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ABSTRACT

This study focuses on Neo-traditional wood carvers
of Ibadan and Oyo towns in Oyo State, Nigeria. It ains
specifically at examning the characteristics and function
of the art as well as ascertaining whether or not original
I nnovations exist or whether the artists are nerely
imtating traditional art works. It further ains at
finding out the significance and contribution of

Neo-traditional art to African contenporary art.

Witers on contenporary African art are exam ned and
significant findings are nade through questionnaire, ora
di scussions and tape recorded interviews conducted during

field work. The study revealed the follow ng:

- that the art fornms have a conposition of a
weal th of synbols, patterns and notifs which

are inportant and functional in Yoruba tradition

- that the art forns are broadly cylindrical and
are usually carved directly from | ogs of wood
and that a part of the figure is very seldomy

j oi ned, pegged, glued or nailed together;



that the Artists deliberately alter size and
ot her characteristics of their figures like

frontality and rigidity of pose for aesthetic

and synbolic purposes.

Foll owing the findings, further suggestions for
proper docunentation and the encouragenent of literary

works for the pronotion of the Neo-traditional art form

are made,
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CHAPTER -~ ONE

INTRODUCTION

The aim of this study is to examine the Neo-~traditional
art style of Yoruba wood carvers in Ibadan and Oyo towns,
Oyo State. Webster's Dictionary of the English languate,
(1979) defines the word "traditional" as follows; one who
observes tradition or believes in its authority; also one

who believes in tradition.

Neo-traditional art is characterised by obvious
traditional form; deep meaning and a transitional function
in contemporary Africa. This category of art is not mass
produced or individually copied, rather it is singularly
created. Artists working in this style draw from history
and direct their traditional skill to new purposes.

"They utilize traditional forms to sult contemporary times
by drawing inspiration from the past and infusing it into
modern life" Bamidele,(1979). Wood carvers express aspects
of Yoruba culture which are worthy of respect many of which
continue to enjoy considerable acceptance in contemporary
cultures. They not only know the traditions of their
society, but strive to maintain their culture by adopting

and developing it,

Neo-traditional art is sometimes referred to as
traditional art. This art style however, not purely

traditional because the artist today no longer functions



in a traditional system but a modern onej. In pre-colonial
times, the arts were created primarily in the service of
religious cults and divine kings. It was essentially
functional in nature as well as decorative and was woven
inextricably into the fabric of 1life. It was made to
express and support fundamental spritual values that are
essential to survival of the community. The traditional
carver may not have regarded his sculpture as an aesthetic
object or art for art's sake; the aesthetic role was
probably never an end in 1ltself, Artists' works were
considered 'beautiful! only if it fulfilled its various
roles in their immediate society. Segy,(1958) supports
the diversified role of sculpture when he observed that
"African carvings had a definite role in the life of the
African: without them in many cases he could not have
functioned in his society. Perhaps he could not have
survived", However, Sieber,(1971) argues that "traditional
African art for the most part can be considered a positive
intergrated cultural manifestation reflecting and
reinforcing the basic values of the culture that gave rise

to them". Even though the main purpose for the creation

1. In pre-colonial times, the artist was fully integrated
into his own society producing objects for his
own society which were understood by all, Such
artists were trained in an aprrenticeship system
and did not experiment with new ideas but
produced his subjects within the norms of
tradition. Art objects were created for
religious purposes, Oyelola (1980).



of African traditional sculrture was religious and
utilitarian, there are however, some exceptions to this
purely religious role, 3Some of the sculptures were made
for personal protection like the Ejori figure in Ijaw,
believed to give power to he who keceps it in his home.
Some were also made to "serve as records of history and
tragition... histories and ancient wisdom passed down by
word of mouth were recorded by the artistic language of

symbols" (Price,1976),

In contemporary soclety, the purcose of
Neo-traditional art may not be for rituals as was the
case in traditional soclety. The patrons of this category

of art;

v.s are for the most part not associated with
the reljigions for which Yoruba sculptural forms
forms were created contempcorary carvers feel
freer to alter forms, as there is no code
Insisting on their conformity to group values
as expressed through sculptural form. The
carvings are moving further away from their
original function; Ludwin,{1977).

Although artists still carve horn blowers, Ibeji's,

house posts and dieties such as Sango, Ova, Obatala and

Eshu {just to name a few), such sculptures are not
fulfilling the same purpose as was the case in the past,
the artist does not satisfy the client for religious
purposes. They are sometimes carved on paltron's request.

Neo-traditional sculptures are mostly aesthetic in role.



They also serve to document historical events and everyday
scenes. In Mbah's opinion (1984) Nigerian contemporary
art like other wvisual arts invelves "new concepts, new
patterns of thinking and perceiving not dialectically as
in a lecture of text-books but through experience which
re~orients the beholder". The Neo-traditional Yoruba

wood carver is no longer working in traditional techniques
to create works which are immediately understood in his
socjety, rather he 1s using new techniques to create works
for pecple with cultural backgrounds that differ from his
own. Modern instruments different from those used in the
past, new ideclogies and thought contribute to the change
from the purely traditional style. Modern Yoruba wood
carvers often produce tourist or expoert objects; these
objects unlike traditional art are produced not on
commission but in quantity for an unknown clientele,
Sieber,(1971) states that "although financial rewards can
accrue from this activity, the traditional 'tribal’
recognition and the patron artist relationship have
vanished", The manner of training received by the
majority of Neo-traditional Yoruba wood carvers differs
from the training of the earlier set of apprentices.

The traditional carver "went through an apprenticeship
process, where artistic training was usually hereditary"

Agim,{(1989). The Neo-traditional apprentice like the



traditional carver also learnt through an apprentice
system, According to Bamidele,(1373) "most of the
apprentices are from different parts of Ycoruba land and
are without prior knowledge of the trade. These
apprentices are more exposed to foreign influence, patrons
and new values". This is yet a further move away from

the traditional approach,

The uniqueness of Neo-traditional Yoruba wood carving;
its characteristics, philosophy and geographical
restrictions suggest the need to examine the art form which

this study sets cut to do.

1.1 PERSONAL OBSERVATION

The influence of traditional religion on artistic
expression has decreased tremendously, this no doubt
offers more freedom and challenges to the Neo-traditional

carvera.

The writer observed that the composition of
Neo-~-traditional wood carving is different from the purely
traditional approach. Their works tend to be more
challenging in that they are more delicate. Such artistry
is characterized by more elasticity and movement and a
more decorative surface of the figures. After viewing a
wood carving titled "Olumeye" produced by Bamidele,

Gabriel in the home of Mr. Gani Odutokun the writer



PLATE 1:

Title: "Olumeye" by Gabriel Bamidele, Medium Wood 1976.



became interested in the development (see Plate 1).
Although Bamidele is academically trained, his work may
strongly suggest characteristics of Neo-traditional
Yoruba wood carving. Bamidele's carving technique
resembles a relief carving with divergent aesthetic
appeal made by Emmanuel Odekunle which is in the writer's
collection (see Plate 2). One aide of the relief

carving is reminiscent of a carving tradition before
1960, while the other side is similar to the

Neo-traditional Yoruba wood carving trends.

1.2 STATEMENT OF THE PROBLEM

The problem of this study is to investigate
characteristics of Neo-traditional Yoruba wood carving
to determine the extent to which it differs from the
traditional forms. Specifically, this study will
examine finishing, themes, functions and innovations in

Neo-traditional art.

1.3 THE PURPOSE OF THE STUDY
The writer's objective are:
i. To examine Neo-traditional Yoruba wood carving
in Ibadan and Oyo towns for its characteristics

and function.



