately enlarged drawn out tail with sharp overlapping sinple, geometric lines. The systematic coiling
and overlapping of the thin, fluid lines around the tail and the fins express simple, rhythmic stream of line
movement characterized by fishes wien they swim in natural habitat.

Fig. 5: The use of positive and negative spaces is central in the composition of a fish form in figure 5. The
thick lines and few tiny contour lines help accentuate the use of positive and the negative spaces in the
drawing. Also, the use of wavy interplay of lines othe body of the fish form in contrast to the upper
movement of the fins suggests simple fislike movement.

Fig. 6: This drawing is characterised with a stylistic rendition of a fish of the tilapia kind; with its body
characteristics of curvy fins and tail captured in simple organic lines, while the body of the fish is
maintained in its naturalistic form and shaded in dark tnes.

Category Two: Double Composition

In this series, fish forms are visually considered in plural. Figures-Z2 make up this set of compositions
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Lasdlami 2012

FIG. 7

Ll et aciz

Lasici Lanidt 2002 29,

Lasicl Lamy i a1z

FIG. 10 FIG. 11 FIG.12

Fig. 10: In this drawing are two fish forms that are stylistically rendered in dark silhouette crosshatching,
with interplay of an assortment of curvy overlapping lines and shapes captured in positive and negative
spaces. In this composition, the wshaded parts becme the negative spaces as well as responsible for
shading light around the whole composition.

Fig.11: Showsa simplistic silhouette approach to portraying two fish in a composition. There is no visible
attribute of overlapping in the rendition of the fishes, yet harmony is achieved in the composition through
the cleaver repetition of elements used within and arond the compositions subject of interest. The
surrounding quite spaces go along to enhance the ethereal nature of the natural objects as well as the
elegance of the lines used to create the composition. A central principle in this illustratiois rhythm
expertly captured through repetition.

Fig. 12: In this composition, the emphasis of the fishes could be attributed to the fluid rendition of the fins
and tail of the fishes. Lines used in this composition are angular yet graceful perhaps as a result of their
thickness or thinness. The use of elements amdotifs in this composition is parse yet captivating in a simple
manner.
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Category Three: Multiple Composition

i Lo

FIG. 13 FIG. 14 FIG. 15

Fig. 13: This drawing explores the interplay of shapes, line and the effects of curving and overlapping of
elements within a composition. Four fishes can be identified to have been captured in different orientations
and intricately shaded in dark, textured tones throughan effective us of positive and negative spaces.

Fig. 14: This drawing explores three fish forms in interactive atmosphere, as if they are in a conversation.

Fig. 15: Explored dynamic movement of the fish forms using broad and contour lines to create spatial
positive and negative spaces in drawing.

(
&

FIG. 16 FIG.17 ' FIG. 18

Fig. 16: 1s a composition of four fish forms; three small fish are capturedbove, while a big fish is drawn as

if it is feeding the small fishes. The fishes are in circular setting portrayed with solid, broad and contour
lines.

Fig. 17: Is a multiple composition of the fish forms which explored fishes rendered in silhouette against
simple and clear fluid linear expression. The upper part of the drawing shows some fishes in dark tones
with some few negative spaces of lines; the lines in whitare the negative spaces, while the dark shaded
and toned areas are the positive spaces of the composition. Meanwhile, the lower sides of the drawings
capture multiple fish forms in single, thin and fluid lines all overlapping one another.

Fig 18: In figure 18, the use of positive and negative spaces was explored in capturing the fishes. With close
observation to the drawing; one may notice that; it is only the shaded dark tones that make up the drawing.
However, in this drawing; the shaded dark tonesre the positive spaces as suggested by the composition.
This drawing is a preliminary idea meant for the execution of metal relief sculpture. The upper four
rendered fishes are decorated with multiple geometrical shapes embellished with detaideorganic and
amoebic motifs. The dark shaded background enhances the visual appreciation of the overall illustration.
Conclusion

Drawing is continuing to gain grounds in contemporary art practice across many or all art institutions in
Nigeria and beyond. This is widely felt with the multitude of possibilities that now abound in contemporary
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trends in drawing using mixed media. Artists are now more confident to express themselves and expose

their drawings unlike before. Gestural and conceptual drawings seem to provoke innovation and

improvi sation in visual arts. Thedrawings derived from the fish forms areone of such explorations in

AT 1T OAT pT OAOU AOO DPOAAOEAA ET . ECAOEA8 4EEO DI OOAI I EI
transform ordinary objects or subject matter into several potential visual possibilities through gestural

drawings. This shows that an artist can pick whatever fascinatésm/her and explore and experiment with

whatever material he/she desires.What such a philosophy showshat, everyday familiar objects could be

the most interesting subject matters depending on the prowess of the artist to transform these objects into

varied artistic possibilities.

One cannot ignore the spirit that manifests itself when drawing; especially gestural approach to drawing.

$0AxET ¢ CATAOAITT U AOiI AAAT O OEA AOOEOO60O DPAOAADPOEITT A
coordination. Therefore, drawing is synonymous towvhat blood does to humans; it helps to sustain the

creative and artistic lifespan of artists. Drawing can invoke a deep mental articulation of concepts and

Ei ACET AGET 1T OEAO AAT AA AAOGAT T PAA AU AT T Al EdciC8 4EA
significantly improves linear and conceptual drawing. Significantly; this portfolio of drawing shows the

vitality of drawing and the need for artists to document even the most minuet aspects of their expressions

for the future.
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Abstract

Nigerian art history is as old as Nigerian art itself. Art served historical chronicler of the communities where it was
produced. The methods of transmission of the history was orally via stories told and retold by experienced elders of
the communities. Hitory is the practice of recounting, recollection and transmission of facts as accurately as possible.
Theories in mythologies and legends surrounding to be studied or recounted. The issue of transmission was
interrupted by the many years of slave trade with engulf Nigeria alongside other African countries. The art historian

of such affected communities residing in palaces resolve the issue of transmission in history and encouraged practice.
On the arrival of Europeans to Nigeria, the owners of the artwoskwere not contacted by the European invaders called
explorers, navigators, missionaries, imperialist, colonialist or consulted for their opinions. The aftermath of such gave
rise to the writing of reports, books and historical accounts by visitors from Ewpe, people who knew nothing about
the art they encountered. The wider implication of such was that, anthropologists, ethnographers, archaeologists,
sociologists were left to write the history of Nigerian art. Thus the somewhat one sided or often incorrear even biased
perspectives obtained in many documents. Such issues in more recent times are found to be mostly inaccurate hence
the need for articles such as this which discover and challenge the-depth and inbalance of such art historical
documents.Such are discussed in this papers with solutions suggested.