PLATE 2: Title: "Warrior on Horse—-Back"

Medium ood (Oroo), Size: 28

by Emmanuel Odekunle,
centimetre,

.
.



ii, To ascertain whether or not Neo-traditional
art forms are modern experiences oOr copies of

traditional works.

iii. To find out the significance of
Neo-traditional art to African contemporary

¢

arte.

1.4 SIGNfFICANCE OF THE STUDY

i. The findings of the study are important for a
number of reasons. Even though several studies
have been made by various writers on
contemporary Yoruba wood carving, One may
speculate as to whether or not artists
producing in the Neo-traditional manner are
creating innovative forms different from the
purely traditional or whether or not they are
simply imitating. This study will contribute
to literature on the subject of Neo-traditional
wood carving in the areas covered by the
researcher. The study is important because it
could help to clarify the existing confusion
petween purely traditional and Neo-traditional
art. The findings of this study could also
help to confirm the existence of innovations

in Neo-traditional Yoruba wood carvings,.



10

ii. The findings of this study may help to
ascertain whether or not the carving culture
is still active in the area covered by the
researcher., Thif Study  could help in the
identification and documentation of certain
decorative costumes that were used as subjects

of wood carvers in the past.

1.5 SCOPE AND LIMITATIONS OF THE STUDY

The study is limited to wood carvers 1living in
Ibadan and Oyo towns who have acquired their skill
through an apprenticeship system. The researcher has
chosen to limit the study to Ibadan and Oyo towns for
the following reasons: Ibadan and Oyo towns have a long
and active tradition in wood carving. Also, Ibadan and
Oyo towns are urban areas and largely populated by wood

carvers working there.

1.6 ORGANIZATION OF THE STUDY

This project consists of six chapters, Chapter one
is the introduction to the research problem, purpose and
objective, significance of the study and scope and
limitations of the study. In chapter two, the writer
reviews related literature on art since 1960. Chapter

three discusses the method of approach in this research
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work. Chapter four contains summary of interviews and
the analysis of works. The researcher's findings is
contained in chapter five. It reveals the modern
experiences of traditional Yoruba wood carvers in

Ibadan and Oyo towns. Chapter six contains the writer's

recommendations and conclusion.



CHAPTER - TWO

REVIEW OF LITERATURE

The development of contemporary art in Africa has
been treated by various writers, some of whom include;
Herskovits,(1962); Willet,(1971); Mount,(1973);

Beier, (1983) and Odutokun,(1984),

Herskovits begins by discussing the earliest
influences on traditional art in Africa which he traces
to Buropean occupation in Africa and tec Islam. The
colonial master's view of African artistic talents was
described in terms that ranged from "child-like and
grotesque" to "savage and bestial”, The influence of

Islam was no better.

Herskovits states that rediscovery and integration
of African arts was of significance since Africans were
first able to restore to themselves a sense of cultural
achievement. He asserts that this ‘'discovery! is dated
from around the end of the first world war and is often
ascribed to artists in Paris who rejected European
conventions in their search for new forms, They
recognised the aesthetic qualities in African art. The
impact of African art in Europe and America was immediate
and theinfluence of African art was seen in the works of

the expressicnists.

13
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The author goes on to discuss a comparable movement
which had been develecping in Germany. A publication

called "Der Blaue Reider", written by Painter Kandinsky

and Franz Marc in 1912, featured works produced by
Africans, Mention is made of the first book on the

aesthetics of African sculpture written in 1915, titled

"Negerplastik" by Carl Einstein published in Munich.
Herskovits states that "wood carving by no means burst on
the art world as a sudden revelation but goes further

than is ordinarily indicated. He writes thatj

African sculpture had been first acclaimed

as an art by a group of painters living in
Paris at the beginning of the century;
Vlaminck Mattise, Derain among others spent
much time in the 01¢ Trocader¢ Museum... by
1908, the collection of Henri Mattise counted
a source of 'Negro' statues, and Derain,
Braque, Picasso owned African masks.

These artists were greatly influenced by African art,
and contributed immensely towards the development of the

cubist movement in Europe.

Now that African wood carving had been accredited
with aesthetic worth by Europeans, a new vista of
appreciation was opened and a re-examination of aesthetic
theories that broadened the scope of art history to
include the entire range of aesthetic activity had been

stimulated.
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The discovery of African art was debated by critics
and art historians and many misconceptions about it
arose. It was believed that the finer forms of African
art were made in the past, and that its meaning and
aesthetic impulses which Inspired its creation were
beyond the comprehension of non-Africans and only it's
classgical examples were of artistic valuez. Herskovits
writes that the craze for wood carving did not encourage
interest in other media in which African art also masked
the understanding of the continuities, both past and

present, in African art.

Nevertheless, the discoveries in Northern Nigeria
of terra cotta pleces from the Nok Culture dating back
almost 3,000 years, brought about changes in the concepts,
regarding the time given to African art and created room
for more intensive study. Increased knowledge of African
life and culture brought about the observation that
contemporary African artists were continuing to create

works 1n various media and not marely copying "classical"

2. Better known styles were labelled as "classic¢", The
category of "classic! included only the wood
carvings from those regions which were
represented in earlier collections and in art
dealers show reooms, tc the exclusion of art
produced elsewhere in Africa and was also the
cause of incorrect assignment of provenience to
many pieces (Herskovits, 1962).
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forms from a tradition that had ceased to exist when

its religion and mystic sanctions were disturbed., The
artistics were now exposed to new techniques and values
while works produced were no longer limited to the
community to which the artists belonged. The introduction
of a money economy, coupled with changes in religious and
social sanctions for art created a broader market for the

' artist,

Interest in African art had spread over the years
from its reccgnition by EBuropean - Avant Garde Artists
and critics to wider acceptance, as part of the resources
of the world. The existence of a wilder market reflected
this. The existence of a wider market alsec made known
the fact that wood carving areas extended beyond its

earlier known areas of production3.

According to Herskovits, the growing interest in
African art served as a stimulus to the African artists
who now began to experiment with new forms, In Nigeria

for example, miniature realistic wood carvings appeared,

3. Before the existance of a wider market. It was
believed that figures and masks and other
manifestations of African art came from the
contigious areas of the Congo, the Guinea Coast
and the Western Sudan, The plastic arts of
Eastern and Northern African were sparsely
represented, if at all (Ryder, 1964),
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which depicted personalities, both European and African
and others in a new medium -~ thorns of the cotton tree.
European techniques of water colour and oils become

widely used by the artists.

Herskovits has given a very precise, and clear
picture of the development of African art and thought,
His book will prove useful to historians, artists and

art lovers for a long time.

wWillet (1971) discusses some of the factors which
have influenced African traditional arts, the strongest
influences being Christianity and Islam, He also
classifies contemporary African art into various
categories. The first group of artists consists of
those who received their training in an apprenticeship
system. The next group, Willet terms the folk artists
or workshop artists consisting of artists who had no
previous training in art but who were introduced to
art through exposure to art materials and their use.
The third group consists of those who have received
their training abroad or in Africa by expatriates.
According to the author, the Western-trained African
artists are going through a phase of varied
~experimentation, inspired by the art of other continents

and consequently, their art is no longer clearly
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African. He claims that African artists are being
absorbed into the cosmopolitan world of modern art which
owe's its character mainly to the stimulus of traditional
African art. However, there appears to be some element
of contradiction in Willet's conclusions. This is
because if the Western-~trained artists are being absorbed
into the cosmopolitan world of modern art and modern art
is stimulated by African traditional art, then it is

only logical and correct to say that the Western-trained
artists is also influenced by traditional African art.

On the whole Willet's summary and classification of

contemporary African art is commendable,

Mount, (1973) gives a more comprehensive survey of
African contemporary art. His study constitutes a
detalled investigation of a vital component of any
culture namely its art. Through Mount's study, he was
able to observe four distinctive categories of art

produced in Africa in recent decades:

(a) Art produced in traditional styles;

(b) Mission inspired art;

(c) Art designed for sale to tourists; and

(d) Art of new media and techniques and personal

expression.
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According to Mount, art produced in the traditional
style is a thing of the past. This type of art continues
in a few isolated areas. He goes on to say that the
majority of traditional African art is sculpture made of
wood and that sculpture was until recently produced in a

wide variety of styles and techniques,

Mount is of the opinion that the religion and
social traditions of Africa are in a flux, and that in
many places they have almost completely disintegrated.
As a result of this, it becomes difficult to find artists
producing quality works like their ancestors. Therefore,
the use of both traditional and contemporary scenes form
the subject of much of the art, being produced. Modern
technology and tools are used for finishing instead of
local plants and locally made tools. Mount says that
often the last skilled craftsman, if still alive, is too
old to work, or his successors are so inept that their
works are crude and worthless parodies of fine traditional
sculpture. The author attributes the breakdown cf African
tradition and religion to the advent of the European

colonial powers,

He states that the majority of todays African

"elite" contributed to the disappearnce of traditional
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sculpture, as many received their training in mission
schools and their ideas often reflect the Eurcpean

concept of art,

According to him, the negative attitude towards the
old art is beginning tc shift particularly among young
artists many ¢f whom incorporate older elements into
their works. For instance, some of the traditional
themes have been retained and the basic processess of

wood carving remains intact.

The author discusses at length what has happened
to traditional art in several selected regions of
sub=-Saharan Africa. His research has found that

traditional art styles;

survive most strongly among the Benln,
Ashantl and Fon Kingdoms and the Yoruba
'tribes' of the West Coast. Although in
most instances, the media and technique,
have continued practically unchanged by
and large the quantity and particularly
the quantity of production have diminished
greatly in recent years. The Yoruba have
maintained the highest quality of work
while the art of the neighbours in Benin
has surfered considerable degeneration in
style,

The second category, "mission inspired art" consists
of art works in traditional styles but based on Christian
themes, The primary alm of this art is for religlious

teaching threough the arts which often decorate the walls
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of Churches. Mount says that mission inspired art began
at the end of the fifteenth century and that by the
seventeenth century, such works were no longer being
produced and the old pieces lost thelr Christian

meaning.

The author discusses the establishment of several
workshops in Western Nigeria by the Catholic Church,
The first began under the direction of Father P. Kelley
of the African Mission School established in 1947, in
Oye-Ekiti, Father Carrol and Sean'O Mahoney supervised
the workshops teogether. They gathered together a small
group of craftsmen and commissioned them to produce
works on payment of fees. They produced liturgical

objects for use in Catholic Churches,

The Oye~Ekiti Centre closed after a new Reverened
Father took over from Father Kelley. Mount however,
does not state the year of closure of the Centre but
goes further to say that two smaller workshops were
established by Sean'O Mahoney at Ondo and Father Carrol
at Ijebu Igbo. The Centre concentrated on wood carving
although contracts were given to other craftsmen and

musicians.

The type of work produced by the Centres was a

combination of European ideas and African form. The
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themes are Christian but the technique and formal
elements are Yoruba, Mount also discussed Lamidi
Fakeye of Nigeria whom he says that he (Fakeye) is the
best known artist to have been associated with the
Nigerian Catholic Workshops, Fakeye demonstrates the
success of Catholic Mission Workshops in Nigeria. 1In
Mount's opinion, the Nigerian workshops have enjoyed

considerable local success,

The third category of art, souvenir art, can be
considered art only in the broadest sense., It is of
importance in African mostly because of its economic
significance. This type of art is produced mainly for
tourists. There is little or no difference in the
style of their work and it is almost impossible to pick

out the hand of any individual craftsman,

The last category of art, (the emergence of a new
art) embraces art being produced with new media and
technigques and personal expression which is the most
important type of art in modern Africa. It is usually
produced by educated individuals and reflects an
African Cum Western art school background, Mount says
that many different styles in this new art have
developed in modern Africa and that most of them have

a combination of traditional African art and modern
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Western influences., The presentation of this new subject
matter is varied in style., No illustrations of the new
art are given and one is not very sure what the new art
really is. Although carvers within the scope of this
study have not received Western education, characteristics

of thelr art may suggest the emergence of a new art.

Mount has presented a comprehensive and well

documented study of contemporary art in Africa.

There have been many attempts by different writers
to define and categorise African Neo-traditicnal art,
Mount refers to four distinctive styles which he calls
survivals of traditional styles; the mission inspired
art; sourvenir art; and the new art, Odutokun,(1984)
classifies contemporary African artists into three.

The traditional artist/craftsman, the folk artists and
the modern artist, He says that "the traditional artist
has remained content with his occupation where he is
still being patronised, however, some of them have
started producing for the tourist market. Attempts

have been made to find new commitments for this group

of artist., Odutokun eites as example, the experiment
carried out by Kevin Carrol in Oye-Ekiti, Nigeria,

where traditional carvers were commissioned and paid
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to decorate the Church for religious teaching through

their art.

To Odutokun, the folk artists work for a larger
public and are influenced by and largely exploit the
resources from popular culture to appease their clientele.
The folk artist produces decorative works for their
clients. They also manufacture sign writing and minor
advertisements for artists and other skilled

self-employed persons.

The third category of artists, the modern artists
are largely the college trained artists or others who
are enlightened enough to be either inquiring or even
philosophical in their attitude to work. According to
the author, the modern artists are aware that they are
being watched by society. They create with some measure
of consciousness of their works' possible implication

for the society of today and tomorrow.

Odutokun has adequately categorised contemporary
African artists. His discription of the traditional
artists/craftsman, the folk artists and the modern
artist includes traditional art produced throughout
Nigeria. Beier,(1985) discusses some contributions

made by various individuals towards the development of
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modern art. Wwhat is pertinent in this review is Beler
discussion on John Clarke and also his wviews on the

workshop established by the Catholic Church at Oye-Ekiti.

John Clarke, an Bnglish Art Teacher during the
1930s was of the notion that students in Omu Primary
School where he taught were becoming alienated from
thelr own culture. He was concerned about the
preservation of the Yoruba tradition of carving under
a system of education and therefore, set up an experiment
in education at Omu Primary School. He tried to remedy
the sltyation by employing the services of an important
wood carver named Bamghoye, as a craft instructor in
the school. The pupils were intended to combine old
tradition with modern knowledge, According teo Beler,
(1985) the experiment did not succeed and the school
simply failed to produce artists, nelther the
traditional nor the modern type. Beler states further
that the art work of great Bamgboye soon degenerated

intoe tourist souvenirs.

Leo Underwood, (1952) is of the same opinion as
Beier concerning the decline of Bamgboye's art work,
He states that "once the traditional carver bhecomes
art concious... his powers of expression declines”,

Underwood refers to Bamgboye to illustrate his point.
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To Underwood, Bamgboye produced YEpa" masks and many

other fine works when he did not know he was an artiste

J. D. Clarke, also concerned about the preservation
of the Yoruba tradition of carving, persuaded Bamgboye
to come to Omu Primary Schoel to instruct the boys in
his art and the boys proceeded to work on traditicnal
lines at Bamgboye's direction. According to Underwood,
the work done subsequently under both boys and their

master suffered., He states thatj

Bamgboye acqguired an art consciousness,
parting from the ordinary position of art
in African life and soon became typical
of the meritorious though lifeless work
in European art craftmanship exhibitions
Bamgboye is incapable now of producing
work like that, he did under the old
'tribal' condition. His pupils did not
pick up the expresslion of his old work"

It is possible that Beier drew inspiration from
the writings of Underwood. Clarke appears to hold a
different view from Underwood and Beier. He has this

to say about Bamgboyej

There was a better carver in a
neighbouring village, but for twe years
he refused all inducements that were

of fered to persuade him to come as
instructor... In the end, the Emir of
Ilorin was asked to obtain the services
of the particular carver for the school.
He instructed the Chief to send him along
and Bamgboye, one of the best of the
remaining Yoruba carvers, has worked for
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the school ever since. He has never shown
any disinclination to teach the boys all
ne KNnowsS.eae

The writer is of the opinion that perhaps Clarke
would be in a better position to write on the subject
of the standard of Bamgboye's work, since he was well
acquainted with Bamgboye and knew the standard of his
work. The writer assumes that Beier had not met
Bamgboye and did not know enough about his background
to be able to conclude that the standard of Bamgboye

had fallen.