Key Words: Issues, Historiography, Transmission, Documents, Professionalism

Introduction
Art has served as historical chronicler of nearhall Nigerian communities socially, politically, religiously,
and culturally. To understand art as a keeper of chronicle, there can be nothing more exciting and
worthwhile than the study of history. Davidson in Samuel (2015) reports that history is the picture we can
make of all ou ancestors, what happened to them, and of how they lived? History seeks to explain why the
peoples of the past behaved in the ways they did, and not in alternate ways: why they failed in some things,
yet succeeded Why they had wars and misery, but alsogace and happiness. It is necessary to understand
these things in the past if one is to have a proper understanding of the present. There is bad and good
history. Bad history appears when historians allow their prejudices and personal feelings to get thetter
I £ OEAi8 -ATU Ei PAOEAI EOO0O8 EEOOI OEAT O 1T &£ ! £ZOEAAKh A
Europeangprejudices and personal feelings made them assert that Africans had no history and art eis
to the extent of calling themcrafts. Thiscould be the reason why the American missionary, R.H. Stone, in
Thompsonas cited by Samuel (2009) states:
O0/1TA AOECEO 11O01TEIi¢c ET OEA TEAATA T &£ OEA 1TEI
ascended a lofty granite boulder [Olurn-rock] and looked down upon the
city of Abeokuta:What | saw disabused my mind of many errors in regard to
..Africa. The city extends along the bank of the Ogumiver) for nearly six
miles and has a population approximately 200,000 (People) instead of
being lazy, naked savage living on the spontaneous productios of the
earth, they were dressed and were industrious.. providing) everything that
their physical comfort required. The menare builders, blacksmiths, iror
smelters, carpenters, calabash carvers, weavers, basket makers, hat
makers, mat makers, traders, barbers, tanners, tailors, farmers and workers
ET 1 AAOEAO AT A 11 O% dwhrls, kbiveDhods(bilhodks, A OAUT O
axes, arrow heads, strups..women..most diligently follow the pursuits
which custom has allotted to them. They spin, weave, trade, cook and dye
cotton fabrics. They also make soap, dyes, palail, nut- oil, all the native
earthenware, AT A T ATU T OEAO OEET ¢CO OOAA ET OEA Al O O¢
The above summation is possibly a concise summary or a portrait of art in the town of Abeokuta which
over-rides the Western notion of primitivism or the so called vanishing Africa. It is also an overview of the
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artistic framework of art found in most African societies including Nigeria, which gives evidence of the will

and creative impetus of the artists who were the custodians of the art. These custodians wehe
historiographers who residein the palace of the Kings or stayed with the chief priest. They kept custody of

the oral history of art and other elements of theirculture; making sure that they arepassed to the next

CAT AOAOGETT 1T &£ AOOOT AEAT 8O0 ¥ AOO EEOOI whuAilieQartand E j ¢ mp
artists were owned by the king who keeps the guilds of art practice alive.

Historiography from the foregoing is defined in this paper as the study of the methodology of historians in

developing history as an academic discipline, and by extension all persons involved in work on art. This

covers how art historians can study art, tk techniques of art production, and theoretical approaches used

for the transmutations of such art.

Art Historiography:

Art history spans the entirehistory of mankind, from prehistoric times to the twenty-first century. Art

history is the documentation of art and its practices as it is produced so that in future it can be called a

EEOOT OEAAIT AT A OiAA HisorylinGhe toAtéxRoltlls pApers e sudy of end products or

objects of art in their historical development and styles which includes the art of painting, sculpture,

ceramics, graphics, glass design, textile design and architecture as well as the art of furrét and other

decorative arts.

Art Historiography is the principles, theory, and history of historical writings of art related experience and

or occurrences. ltis the study of the methods of historians in recording history as an academic discipline,

AT A AU AgOAT OETI 1T ET OI 1 OAO PAOOIT80 AOO EEOOT OEAAIIT U
theory in the field of art.

The historiography of art covers how art history should be and is studied as a discipline using particular
sources, techniques, and theoretical approaches. Such writings of art history are based on the critical
examination of sources and art objects, thertists, the selection of particulars from the authentic materials,
and the synthesis of critical methods that revolve around the practice and creation of art. When a trained
person in art history writes of any art related subject using laid down principlesit is considered an art
historical discuss. In this paper therefore, when art history is mentioned, it is viewed through such
professional lenses of academically trained persons.

Art Professionals:

Proven experience in authoring materials in art related discuss is an essential in art history.

The art historian in the place of training seeks to learn how to interpret and understand works ddrt of

i ATU OUPAOh OATGETC &£OTT OEA 11101 AT OAT O Of Al
why using the materials usel to express themselves, what the artist enjoy, what obsess them and the
influence of the community they practice. By the end of the training, the art historian is supposed to have
learnt the profession. That is why at the point of graduation, the graduates bag thé&achelor of Arts degree

in Art History, Master of Art History or Ph.D. in Art History. E quipped for practice as gprofessional
career in museums, galleries, auction houses or Art Historical Publishing.

As a result of the professional training undergone in schools, manytahnistorians have bagged either a
-AOOAOB O $ A rtonh Ar PEblic Hista. Others complete degrees in related fields, such as
Museum Studies, Historical Preservation, or Archival Management. The training received by the art
historians in most cases looked adequate in terms of degree attainment. The authenticity of the degree is
tested at the field of practice, the difference is always sported and rated adequately.