Beler goes on to discuss the workshop established
by the Catholic Mission in 1947, in which "traditional¥®
artists were commissioned on payment of fees to carve
art objects inspired by Christianity. He says that
this experiment was remarkable in as much as it was
performed with considerable feelings and perseverance.
The experiment came to anp end in 1953, On the whole,
Belert's article has been well treated, but his fajilure
to examine more critically the art style of Bamgboye
after his arrival at Omu Primary School, appears to

be the major weakness in the article.

Although many studies have been made on
contemporary Yoruba wood carving, by some scholars,

specific literature from which extracts could be
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documented for this project are very few. One may
speculate as to whether or not artists producing in the
Neo-traditional manner are actually creating forms
different from the old or whether or not artists are
merely copying. Literature relevant to thls study,
presently include that of Oyelola,(1980); Ogunwale,
(1971); Haight,(1287); Bamidele,(1979); Ludwin,{(1977);
Carrow, {(1955; 1967); Cjo,{1966); Babalola,(1989);

Freyer,(1990).

In Oyelola's (1980), writing on contemporary
Nigerian art, she deals with some of the factors that
leads to the develecpment of contemporary art in
Nigeria; religion and colonialism. The colonial
experience brought about the most far reaching changes
in all domains of life, including that of art. Oyelcla,

states that;

Nigerlans were forcibly brought in contact
with the culture of Western Europe where
art had become a specialist activity of no
direct concern to the average man, schools
were set up by missionaries and the
colonial government which taught an English
curriculum. The teaching of drawing ang
painting featured prominently on the arts
syllabus. This was the beginning of the
divorce between art and life which took
place in Nigeria,

The purpose behind art today has changed from what

it was in the past, Many artists produce "art for art's
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sake", Also expatriates form the majority of the
patrons of Nigerian art. Mention is made of Oyelola
of the change role of the artist who now uses new
techniques to produce works for individuals with

cultural backgrounds that differ from his.

Discussion is made of the experiment at Oye-Ekiti
in 1947 conducted co-operatively by both Reverened
Father Sean'O Mahoney and Reverened Father Carrol.

The aim of the experiment being to study the adaptation
of African crafts to Christian uses and to experiment
in the fie1d4. Cyelola points out that Lamldi Fakeye
and Bamidele who were both sons of traditional weood
carvers were employed at the centre creating works for
use in the Catholic Churche. Fakeye, who was an
apprentice to Bamidgle , produced carving for secular
buildings including the old house of assembly in Ibadan.
In Oyelola's opinion, the experimental project was
successful to the extent that it re-integrated wood

sculpture with daily worship.

The carvers made use of traditional techniques in

the creation of new works. However, no mentiocn is

4, Father Carrcl narrated stories from the Bible
which the carvers endeavoured to illustrate.
He also discussed technical details but
avoided imposing his own ideas and emotions.
(Ibid, 1980),
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made of the new works and one is left wondering what

the new works are. Oyelola's observation may
substantiate the focus of the study in that many

carvers 5till continue to carve in the mode of their
ancestors, however, the carvers are creer to alter forms
and will alsc carve to the patrons request. This is a
further movement away from the traditional approach,
whereby the artist was limited to the style he had

learnt and practiced,

Reference is made by the author to the style of
Lamidi Fakeye whom he says produced small sculptures
of Yoruba gods and worshippers for decorative purposes.
The author describes these statues as being stylized
representations of human form with geometric decorations
on the clothing and pedestal. He says that Fakeye also
carves doors for public buildings and citles the ones
at University Catholic Hospital, Ibadan as an example
According to Oyelola, the same can be said about the
works of Akin Fakeye, a member of the same family as
Lamidi Fakeye and alsec Ola OCdekunle. Both Akin Fakeye

and Odekunle work in a similar style as Lamidi Fakeye.

Ogunwale, {1971) also discusses the subject of
Lamidi Fakeye's work which he says are concerned with

royalty - a Yoruba King complete with the paraphernalia
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of office; courtiers at the King's Palace, women in
different mood and forms. Yoruba gods and goddesses

with scarification marks and hair-dos are represented

as well. According to Ogunwale, all the Fakeye's
out-lines are vivid, proportionate and without
unnecessary embellishment. Ogunwale says this about
Lamidi Fékeye; "Fakeye is a hard working man, a dedicated
and truly Yoruba traditional artist, His work remains
true to its origin. Although, he adepts new techniques
and cvolves new styles, this does not spring from a

desire to imitate foreign influence®.

Haight,{1987) acknowledges Lamidj Fakeye as a
contemporary carver producing Neo-traditional art.
According to the author;

Fakeye is a man of paradox. As a Muslim,
he continued his family tradition of wood
carving and drew deeply upon traditional
styles and themes... He is an artist whe
did not lose his way in the period of
transition between colonial rule and
independence but who during the era of
liberation in his own person slezed the
opportunity to become a world class
artist through retaining and perfecting
the essence of what was strong, vital and
unjiversally worthy of respect in Yoruba
culture. He has transformed Yoruba wood
carving without abandoning tradition, he
has become the keeper or tradition without
forgoing innovation,
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Haight, {1987) observed changes in contemporary
Yoruba wood carving as seen in works produced by Lamidi
Fakeye, Changes in style are evident in "Sango's wife
and Devotee", According to Yoruba tradition, the symbol
for Sango is a double bladed axe which represents two
thunder bolts. In this work Sango is shown symbolically
as a mah holding his wife aleft., Prumming devotees are
present at his side who bring Kolanuts for sacrifice.
Fakeye has also changed the emphasis of certain
decorative touches as seen in "warrior on horse back".
The warrior is shown in a necklace of coral beads which
were very expensive and formally reserved for Kings or
Chiefs of great importance. Haight points cut that
normally a warrior would not have dressed in such a
manner. However, Fakeye portrays these beads on the

warrior to illustrate his wealth and importance.

Ludwin,(1977) also pursued an investigation into
contemporary Yoruba wood carving in Oyo city and
attempted to determine the following: (1} The
traditional techniques and procedures of Yoruba
figurative carvings, (2) the impact of Western
technology and imagery on figurative Yoruba carving and

establish the accommodations made by image carvers wheose
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traditional patrons - the devotees of the Yoruba religion

- have decreased significantly,

In Bamidele's (1979) discussion of contemporary
carvers, he states that the traditional artist of the
past years was a traditionalist who knew and executed his
products according to the norms of his predecessors, his
artistic out-put depended on his capacity to meet the
demand of his people., The artists carving played an
important role in the 1life of his people and served for

social as well as ritualistic purposes.

Bamidele is of the opinion that modern carvers
continue with traditional forms to suit modern Nigeria
by drawing inspiration form the past and infusing it
into modern life. It is the authors belief that the
efforts of George Bamidele Arowogun led to the foundation
of what is known as "Contemporary Traditionalist" Yoruba
wood carving. Contemporary apprentices who are from
different parts of Yoruba-land are usually without prior
knowledge of the trade. Their urge to learn is primarily
commercial. Even though, they learn through the
apprenticeship system and acquired to certain degree,
the skill of the traditional carver, their mode of
learning is different from what apprentices like Lamidi

Fakeye went through.
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Carrol,{(1967) has said of Yoruba sculpture that
figures usually sit or stand and if they imply movement
do 50 only in the most limited way. He observed that
one does not find emotion in facial expression or in
gesture. Craftsmen make no attempt to represent fear,
anger or joy. He further states that Yoruba art
illustrates scenes of Yoruba 1ife but there is no time
sequence, no attempt iIs made to build up a narrative
whether of history or fiction, Carrcl has said also
that the human fiqure is supreme ang that art produced
by the Yoruba has very little in the way of background
scenery or staging. A tree for example may be carved

but only for the palm wine collector to ¢limb it.

0jo,(1966) examines some of the outstanding
characteristics of contemporary Yoruba wood carving
which he states is broadly cylindrical in form, Heads
of figures are proportionally larger than other parts
of the body. The works are symmetrical and noted for
it's three dimensional treatment. Figures are carved
from a single piece of wood. No attempt is made by
artist to combine two pieces of wood. Forms
represented are derived from nature, WPistortion is
shown in carving, figures are static and without motion

and lack variation in facial features,
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Babalola, (1289) has said that Neo-traditional art

works;

Freyer, (1990) observes that Yoruba artists often
decict important aspects of their culture,
endeavours to show how Yorubas think,

Yoruba art is diverse yet distinctive.

must have selected naturalism, Have
emphasis on eyes... must have deep meaning
traditionally, must be non-commercial,
Profuse use of folklore entailed - there
could be vertical composition, no over
lapping of figures, work may be highly
polished., The artist may or may not have
academic training. Some carving 1s done
along the grain of wood - may have
symmetry of composition must have frontal
pose.

diversity yet distinctiveness of Yoruba art, Freyer

To the author

The artist

Explaining the

- referred to the Yoruba metaphor for their culture which

is;

the river that's never at rest... Like the
river, you've got all the streams going in,
but the streams don't change the river, hut
the river subsumes them, and in some places
parts of the river are deep and slow moving
and some parts move very swiftly., So the

river keeps going and it may seem to change,

but it always is somewhat the same,.,.. Like
a river, you have streams flowing in that

are influences from their neighbours or from

outside.



CHAPTER - THREE

RESEARCH METHCDS AND TREATMENT OF DATA

Apart from literature materials which assisted the
researcher in conducting this study, the primary or field
studies approach suggested by Fagg,(1960) in his study of
"African Art" was also used. Fagg classified these
studies into two groups - primary studies which in the

authors words mean;

Direct research carried out in the field and
secondary studies that is these which are
carried out else where, for example, in
museums and university departments; using as
their raw materials the results of primary
studies and the specimens which are to be
found in great quantities in museums and
private collections throughout the world,
some of them well documented in which case
they would be regarded as primary evidence,
a much greater part of them undocumented, so
that only their internal evidence survives.

Fagg explains that all forms of cultural
anthropology, including the morphological or technological
study of objects and material culture, are in the last
resort studies of human behaviour, and settlement. The
importance of field work is pointed out by the author
when he states that one should study artists in the

field, to enable him to learn all there is to know about

35
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the artist; according to him; "there is Clearly great
scope for anthropological and aesthetic research in
Africa, The author is of the opinien that we may still
reconstruct African art history in part with the help of
younger carvers and other inhabitants of the surrounding
villages and districls for a true account of the spiritual
aspects of the art as well as the material ohes.
Collection of such material cannot be accomplished in
short periods of acquaintance. Fagg,(1960) states that,
training calculated to draw the full benefits from such
field studies does not exist.and that there is very
little time left to develop it. Fagg, also discusses
the importance of Cameras, which he Says aid in the

collection of valuable information. He explains that;

Good photographs are often hardly less useful
to the comparative student than the objects
themselves, and since the acquisition of
carvings, unless they be freshly made is
generally a lengthy business, the field
student is probably better employed in
expanding and documenting this photographic
collection,

Fagg is of the opinion that photographs should be
properly documented with such information as the name
of the carver, village and any other useful information
available about the use, function and age of the art

forms,
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The primary studies approach was also used by
Mount, (1973) which is in the preface of his book:
"African Art the Years since 1%20"., Mount noted the
awareness of the world of the current transfermation of
Africa at a speed unequalled in the history of
civilization, Realizing that a changing culture must
give rise to new art forms, the author conducted
research through sub-3aharan Africa to investigate these
changes. He points out that for the most part, reliance
was placed on information gathered in the field from
the artists, primarily, from patrons, schools, museums
personnel, government officials, church dignitaries and

interested observers,

3.1 FIELD STUDIES

The researcher made a field trip to Ibadan and
Oyo towns with an interpreter to acquint herself with
the wood carvers and their establishments. The
researcher visited the Art Councils in Ibadan and Oyo
towns to find out the exact locatlion ¢f the carvers and
their places of work. The researcher also visited
Dr. Adepegba at the Institute of African Studies,
University of Ibadan to find cut the location of wood
carvers in the area. Once the location of wood carvers

was established, data collection was undertaken.



38

3.2 SCURCES OF DATA

According to Ndaqi,(1980); sources of data consist
of two types; primary and secondary. Ndagi states that;
primary data has been recorded by eye witness accounts
of an event.,.. secondary sources have been recorded by
someone else who obtained his data indirectly. The
primary source is more reliable than the secondary
source because of the distortion caused as a result of
passing on information through secondary sources. The
primary sources of data was used by the researcher in

conducting this study,

3.3 RESEARCH INSTRUMENTS
In order to achieve the objectives of this study,

the researcher utilized the following instruments:

i. Tape recorded interviews
ii, Photographs
iii., Collected materials

ive. Personnal observations

Ndagi,(1984) has pointed out that; “interview is
a technique wused for collecting information from others
in face-to-face contact. It is used when a researcher
wants to obtain reliable and valid information in the

form of verbal responses from respondents in order to
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confirm or reject hypothesis", Questions were drawn up
and used to guide the researcher in conducting
discussions with the various selected artists., (see
Appendix I). These were recorded on tapes, The
recorded conversations were then transcribed into
script form. The interview administered by the
researcher through the aid of an interpreter to solicit
information on Neo-traditional Yoruba wood carving was
informal but structured. The researcher asked the
respondents the same questions in the same sequence
according to their function in the study. This method
is important as it allowed for questions to arise as a
result of issues raised and created room for unbiased
answerse. Furthermore, it enabled the researcher to
obtain unbiased first hand facts and gave room for
further explanation. The questions asked by the
researcher were open ended. This method is also
important as it exposed other salient issues inherent in
the works of the artists, working within the scope of
this study. As the researcher has no knowledge of the
Yoruba language, the researcher sought the aid of an

interpreter to assist in interviewing the wood carvers.

These interviews were in Yoruba and later translated

into English with the help of an interpreter., Tape
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recorded dialogue with the artists were later transcribed,
read and reviewed. (sece Appendix II). It is hoped that
these tape recorded interviews will serve as research

materials to enhance further study of Neo-traditional art,

These discussions sought to answer, among other
things, the artists' themes, sources of inspiration, as
well as use of media and characteristics. Other questions
dealth with are function, patrons, innovations and signifi

significance of Neo-traditional Yoruba wood carving.

3.3.1 Photographs

Colour photographs were taken of completed
carvings for the purpose of recording and
analysis of selected works. Photographs aided
the researcher in making comparisons between
traditional and contemporary work which further
helped the researcher to make statements
concerning innovation and synthesis in an
attempt to ascertain whether a new art form

has evolved or whether artists are merely

copyinag.