Professionalsin art history are supposed to be those who take art history as eareer, those who take art
history a lifelong engagement repletewith an enjoyment of the field of study. Art history professionals are
authorities in art, or at best seasoned in various or specific fields of art. In most cases, they are people who
have practiced over time and have attained the title of professional in their area of specialization. In fact, a
professional in anything does not practice once to arrive at being called such. It must involve a painstaking
and diligent training, search and practice to b called a professional art historian. Having stated thedacts
about what is required to be a professional art historian. An-xay of what is obtainable in Nigeria is
required to know whether there is any progress or not, in terms of professional historical practice in the
arts.

Issues of Art History Professionalism in Nigeria:

Being Professional insimple terms has to do with the development of latent skills acquired after or during

A OOAETET ¢ ET Al AOOAIi DO Oi OADPI EAAOGA 10 OOAT O& Oi 1T1
iTA80 Cii A EOACI AT O AAI O Of trAininglhk telelopriEnt 6f@ FolittbetfadiE® A O A D/
expected from a person who is trained to perform a required task resulting from training. Deducing from

this definition, it therefore means that people must submit themselves to be traed over a specified period

(@)
p21
>
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of time as is required by their field of endeavour or specialization in order to attain a status called a
OPOI ZAOCOEIT 1 Al 638

For instance, in the Department of Fine Art, Ahmadu Bello University, Zaria, individuals such as Heathcote
Hunter David had completed the specified training to be labeled as a professional Art historian by earning
a PhD inArt History by the year 1979. Itwas not the general qualification of a PhD in Fine Ast but a
specialized degree in his chosen field of endeavor. Inclusively, the first batch of undergraduate training for
professional Art Historians was completed in 1983 with three students Bulus Mango¥ianna, Suleiman
Ibrahim Alhaji and Haye Ogboto. Such giant stride by the Department in Zaria is considered instrumental
in launching a formidable and suitable foundation for continuous and rigorous academic training in Art
History in Nigeria.

Others started joining the band wagon of professional training in Art History, of which presently the
population is considerably large. The number of undergraduates trained, combined with the number of

-AOOAOS8O $ACOAA AEAITT T xO oSuphy tellokdhis carisigtently Brithe $ide ABY the

foregoing, one would at this point applaud the giant strides undertaken by established academic
institutions around the nation, but alas! there are a lot of setbacks. These setbacks as enumerated below
contribute significantly to the slow growth and rate of professionalism in art history practice. Setbacks on
the professionalism of art history and its practices include the following:

1.

Early Writers: The early art historical book/ documents were written by Ethnographers,
Anthropologists, Archaeologists even Museum experts. The books were used by art historians in
training to the extent that the dimension of scholarship were copied by the students irrdining

and upon graduation the style of writing became acceptable. The implication of such dimension of
scholarship is that he trained art historians start to report art history in an ethnographical,
archaeological or anthropological formaistic style and not in the manner that is requisite to the
art historical practice and paradigms. Sometimes, from the themes of the research or writings, one
cannot differentiate the writings are examining art or exultations of spirits, exotericism, and
occultism. At most times, the art history encountered is like an exultation of African tradition
religion. Art history examines the background story behind that art work, they examine the
influence whether of religion, politics, social or economic. Others ot be aesthetic sociecultural,
socio-political or socio economical. The study of form which involves the outward nature of the art
include the colour including their philosophical implications, these and many others are supposed
Ol AA OEA OAKNIOCOOA A BERI OO EEOOI OEAT AT A 110
art. Such misplacement of priorities in the side of the present art historians has continued to make
art historical writings to look like religious writings, anthropological or ethnographic.

Accidental Art Historians: There cannot be a profession where accidestare consistently
replicated that the profession will move forward. An accidental engineer leads to accidental car.
Accidental architects lead to collapsed building and the likes. Because many graduates had no job
and in the bid to make ends meet, found #mselves in the academic arena does not make them
academics automatically. One neexdto be interested in the profession, makeonsciousefforts to

be trained to become one. Art histodns are trained professionals but of recent therare those
who call themselves art historians that even event dates they do not know. Some of them cannot
decode art forms in their encoded formalism, because theye not trained. Sanany of the so-called

art historians of today are attracted by the viability of art producel thus, in the bit to make it
deviate from their former areas of specialization and engage in art history they were never trained
on. Thus, the outcome of these kind of art historians is that they give shallomarrations and
interpretations of a number ofart historical products and events without anyconsideration of the
long time effectstheir writings may have on the larger and future society

In this case a professional grows from one degree of training and becomes an expert with time of
practice, practice as is always said makes perfect. Nigerian art schools have had a backlash because
of artists who runfrom one area of specialization to the other, such circle in individuals have been
in the increase; it depletes professionalism.

Jack of All Trade Syndrome: Art training in general education trains one to be multifaceted. One

is trained either in a single or dual specialization, in painting, graphics, sculpture, art education,
AAOAT EAOh AOO EEOOI OU AT A 1T 0 OG&pfectcdnbtdne dtbthas@l 8
specialization, but Nigerian artist want to be everything. No engagement of art historians to
organize exhibitions or curate same, simply because we can do it. Can the job be done well by
everyone? Such qudn is not the matter, we can also do it, and thus the quality of work is jettison.

I £ OE

'TA Ol h xEAT OEA EOOOA 1T & cii1AAl OOAT AAOA EO ADD

Everything can go. Art Historians today are painters, ceramists, graphiesigners and the likes,
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they want to do everything thereby failing in all. The issue of professionalism is a consistently
under serviced in the specific field of endeavor.

Scientification of Art History: The methods of Art history are strictly qualitative in nature
combined with the use of historical and descriptive approaches. Art History is in most cases
subjective to the extent that the art historian uses observation as an instrument to collect his data
apart from the use of oral interview. In the discussions of data collected, the expert uses the words
of the interviewee, make deduction from explanations made and infers during analysis of data. Of
recent, there are manyshifts from this known historiography to the adoption of quantitative
method in thefield of art historical study. This style of analysis uses reposes from people with a
rigid disposition of agreed, disagreed, strongly agreed, strongly disagree and ndecided. Such
approach does not give the respondents an open ended liberty to give additional imputes from
other perspective. Art Historical qualitative method allows the gathering of much information that
can be used in another study in one study. Thereforepumanistic studies tilt towards qualitative
research nmethod art historians are adviceto use it.