3.3.2 Collected Materials

The type of data collected include catalogues,

journals, books and newspaper articles relating
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to the topic. These were objectively reviewed
by the researcher. Also collected were art
works., These serve as research material,
worthy of presentation for the purpose of the
researcher’s study. They also helped in the
formulation of the writer's recommendation and

conclusion in this project,

Personal Observation

The researcher reviewed a range of the artists
work over a long period of time and noted any
observations. This was achieved by visiting the
artist's studio. This approach is important in
the analysis of different techniques, content
and form development in Neo-traditional arte.
The researcher believes that this approach is

crucial in order to attain an objective hypothesis,

SELECTION OF ARTISTS

As mentioned in chapter one, artist's were selected

from two areas in Nigeria: Ibadan and Oyo towns. To

ensure that the artists studied belong to a similar

group, only those living in Ibadan and Oyo trained in

an apprenticeship system were studied., A total of four

artists were selected, two from Ibadan and two from Oyo.
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3.5 DATA COLLECTION

Data for this study were collected from exhibitions
as well as from the studios of the artists interviewed.
During visits to the artists' studios discussions were
carried out with the use of a tape recorder and
conversations were recorded (see Appendix 1I),
Photographs were taken and write ups relating to the
study  were also used, as well as newspaper reviews,
catalogues of exhibitions and articles frcm magazines,
seminar papers and journal articles. The following
libraries were consulted. The Department of Fine Arts;
the Kashim Ibrahim and the School of Basic Studies
Libraries of Ahmadu Bello University, Zaria, Nigeria.

The library of the Institute of African Studies,

University of Ibadan was also consulted.



CHAPTER - FOCUR

SUMMARY OF INTERVIEWS

Akin Fakeye is from Ila Orangun, Oyc State. He
is a wood-carver by profession and comes from a carving
lineage. Both his father and Grand-father were engaged
in the wood carving profession. Fakeye, an admirer of
good carving, began his career after his primary
education, He received his first instructions in
carving from his father and elder brothers. Fakeye
later served in an apprenticeship system{in Ila Orangun)
under Lamidi Fakeye for a period of nine years where he
mastered the baslc techniques of wood carving. Fakevye
was greatly inspired by Gani and Lamidi Fakeye from
whom he developed his carving style. When the works
of master and student are compared, the influence of
teacher upon pupil is evident., According to Fakeye,
to a novice their works are indistinguishable although

an experienced eye could differentiate.

Fakeye has made a fulltime career out of wood
carving and presently heads a large and lucrative
studio at his residence at Baraka Road, Ibadan town,

with several apprentices, His work both stylistically
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and technically is based on the Yoruba tradition of wood
carving. The subject matter of Fakeye's forms are
varied and consist of door panels with relief scenes,
decorated boxes and free standing three dimensional

pieces some of which include deities, such as Sango, Oya,

Esu, Flutist and Herbalists to mention a few, Fakeye
also uses his own personal ideas. He derives his themes
from contemporary life and will carve forms to the
specifications of his patrons. Many of Fakeye's themes
have been selected for their popularity and their ability

to attract patronage.

The tools employed by Fakeye include the axe,
chisel and nails all of which enable him work quickly
and efficiently. In the execution of his art forms,
Fakeye makes use of various types of woods which are
acquired from the saw-mills, The woods are commonly

known as Iroko, Ofon, Oroo, Apa and Omoo. Ofon and

Iroko are used for large works like posts and big doors,
while Apa and Oroo are usually used for smaller works,
These woods are choosen because of their durability.
They do not warp or crack and are resistant to insects
and water. Large pieces of woods are taken to a
carpenters workshop for smoothening while smaller

pieces are taken to the wood carvers studio where they
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are cut with tools. When the carving's are completed,
they are smoothen with sand-paper and polished with

linseed o0il and petrol,

A particular trend can be observed in Fakeye's
sculptural forms, For instance much detailed pattern
work is applied to pieces that are made with great
care, Fakeye's forms are made to last and all are
signed for the purpose of identification. There is
emphasis on the eyes which appear bulbous, hair styles
are elaborate, ears are simplified, they are mere
triangles and the size of the head is larger in
relation to the rest of the body. The figures are
straight in their posses and faces between male and
female and indistinguishable and ageless. Objects are
carved from a single piece of wood and all sides are

treated with equal attention,

Fakeye's art forms are produced to be sold as art
ocbjects; they are purchased mainly by foreigners and
a few Nigerians who use them for decorative purposes.
Fakeye has maintained his family tradition through his
carving., His studio offers training and job
opportunities for interested persons. Since Fakeye's
art forms reflect aspects of traditional as well as

contemporary life, such carvings therefore, help in
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the documentation and preservation of various aspects

of typical Yoruba culture.

Although traditional Yoruba motifs and stylistic
treatment are apprlied by Fakeye to a variety of subjects
both traditional and contemporary, Fakeye's sculptural
forms may be described as modern creations and not
copies of traditional works, A new art form arises
which is a synthesis of the old and new. There is a
noteable difference in Fakeye's art forms when his

works are compared to traditional art pieces.

Ayodele Bankole is a wood carver from Oyo State.
He began his career as a wood carver in an apprenticeship
system under Akin Fakeye, Bankole served as an
apprentice for a period of four years, After his
apprenticeship, he worked for Fakeye for five years.,
Bankole was very much inspired by the good works of his
master and others such as Gani and Lamidi Fakeye as
well as Olu Taiwo and hopes to someday attain their
standard. Although similarities in technique and
subject matter can be observed between the art forms
of Bankole and Fakeye, Bankole has developed a style

that in clearly his own,
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Bankole works full-time as a wood carver in Ibadan
town and is the head of a small workshop with a few
apprentices. The subject matter of Bankole's
sculptural forms consist of mythelogical Yoruba gods and

godesses, some of which include Elegbara, Ogqun, Sango,

Oya and Herbalists. Ibeji's are also dericted as well
as contemporary every day scenes suUch as horse-riders,
figures, presenting gifts, mothers caring for children,
hunter's cultural dancers, flutists, drum beaters and
water carriers. Bankole's selection of themes are
based on their popularity as well as his own personal
ideas, his themes are derived from the folk tales of
his people, his environment and from the suggestions
of his patrons., The types of woods used by Bankole in
the production of his work are varied, The woods are
purchased from the saw-mills and include Apa, Oroo,

Iroko and Omoo. Apa is used for figures while OCmoo,

due to it's width is used for doors and panels., The
woods are selected because of their durability and
resistance to insects and also because they polish
easily, After purchasing the wood, it is allowed to
season for a period of about six months. After
completion of a carving, the wood is polished with
linseed o0il which enhanced the beauty of the wood and

helps prevent cracking. Bankole's sculptural forms
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are made with great care and are highly embellished.
Designs can be seen on garments, objects held in hands
very often on bases upon which figures are posed. The
head of his figures are usually portrayed slightly
larger in proportion to the body. Female figures are
designed with beautiful hair styles, while the eyes
are bulbous in appearance, the ears are simplified,
faces of male and females are similarly represented
and age is not depicted. The distinguishing feature
between male and female is observed in body structure
and clothing. Although, figures are stiff and frontal
in their stance it is not uncommon to find heads that
loock to the side. The carvings are made from a single
piece of wood and all sides are treated with equal

attention.

Although, Bankole's art forms are patronised by
both Nigerians and foreigners, the majority of the
purchases are made by foreigners. Bankole's sculptural
pieces are not only aesthetic in role, they also help
in the documenting and preservation of the Yoruba
culture, they alsc serve as teaching aids for
apprentices, Even though the influence from the past
is evident in Bankole's art forms and though many of

his subject matter are inspired by tradition, his
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creations may be described as modern and not copiles
of traditional works. Bankocle experiments with new

ideas.