The Devil you know:

Many clichés exist in society that fits the description of an anomaly. Some schoate known for
AAT AUET C OOOAAT 080 COAAOAOEIT xEAOEAO AO O AAOCOA
encountered by certain students are as the stories garound that one cannot graduate as
stipulated on the admission letter. Somebody whaeads sculpture for example andwish to
continue but have the knowledge of a probable delay might god are history since the studyfor

art history is better and the probability of completing his/her studies on time is much more visible.
Time actually is not on the side of anyone, studies has sown that students would always like to go
back to where they were shown love or accepted than to go to a strange ohe&re they were not
accepted. Thids one of the reasos why some students come to read art history, so that they can
finish in due time and graduate. Whether the training takes effect or not is not their interest,
graduation early is their quest.

Therefore, a person knovg he/she will graduate in art history fast, and he goes for it. The concern
on these kind of art historian is the shallow knowledge they will have in the profession. Thus a

OAETT1 AAT COAAOAOGA T AT U OOOAEIT AA6 AtrignsEEOOT OEAT O

Conclusion

Art history should be art history and no any other. Art historians should pactice the profession they are
trained for. The historiography of the art must be adhered to so that the professional guidelines will lead
to huge successes.

Recommendations

Art historians are requested to ug art historical methods totreat art historical.
Artist should not go into art history as a last resort because if such is done they cannotgyeficient.
Art historians should not be jack of all trade.
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Abstract

Head ties, head gears, head scarves, handkerchiefs and turbans are seen and worn in parss of the world as part of
dressing and are becoming one of the trendiest African accessories in the global fashion industry. They are commonly
used by most African women and have significant elements of symbolism in African cultures as well as varirelgions.

In Nigeria, head ties are of different materialssome are made with the aid of machines such as the jacquard and
Damask which are stiff head gears, while some are traditionally hand woven such as A3ke. Such head gears are
usually colourful and feature elaborate patterns which consists of floral, geometric and derived, motifs and patterns.
These are mainly used during elaborate and lavish occasions such as weddings, galas, coronations, and religious
ceremonies. In effect it is said that Africa women wear the head wrap as a queen might wear a crown. The act of head
tying holds a distinctive position in the history of Nigerian dress and has never been out of vogue. Although there are
different types and styles of head gears, this paper examinspecifically. the crispy, stiff, jacquard scarves. Upon close
observation, the author of this article discovered that after use, the Jacquard head gears lose their stiff nature. This is
as a result of washing were the sizing dissolves as well as the patte fading. The loss of its luster leads to it being
discarded; hence the interest of this paper is in the possibilities of recycling used jacquards into other fashion
products/items. It looks into the possibility of recycling of these discarded scarves o foot wears. Participant
observation and studio exploration were used for data collection. It was concluded that, the scarves which are made of
sturdy, synthetic fibre, and are colourful with intricately machine woven designs; should not be neglected brather
remade into functional articles which can serve other benefits such as gifts or sold for economic purposes.

Key Words: Waste, Fabrication, Contemporary, Fashion, Jacquard

Introduction

The utilization of different kinds of head ties isnot specific to any particular cultural group. Griebel (2017)

observes that, both men and women in different societies have adorned and are still adorning themselves

with different kinds of head scarves as hair coverings, although they are worn or tied avariety of styles

which showcase the different cultures. For instance, the way and style a western woman ties her head tie

is quite different from the way an African woman ties hers; there is always a significant difference. A
European or white Americansimply ties a head scarf by folding it into a triangular shape and covers her

hair by tying it under her chin while a woman of African descent folds hers into a rectilinear shape and ties

it into a fascinating shape. Her form of tying always leaves her groperly covered, her forehead and neck

Aopi OAA AT A EAO ZAAA TpPAT8 )OO OO00OAITT U AT EATAAO EAO
I FOEAAT xT1 1T AT xAAO OEAEO EAAA OEAO AO A NOAAT 1 ECGEO
Literature review

A head tie is a very common accessory among women in many parts of Africa and beyond. It is not only
women that use head coverings in Afca. For instance, in Northern Nigeria the Tuaregs and Fulani have

cultures of their men using turbans and other head coverings mainly beaae of the harsh nature of the

weather. According to Bronwyn (2000) and Cosgrave (2000), history has it that tying of head ties originated

from the royalty in ancient Egypt, Nubia and West Africa. Hieroglyphic evidence reports that Rhahs wore

head bands or covered their hair with wigs. These sacred crowns for royalty were made of cloth and had

specific meanings and significance. Bronwyn and Cosgrave both further explain that, Egyptian Aristocrats,
Pharaohs or Emperors wore a wide vdety of headdresses. Most of such headdresses as depicted in
hieroglyphics, or pictures found in Egyptian tombs indicate that headdresses also had a ceremonial
purpose. The pschent, worn by the Pharaoh to symbolize his or her power over all of Egypt wae thost

famous headdress but there were many others. They also mention thaémeshead cloth was one of the

most common headdress. This head cloth is made of stiff linen and it covers the head and most often had

flaps that hung down from the sides and over the shoulders. It was often full of bright colours and put a

frame around the fa@ and is famous as the type of headdress worn by King Tutankhamen, who ruled Egypt

in the fourteenth century B.C.E. A simple headband is another common headdress made of lioeleather

xEOE AT ETT AU T &£ ¢i1 A OOAA &£ O EilAET ¢ OEA xAAOAO0OGO
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of the two regions Egypt, upper and lower Egypt. Source: Pinterest (2018).

Bronwyn and Cosgrave further note that, Pharaohs are also depicted wearing headdresses known as blue

crown or Khepresh.New kingdom pharaohs are often depicted wearing it in battle and was also frequently

worn in ceremonies (Mysliwiec 2004). This tall crown was made of stiff linen or leather which spread up

and back from the forehead six to eight inches.

\\

Figure 2. Egyptian Nemes headdress. Source: Pinterest (2018).
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Figure 3. Khepresh (blue crown). Source: Pinterest (2018)
The account as regards to the origin of head tie according to Cohn (1991), is that head ties are said to have
originated in sub zSaharan Africa and serve the same functions to African and Afric@merican women.
Cohn further observes that, during the pend of slavery, white overlords imposed its wear as a badge of
enslavement and later it progressed into the standard that the whites held over the slave women servants.
From then on the enslaved and their descendants regarded the head tie as a helmet ofraga that arouses

an image of their true homeland of Africa or the newer homeland, America. During that time the simple
head ties worn by the enslaved women and their descendants served as a uniform of communal identity
and also as a uniform of rebelliorsignifying absolute resistance to loss of seliefinition.

Background to the study

However, in contrast for the African woman, the head tie represents far more than a mere piece of fabric
wound around the head; it holds a distinctive position in African dress history for its durability and effective
significance and endurance during thetravails of slavery. It also serves as an emblem of their African

ancestry.

I EAAA OEA EO DPAOO 1 A& rlonlyvoinAimén® paks@fafiic Atiis@revalenfidall EO AT |

cultures of Africa. The only difference is in the varying degrees in which they are used in each culture. It is
used as an ornamental head covering or fashion accessory for different functions. It is used to convey
modesty, Pirituality and prosperity. It also symbolizes wealth and social status. Africans have always used
the head tie to nonverbally define their dress culture for centuries and ale for identification. The head
scarf of each woman goes a long way in telling her age and status i.e. whether she is a grandmother, newly
married woman, unmarried young lady /girl or a widow as well as her class and status. Women of various
religious groups also use the head tie as a mark of identity. For instance, some religious groups will always
EAOA OEA xi1 1T AT80 EAEO Al OAOAA xEEI A O1T 1T A Al OGAO
different names for their head ties. In South Africa and Natia, it is called adoek. It is used for the
traditional head covering usually tied by elderly local women in rural areas. In Malawi, it is calledduku,
Zimbabwe-dhuku, Botswana- tukwi, Nigeria - gele, ichafu, dankwalio mention but a few.

Nigerian head ties have been a symbol of its exotic culture and fashion statement for decades. They are
versatile, glamorous and empowering. They are an insignia of social status and importance. They are seen
AO A . ECAOEAT x11 AT 6O oA@ hex feminknityAEach held tie Aived t@ebn@ded & E
chance to express their cultural heritage and love of fashion. However, there is a rich cultural history behind
the head ties, their colours and exotic styles. Head ties have different names given ierh by different
ethnic groups. For example,ite Yoruba call thengele,the Igbo name ischafu isi while the Hausa call them
dankwali to mention but a few.

The simple head ties can be worn for dajo-day activities while the elaborate ceremonial ones are worn to
weddings, special occasions/events, as uniforms for special occasions, church services and religious
functions. It is important to note here that heal ties used in Nigeria are made of different materials, for
instance natural (cotton, wool, linen, silk etc.) and synthetic materials (polyester, spandex, lycra, nylon,
sateen, organza, acrylic, velvet, chiffon etc.). These head wears could be soft,sepastiff, slippery and
elastic to touch. They could be tied in different styles which are distinguished or given different names.

o}

4EAU OOOAIT U AT OGAO A xI T AT 80 AT OEOA EAEO AT A AAOO EI

earrings on the lower part of her earlobes. The head tie is usually accompanied by the traditional
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indigenous attire in form of George wrappers and lace blouse, skirts and blousesba (loose fitting blouse)
and iro (a wraparound skirt), long and short gowns and many others. The tying of head ties signifies an
upcoming special occasion.

Head ties have become very significant in the Nigerian society as more Nigerian women take extreme pride
in their culture and traditions. The head tie is part of a lifestyle, which appears in many special occasions
AT A EO A OECT 1 A& A.HeadiieAdad@ mddest ox tiedih ap unDdual @amner and these
depend on who is tying it and for what kind of occasion it is meant for. There is no gain saying that, the
tying of head ties is a bold expression of femininity by women in Nigerian societieghis study believes that
this custom will never fade in that, a Nigerian woman is incomplete after adorning her indigenous attire
without a head tie. Therefore, head ties are of optimum necessity in the life of almost every Nigerian woman.
However, the particular type of head tie that is of concern to this study is the stiff, paper like synthetic fabric
scarves. They are hard wearing, the level of absorbency is quite low, with a low resistance to wrinkles and
creases, they are machine wovewith shiny threads which are also used to decorate the head ties with
attractive designs on the surface. Although this specific and valued head tie under study is coes@tl an
indispensableitem in Nigerian fashion because of the purposes it serves; it has been observed that it does
not withstand wear and tear and as a result of this; its aesthetic appearance is fleeting. Most women find it
difficult to reuse them once they are dirty and crurpled as a result of several uses. This is compounded by
the fact that they are easily affordable so instead of looking scruffy and unkempt in the old used ones, the
women normally opt for newer ones anytime there is a special occasion.

This paper is of the view that instead of disposing them into landfills, abandoning or burning the used ones,
they should be recycled. Tie author examines the different samples of the synthetic head ties synonymous
to Nigerian women and the various ways in which they can be recycled into foot wears such as sandals,
covered shoes and slippers for male and female which could be reused asteomporary fashion articles in
Nigeria and beyond, sold for economic gains, practice the art/craft for setéliance andaid empowerment

for the youths.

Different Types of Head Ties in Nigeria

Head ties are flat pieces of fabrics tied by hands to form a head piece. There are different types of head ties
utilized by Nigerian women to complement their traditional dressing. They are usually the highlight of a
xIT T AT60 APPAAOAT AAashead e isHi€d wélAtiEah compeAsate forta Aot so great looking
outfit. They are classified as clothing accessories found amongst African women. Some are hand woven
with natural and synthetic yarns while some are machine made with 100 percent syngtic yarns. Those
that are hand woven are produced manually in Nigeria while the machine made are produced in countries
like Switzerland and China. Examples of the traditional hand woven fabrics used for head ties are #&ke,
Akwete, Anger and many othes.