Emmanuel Odekunle is a Yoruba carver from Oyo State.
He is a professional wood carver and comes from a family
of carvers, 8oth his father and Grand-father were
traditional wood carvers. Fresently, Odekunle is the
head of a lucrative wood carving studio in Oyo State,
Odekunle began to carve wood at an early age, due to
his father's encouragement. After he completed his
formal education, he jolned Father Kevin Carrol's
Workshop and worked under the instructions of Bamidele
Areogun for a period of three years. Odekunle opened
his own wood carving studio in Oyo town where he works

full-time and is still located there today.

In Odekunle's studio, traditienal Yoruba motifs
and stylistic treatment are applied to a variety of
subjects which are both traditional and contemporarvye
Some of his subjects include free standing

3-dimensional pleces of the deities such as Sange, Ova,

Esu, Obatalz native healers as well as farmers at work,

game players and wine tappers, Odekunle also carves
decorated relief panels consisting of one scene as

shown in Plate 2, relief panels which stand on a base
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so that both sides can be seen, door panels carved with
several relief scenes on one side only. Odekunle has
selected some of his themes because of their popularity
in the Yoruba culture, while others are everyday scenes
that appeal to him personally. Odekunle's themes are
derived not only from traditicnal as well as
contemporary life but also from the bible history

bocks and folktales, Some themes are inspired by

specifications from clients.

Odekunle's sculptural forms are carved in seasoned
hard wood, they are highly finished and are oiled to

prevent cracking. These woods include; Omoo, Iroko,

Apa and Oroo. These woods are selected because of
their resistance to insects and their strength, (they
do not split easily), Omoo and Apa are easy woods with
which to work, they are relatively inexpensive and
available, also they are capable of taking fine detail.
Oroo is the most frequently used wood due to it's
hardness, it is the hardest wood of them all. The

woods are acquired from the saw-mills,

Art forwms produced in Odekunle's studio are
usually enriched with a variety of non-representational

geometric patterns, which lend texture to the work.
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Odekunle's free standing figures are frontal and static
in appearance and are often carved fully or partially
clothed. They have heads that are larger when compared
to the rest of the body, large eyes, flat lips and
simplified ears. The indistinguishable faces of male
and female are expressionless. The distinguishing
feature between man and woman is seen in fatherly and
motherly roles. Female figures are depicted in fancy
hair styles while the male is often caced. All the
carvings are made from one plece of wood and all sides

of the wood are treated with equal care,

Odekunlet's art forms which are made to be sold as
objects of art are patronised by foreigners and elite
Nigerians; foreigners form the major buyers. These
sculptural forms are purchased for their beauty and are
used mainly for decorative purposes. The art forms
produced in Odekunle's studio serve as models from which
apprentices can learn, also when such works are grouped
together, they form a large collection from which buyers
can select, Since Odekunle's carving reflect both
traditional and contemporary societies, they help to
record and preserve various aspects of the Yoruba
culture., They alsc enhance training and job
opportunities as well as perpetuate the tradition 6f the

artists family.
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Although, Odekunle follows the traditional manners
of representation, his sculptural forms may be described
as modern and not copies of works produced in the past.
Odekunle has devised a style of his own different from

the purely traditional,

Oke Ogundepo is a native of Oyo State and is a
wood-carver by profession, both his father and
Grand-father were wood-carvers, Ogundepo started
carving wood at an early age due to constant
encouragement from his father, He was inspired by the
work of his father and served as an apprentiCe under him
for a period of eight years, Similarities between the
work of father and son can be observed when their works
are compared, however, Ogundepo has developed a style

of his own,

Ogundepo, devotes plenty of time to his profession
and is the head of a small studio in Oyo town with two
apprentices. His work in terms of technigue and style
is based on the Yoruba tradition of wood carving, His

subject matter consist of Yoruba gods, such as; Sango,

Oya (wife of Sango) Esu, Ogun to mention a few. He also
carves masks as well as contemporary scenes. Ogundepo

selection of themes is based on their popularity in the
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Yoruba culture, other themes are derived from newspaper
articles and clients, Various types of woods are used by

Ogundepo, some of which inClude; Iroko and Apa. These

woods are selected because they are strong, highly
resistant to insects, and do not crack easily. These

woods are obtained from the saw-mills.

The wood is allowed to season before any carving
is done, During the process of carving, engine oil is

applied to the work which aids in preventing cracking.

Ogundepo's art forms are strngly built, well finished,
well balanced and pleasant to view. His forms consist of
male and females figures that stand, sit, kneel, dance and
play. They have heads that are larger in proportion to
the rest of the body, large eyes, fancy hair styles and
ears that appear as mere triangles. Differenciation
between male and female can be observed in body structure
and clothing., Age is not represented. The figures
appear up-right and rigid in their posses, and all

carvings are made from one piece of wcod.

Ogundepo's wood carvings which are aesthetic in
function are patronized by both Europeans and Nigerians.
His workshop provides work and training for interested

persons, while his sculptural forms serve in reCording
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some aspects of the Yoruba tradition. Furthermore,
Ogundepo's carvings serve as a source of inspiration

for other carvers.,

Ogundepo's sculptural forms are new and different
from more traditional worksS and as such his works may
be considered modern creations and not cories of

traditional art.

4,1 ANALYSIS OF WORKS

4.1,1 Title: "Woman Presenting Kola-nut"

Bankole Ayodele (January, 1990}, Size 32
centimetre, Media, Wood (Apa). It is presently in the
collection of the artist. This is a carving by
Ayodele Bankole an Ibadan based artist from Oyo State.
He received his training as a wood carver in Ibadan,
in an apprenticeship system under Akin Fakeye., The
duration of his training was four years. After
completion of Ayodele's apprenticeship, he remained
and worked with Fakeye for five years., He later
established his own workshop in Ibadan where he is

presently based.

The carving on view represents a woman presenting

Kola-nut. The artist makes use of decorative designs
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PLATE 3: Title: '"Woman Presenting Kolanut'" by Bankole
Ayodele, Medium Wood (ApQ),Size: 32 Centimetre.



56

and motifs in the treatment of the figures intricate,
high-crested hair style, upon a head that is larger in
relation to the rest of the body. The head turns to
the side, the eyes are wide and bulbous and there is

no indication of pupil. The nose and mouth are
simplified while the ears appear triangular in shape.
There is no indication of age and the face is
expressionless, The neck of the figure is ornamented
with four rows of decorated beads which terminates in

a triangular shaped object that rest between uncovered
breasts, Enclosed in the hands Of the figure is a
decorated box in which kola-nut is carried, Highly
decorative designs are used by the artist to embellish
an ankel length waist coat. 0Detailed designs and
patterns are also used to deccrate the base upon which
the well balanced figure firmly stands, Arms, torso
and legs are simplified. The use of decorative designs
to embellish the entire sculpture contributes immensely

to the appeal of the art.

Both theme and characteristics of the carving
conform with the aesthetic principle used in
traditional wood carving, however, innovations are
apparent in the work, The artists struggle to defeat

frontality and complete rigidity by the introduction
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of a turning head is a deviation from the purely
traditional approach. Furthermore, the carving
functions as a purely decorative aesthetic art form
rather than one which is ritualistic.in purpose as was
the case with more traditional sculptural works. The
carving on view is carved from a single piece of wood
and is executed by the use of tools which include
mallet and chisels of different sizes, hammer,
sand-paper for smoothening and knives, linseed oil

is used to polish the completed art work, These
sophisticated tools allow for more delicate, intricate,
and precise design and finishing, which greatly enhances

the beauty of the sculptural form,

4,1.2 Titles "Native Doctor"

Bankole Ayodele (December, 1989). Size 28

centimetre, media wood (Apa). It is located in the

artists studio, Ibadan. The carving on view is of a
native doctor carved from one plece of wood. Decorative
patterns and designs are employed by the artist in
depicting an elaborate hat on the head of the figure.