Figure 4. Some samples of Aso-Oke woven fabrics. Source: C. Chudk Duru. (2018)

These are usually decorated with traditional and symbolic motifs. Supermet, African Sego, Jubilee,
Excelsior, Damask, Hayes, Diamond Crown, Luxelsior, Super Betty and others are the different brands of
machine woven 100 percent polyester head ties. Thesessstiff in nature yet flexible enough to form unique
designs when tied. The tying of these scarves are art works in that every scarf tied has a unique design
because it is done by hand. Some samples of the stiff head ties are shown below:
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Plate 1: samples of head ties made of polyester utilized by some Nigerian women as part of their dressing.
Source: C. Chudi Duru (2018).

There are people that specialize in tying such head ties who also offer the opportunity for others to learn
in the apprenticeship model. They use this vocation as the means of their livelihood. There are different
ways for tying these head ties, as newerasigns keep on evolving every now and then. Their length ranges
from 34" wide X 72" long. They can be cut into two parts if one so desires to achieve a more conservative
look. One thing that is certain here is that the larger the head tie the more elaboesthe style will look. They
are decorated with plain or bold patterns and designs which come in extensive ranges of floral, geometric
and organic patterns as well as in a variety of colours. Another form of head tie is the African wax fabric
scarves. Thesescarves have gotten the attention of millions of people all around the world. In Nigeria,
according to Nwachukwu and Ibeabuchi (2011), most communities weave fabrics and are still weaving till
date. For instance, the Igbo, Yoruba, Tiv, Igbira, Fulani, Hauand many others; all have indigenous fabrics
woven by them which are decorated with indigenous, symbolic motifs and designs that are peculiar to those
communities. They are valued, cherished and constitute a significant part of their cultural heritagéhey
connote deep meaning to the owners, the wearer, the designer/artist as well as the admirer (Chtlduru,

N

S
Plate 1b: some women adorned with their head ties made from polyester. Source:  www.pinterest.com /aso -ebi
ladies(2017)

The Symbolism of Footwear in Africa

Foot wears are coverings made for the feet; to serve the purposes of protection against dangers in the
environment, they are also for aesthetics purposes. In the society today, they are used to indicate the status
or rank of a person within a social structire. In different cultures of the world, people have different views

as regarding the situations in which footwear can be worn. Cultures that abhor the wearing of shoes in
some situations attach reason to specific symbolic attributes within their culture rad tradition. This sort of
symbolism is evidenced during the period oklavery whenit was imposed by the slave masters of that
society during situations of captivity for instance imprisonment or slavery. In this case the use or lack of
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foot wears points to the application of power on the part of those who wore them; as against those who did
not use as a mark of inferiority. DeMello (2009), reports that the Romans used clothing and footwear as
unmistakable signs of power and status. Thelaves and peasants went barefoot while the elite or the upper
class and royals wore footwear. DeMello further states that, during the Middle Ages many people started
wearing high heeled shoes and these were usually associated to power, wealth and theideso look
attractive and larger/taller in life. Bare feet during that age was depicted as a symbol of poverty in many
artworks. For instance, he mentions that depictions of captives such as slaves and prisoners from that
period and into the 18" century presented them barefooted. While the slave owners and bystanders were
usually presented wearing shoes.

According to Kimani (2017), evidence of footwear in Africa prior to external influence is difficult to present.
History has it that they were considered as status symbol in Africa and were often reserved for ceremonial
functions and royalty. The traditiond materials utilized to produce such footwear as perceived by the
anthropologists were rawhide, leather, straw, metal and wood. Kimani is of the view that, there are blog
posts like Cosmic Yoruba, foot wear of African cultures and shoes history and factsatt affirm that
Europeansdid not bring shoes to Africa. 8ch posts argue that, Africans were wearing shoes before the
advent of the Europeans. There are also some available evidences about gdstan cultures which suggest
that Africans did not wear shoes and this has proven difficult to find ar@eological evidence or a timeline

of the beginning of the existence of footwear. Most art works in form of figurines, paintings and statues did
not depict that Africans wore footwear in the ancient times and its taught that the interactions with the
foreigners may have prompted them to start manufacturing and wearinépotwear. More so, depictions of
Egyptian figurines, statues and paintings show that there is evidence of the utilization of footwear by their
kings and queens; therefore, it can be assumed that footwear were status symbol in Egypt which is in Africa.
However, hecontinued that due to the weather which is mostly hot or the cost of shoes, many preferred to
go barefoot. He further mentions that, somef the footwear findings from Africahasbeen in use right from

the earliest civilization. And this study is of the view that Africans wore footwear before the western
influence basing this fact on Kimard 2017). Egyptians used shoes mainly as ornaments and insignias of
power. For instance, Kimani, has recorded that the early Egyptians wore sandals made from leather or
straw. These were worn by thecreme de la crémeéuring their various outings. This footwear was hardly
ever worn indoors. He further butOA O OAA OEEO DI ET O AT A 1T AT OEITAA OEAOD
was opened, the anthropologistHoward Carter discovered 93 fragments of footwear including flipflops

that were extravagantly adorned. Inclusively, archeologists also found out that the ancient Egyptians
made shoes for the right and left foot; unlike earlier Europan shoes. In southern Africa, ikhani observes
that one of the first communities to occupy the sutsaharan African bush made shoes to help them survive
the scorching land and tdl grass lands. During the advent of the Europeans, they copied their method of
DOi AGAGET T AT A AT i AETAA EO x6AEAOCKEh&iwasimade @dmadAA A
soft rawhide or tanned leather with a rubber sole but today the soles are made from car tires.

Kimani (2017) further mentions that, in West Africa, the Hausa are the ones that seem to have the most
documented shoe history of the continent. Their leather works are renown throughout West Africa and
their deep rooted work has produced footwear inform ¢ sandals and boots. He points out that they dyed
their leather with henna- which is a natural dye stuff to achieve some distinctive surface designs. Woven
leather was incorporated as designs on cametiding boots from the early 20" century. These bootshad

toe dividers which allowed the wearer to grip a knotted strap. They were used to protect the legs from
sand, chaff and the scorching sun. The insets of their footwear were lined with ostrich feathers to
compliment the royal regalia of the Hausa Emirsni Northern Nigeria. The Yoruba in Western Nigeria, also
made footwear with elaborate beadwork designs. Benin produced slippers covered with coral beads while
in the Cameroons, cast metal were used to produce shoes. The Bamum of Cameroon used the traditiona
African metal casting known as lost wax method to produce some shoes. They believed that their kings
discovered that metal in rocks at the Mambe village.

)yl " EAT An ! OEAT OE AAOAITTTEAO AAT OT A xEOE OAZEAOAT AAO
ground. The Akan community had a local slippers known ashenemawhich commands respect, majesty
and authority in their society. They were made with plant materiak used climbing plants to make the
upper while the tree back was used to make the soles; they also used leaves. Later, they graduated into
using leather o construct footwear for their kings and a few queens in their kingdom. Strips of golahd
silver were used to enhance some of the constructed shoes for royalty. In the Republic of Congo, the Luba
were known for their carving skills. They carved footwear with the wooden to&nob sandals. These shoes
were made for status or ceremony and weraliscovered that in Luba tradition, there is a tradition of
handing down royal footwear across generations.

Page |187



MAIDJAD: Volume IV
ISSN:2638145X
January, 2019

Figure 5: Hausa riding boot 1940s century from Nigeria. Source: American museum of natural history.

&ECOOA o¢od ! OAT OABO 001 A0OB O Othderiulyl Source:@atd nduselindi AT AT 608 ' EAT Ah
ylr Oii A AOI OO60OAOh ET . EGCAOEA O1 AAuh DPAI PI A OAIT OA OE,
feet could also be seen as sign of reverence and humility, in that many religious grougsich adhere to this

command believed to come from their supreme maker. Hence they are required to remove their foot wear

before they enter the mosques, temples and some churches. Also in some cultures in Nigeria, people remove

their shoes as a sign of respect towards someone. In some communities, cultural dancingasperformed

wearing shoes; the same goes to masquerades and some other cultural activities. This paper has revealed

OEAO OETAO Al O OECIEZEAO A PAOOI 1680 O1 AEAT AT A AATTI
statement for body adornment Some people rate others based on the quality of footwear theyeaputting

on. Quality shoesnormally show off during numerous activities like weddings, coronations, festivals,

parties and other numerous ceremonies.

There are different kinds of foot wear. For example; slip ons, sneakers, sandals, slippers, clogs, flipps,

mule, brogue, espadrille, platform, ballet shoes, court, skating boots, Mary janes, ski boots, fashion boot,

climbing shoes, kitten heels, wellington boots, huarache, dress shoes, modoasloafers, hightops, skate

shoes, snow shoes, surgical shoes, safety foot wears to mention but a few. All these foot wears mentioned

above serve numerous purposes. Foot wears are divided into boots, shoes, sdadadoor foot wear,

specific footwear, traditional footwear and socks. Shoes serve the purpose of easing locomotion and
preventing injuries. Shoemakers, cobblers or cordwainers are the various names of those that practice the

shoe making craft. Shoes wer earlier made one at a time by hand but now this has been superseded as

volumes of shoes can be produced through industrial mass production. Although some might not be of high

quality, attention to detail may be absent or there may be lack of craftsmanghiThis paper looks into the

DOl AOGAOGEIT 1T & A1 O0xAAO OOEI EUET ¢ OAAUAT AA xi1 1 AT 80 EAA
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Main Thrust

The Production of Footwear for Contemporary Fashion in Nigeria

The Nigerian fashion industry has evolved through the ages since poslonial times. It has shifted from
being a vocation delegated to the background for the uneducated to a vocation for the highly educated.
Today the Nigerian fashion brands like clothindines, shoes, jewelries, traditional hand woven fabrics, hats
and many others are being showcased in reputable places around the world. Foot wear is highly important
for the overall look in dressing. It has been observed that most people spend time andaye trying to find
OEA PAOEAAO DPAEO O1 i1 AOAE OEAEO 1 00ZEOO8 3EI A0 AOA
Contemporary fashion refers to what most people wear presently or should wear; they include clothes,
shoes, béts, hats, bags and many otherdjow they are designed and put together or styled. The fashion
industry refers to all aspects of fashion for instance design, fabric production, marketing and education. It
is expected when in full bloom, to have professional designers, models, modellingeats, tailors, fashion
photographers, fashion schools, fashion retailers, fashion journalists, and magazines andny others. In
fashion products there are costumenade which are usually very expensive and made for the rich, pret
porter (ready to wear) and high street (mass produced with lower quality materials). In the Nigeria fashion
industry, design and production sector has grown tremendously in the last decadthe sales sector still
needs to really take off. The Nigerian fashion industry has the potential of becoming one of the main drivers
of the economy in no distant future.

There are lots of designers that have delved into the production of footwear in Nigeria. Most of them have
utilized a variety of materials in their production of footwear for instance: natural hides and skin, animal
skin, synthetic leather, some indigenousraditional hand woven textiles, indigenous dyed fabrics, African
wax printed fabrics other foreign fabrics, wood and rubber but none has been able to recycle the used worn

O A

i 060 EAAA OEAO AU . ECAOEAT x11 AT O OkelkxahpleddsomgE OEEO

shoe designers in Nigeria: Shola Designs, Sole Rebels, T.T Dalk, Haus of Hercules, Hesey Designs, Olubata,
Dolliepious, McGracey, Zabbys Store, Ayokunumi, Foleelagos, Cuvroyale, Wolace, Andrew Bolaji,
ChattelsNg, Kelvin2, Stan Shoes,|@yshoes, KQT official (Inna 2017) and a host of others based in Atz
commercial town in Abia state, Nigeria.

Recycling of Textile Waste

Textile waste is any textile material that is deemed unusaé for its original purpose. Theseanclude fashion

and textile industry waste created during fibre, textile and clothing production and consumer waste created
during consumer use and disposal. AlImost 100% of clothing can be recycled, regardless of quality or
condition. Textile recycling isthe method of reusing or reprocessing used clothing, fibrous material and
clothing scraps from the manufacturingprocess. This study has believethat, when textiles are reused
instead of throwing them away, they are given a second life. Then when it is time to finally throw them
away, recycling makes sure that the materials used to make them are used again. Recycling will benefit
charities, reduce solid waste and provide employment as well as reduce the need for high income capitals
in starting and sustaining business projects. If thestextile wastes inform of scarves are recycled, they will
provide both environmental and economic benefits. It reduces the need fdandfill space. Manufacturing
requires raw materials, huge energy resources and the process usually contribute to pollution of both the
air, water and the soil. Recycling of old head ties means that less raw materials are needed, less energy is
used and ess pollution is generated. It also reduces the demand for dyes and fixing agents and this in turn
reduces the problems caused by their usage and manufacture. It provides much needed assistance to third
world nations. It benefits people in developing couries because their sales to those who deal on second
hand clothing, support local business in that they provide a reliable source of income for business owners

AT A OEAEO AZAIEIEAO8 )OO EO OEOI OCE OAAUAI EdtrethédEAO OI | |

people. These old head ties cost less making their use attractive and desirable to shoe manufacturers.
These head ties are 100% polyester and have lower energy impacts during washing and cleaning phase
and they are completely recyclable at the end of their life span. They are extremely strong, durable:
resistant to most chemicals, stretching and shrinkingwrinkling, mildew and abrasion resistant. Polyester

is hydrophobic in nature and dries quickly. It can be used for insulation by manufacturing hollow fibers. It
retains its shape and hence is good for making outdoor clothing for harsh climates.&yhare ea&ily washed
and dried, hence their suitability as fabrics for producing footwear in Nigeria.

Results

Fabrication of Footwear from Used Jacquard Head Ties

This study concentrated in producing only a paiof slippers and sandals. It is of the view that other footwear
could be fabricated using thesame polyester head tie. Foot wear industrjpas four main departments in
which a progressive route is followed for producing finished shoedhey are cutting department, closing

or machining department, lasting and making department, finishing department and then the show
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room . In this case, the samples were produced manually. The tools used are shoe makers hammer, pliers,

fibre, a pair of scisses, evo stick, pairs of last (This is a wooden or metal block shaped likhuman foot that

a shoemaker or cobbler uses for making and repairing footwear), marker or pen, used jacquard head ties

and shoe soles. The techniques involved in this exercise are as follows:

Cutting

)yl OEEO OAci AT Oh OEA Oi D PAOO 10 OEA OODDPAOG 1T £ OEA
metal strip knives, the pieces of various shapes that will form the upper is cut. This needs a lot of carefulness

and precision so as to avoid furthewaste. The torn parts are avoided and other defects as well so as not to

appear on the Lf,per.

3 \f My

Plate 4: sticking the cut out shape with evo -stick to the fabric cut. Source: C. Chudi-Duru (2017)

Gluing and Machining

Here the various pieces cut are glued using evstick to the synthetic fibre also cut in the same shape to
reinforce it. They are neatly covered with the fabric and sewn neatly together using a sewing machine. After
this they are ready to be attached totte already prepared insole with the help of the last.
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Plate 5: sticking the upper to the cut out fibre for reinforcement. Source: C. Chudi  -Duru (2017)

Plate 6: making sure that the fabric is well stuck to the innersole. Source: C. Chudi -Duru (2017)

Lasting and Making

The insole which is the interior bottom of a shoe that sits directly beneath the foot. Generally, in shoe
making, they can be removable and replaceable in footwear fabrication. They should be comfortable and
also control the shape, and moisture. The compkd upper is molded into the shape of the foot with the
EAID T &£# A O1l A0GOG68 , AOO EO A PI AOGOEA OEAPA OEAO
finished sole to be used further in making other shoes. It is a temporal attachment. Thepgp area is
stretched and molded over the last and attached to the insole rib. After this procedure, a lasted slipper is
obtained. The upper and all the surplus materials are trimmed off. The sole is attached to the upper by
applying the evastick gum andallowed to set before exerting some pressure. The heel is then attached to
the sole which bears the upper and this completes the slippers fabrication process.
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Finishing
The finishing of any footwear depends on the type of material used for making it. Since used synthetic
fabrics were utilized in this case, the fabrics were cleaned to remove dirt that must have incurred during
production. It is also at this stage that someéecorations could be attached to the upper area for further
enhancement and aesthetics. The bottom and sides of the sole are smoothened and filed with the aid of a
smoothening machine after which it is ready to be worn.
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Findings

Exploring the production of foot wears utilizing used jacquard head ties reveals that different kinds of foot
wears can be manufactured utilizing different colours of these head ties. This study found out that these
synthetic head ties used by some Nigeah women are mostly abandoned after several usages because they
look old after using a few times. It also observed that most women do not know what to do with these
abandoned scarves after they have found them unattractive hence they become useless andupg
unnecessary spaces in their homes.

Conclusion

In this exploration, this study integrated various techniques of producing slippers and came up with a
sample which can be worn by people. It reused the old scarves in a way that is also acceptable to people
without looking worn out. This study concludes hat old worn out jacquard scarves should not be viewed
with disdain or regarded with contempt or aversion but rather they should be stored or kept to be
fabricated into other objects which could be beneficial to mankind. They could also be collected by dse
cloth collectors and sold as a second hand with little amount of money for production of foot wear. This
production should be mass produced industrially so as to reach a wider range of people. By so doing,
employment will be provided and more income willbe generated. More so, a new product has been
produced to add variety to the world of foot wear.
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