On both sides of the cap are oval shaped medicine
gourds. The eyes are bulbous and appear to be

starring, while the mouth, nose and ears are simplified.
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The face is without expression while age is not
represented, Around the neck is a chain upOn which a
bulging oval shaped medicine gourd is hung. It rests
upon an uncovered chest that reveals a porturding novel.
Around each bending arm are eight rows of beads. In one
hand is held a decorated horn shaped gourd in which
medicine is contained. The gourd curves towards the
bottom and connects to a cock that is held in the other
hand of the carving. The figure is depicted in
traditional attire which consgists of a highly embellished
ankle - length wrapper. The figure is frontal in pose

and stands erect upon a decorated, well balanced base,

Changes from the purely traditional approach can
be observed in the artist's treatment of the head.
Although, Ayodele adheres to the traditional
representation of the head, the size of the head in
this carving is reduced, (compare with Plate 13),
According to the artist, the reduction in head size
"is an attempt not only to reduce the amount of wood
being used, but also an effort to apcroximate more to
real life". Bankole,(1990). This in the artist's

opinion; "adds to the appeal of the work“s.

5. This knowledge was revealed to me during a formal
interview with Bankole Ayodele, (1990),
Ibadan, Oyo State, Nigeria,
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PLATE 4: Title "Native Doctor" By Ayodele Bankole, Medium Wwood
(Apa) 28 Centimentre.
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Tools used by the artist in the execution of his
sculptural forms are modern and highly efficient which
reduces the amount Of time and labour spent, as well as
also allow for fine details, and finishing of a high
standard all of which contributes to the aesthetic

quality of the art form.

The carving is purely decorative in function as
compared to more traditional art forms which were

employed mainly for religious purposes,

4,1.3 Horn Blower

Title: "Esu Horn Blower" by Ayodele Bankole,
(September, 1987). Size: 36 centimetre, media wood

(Apa)e. It is presently in the artist studic in Ibadan.

The carving on view represent a horn blower

for Esu, The artist has made use of highly decorative

designs on an elaborate head-gear on the figure. The

head-gear consists of a band embellished with zig-zag

patterns, It goes around the head and extends down

to the middle of the back terminating in a small mask.
Two larger decorated masks are situated directly above
the band each at the side of the figures head. These

masks are separated by an 'n' shared fluted structure

which begins directly above the band at the centre of
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the front of the head., It goes upwards over and around
the head and ends at the back of the head. Within the
space created by the fluted structure are thick
criss-cross designs which are separated by open spacCes
thus, forming a pierced background, The head is
slightly enlarged, while the eyes are large and with

no indication of pupil, the long narrow nose flares
outwards at the sides. The cheeks are puffed out
indicative of the blowing action of the figure in whose
hands are held a decorative horn. Around a slightly
elongated slender neck are four rows of beads. The
horn blower is depicted in traditional attire which
consists of a highly decorative short sleeved shirt

and knee length trousers, The figure kneels on ©ne
knee upon a decorated stool. The entire carving is

created from a single plece of wood,

Unlike the art forms created in the past, this
carving functions as a purely decorative piece.,
Conscious attempt is made by the artist to create art
forms that fulfil the aesthetic role, Bankole's works

are superbly decorative.

The use of modern efficient toeols which reduces
time and effort, Contributes considerably towards

creating aesthetic works of a high standard.
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""Esu Horn Blower" b

Title:

PLATE 5:

y Ayodele Bankole, Medium

etre,

wood (Apa), Size: 36 Centim
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Further innovations may be observed in the
artists introduction of greater flexibility noted in
the treatment of the limbs and the legs appear more
modelled, more flexible and more life-like when

compared with traditional forms§

The artists introduction of a pierced decorative
head-gear enhances the sculptural effect of the carving,
According to the artists, such structures in the past
would have been solid, rather than pieced which in
the writer's opinion is a further move away from the

purely traditional approach,

4.,1.4, Mother with child on Back

Title "Mother with Child on Back" by Ayodele
Bankole (June, 1990)., Size: 37% centimetre, media wood

(Apa). It is located in the premises of the artist in

Ibadane.

This highly polished carving depicts a kneeling
mother with a baby on her back., Against the above the
sides of the enlarge head are two decorated ceremonial
swords which are supported by an embellished loop shaped

structure, held in the figures hands. The high crested

6. According to Bankole, 1990; he approximates more to
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hair style is beautifully adorned with beads, The eyes
are large and their is no indication of pupil. The
large ears, nose and moth are simplified, so also are
the 1imbs, The face is expressionless and there is no
indication of age. Around the neck of the figure are
three rows of simply decorated beads from which a
triangular pendant hangs. A baby looking to the side
without stretched aims is tled on the mother's back
with a wrapper that is enriched with detailed pattern
work. The breasts above the wrapper are unccvered and

the figure kneels upon a decorated stool,

This highly embellished carving purely
aesthetic in role. The use of modern tocls which are well
manipulated has enabled Bankole to make use of detailed
pattern work on the entire surface of his art form.
In an attempt to approximate more to real-life, the artist
introduces more flexibility in his carving. This is
noted in the turning head of the baby as well as the
bended legs of the mother. Although, the limbs are
simplified, they appear more slender, more graceful and more

modelled than that of traditional art forms.
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PLATE 6: Title: "Mother with Child on Back" by Ayodele Bankole,
Medium Wood (Apa), Size: 37 Centimetre.
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4.1.5 ©Oshun Worshipper

Title: "Oshun Worshipper" by Ayodele Bankole,
(October, 1989), Size: 26% centimetre, Media, Wood

{(Oroo), It is located in the workshop of the artist

in Ibadan.

This carving made from a single piece of wood,
depicts a kneeling woman, in frontal position, offering
a cock for sacrifice. On the head of the figure,
separated by a circular shaped object which protects
the head as well as helps balance load, is carried an
intricately decorated water pot. The head size is
larger in proportion to the body. The delicate hair
style is rendered with intricate patterns. The eyes are
bulbous and no pupil is represented. The mouth and long
narrow nose are simplified; long slender tubed shaped
earings hang from the lobes of triangular shaped ears.,
Around a slender neck are several rows of grooved beads
that end in a decorated triangular shaped medalian
positioned between an exposed bosom. Enclosed in one
hand of the figure is a cock while the other hand holds
a decorated container filled with kola-nut., Around the
waist, below a portruding navel, just above a highly
decorated waist cloth, are rows of beads similar to the

once around the neck. The well balanced figure kneels
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upon a base which the artjst has treated with detailed

pattern work,

Although, this carving is insplred by tradition,
its function is purely decorative. The carving like
all Neo-traditional art has been made to be sold as art
objects. Though the influence from the past is evident,
Bankole's creation is different from art works produced
in the past. The carving {s made with great care and
attention to detail. Through the use of modern tools,
the artist has consciously and successfully enriched the
entire surface of the elegant art form. W1ith detailed
designs. Bankole is more concerned with how his work

will satisfy aesthetically.

4,1.6 Man on Horse Back

Title: "Man on Horse Back" by Ayodele Bankole,
(December, 1589), Size: 28 centimetre, Media, Wood
{Oroo). Presently in the collection of Dominica U,

Gwam (Mrs.) Cleveland, Ohlo, United States of America.

The carving on view depicts a horse-rider in
frontal position. The eye are large and they appear
to be staring, while the long slender nose and lips are
simplified, A full beard is also represented. Upon a

slender elongated neck are four rows of grooved beads
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PLATE 7: "Osun Worshipper" by Ayodele Bankole, Hedium Wood (Oproo)
— —

8ize: 26 Centimetre
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from which a pendant that rests on the back of the

rider hangs. The flgure is dressed in traditional
attire which consist of a short sleeve shirt and ankle
length trousers., The artist makes use of highly
decorative designs and patterns to depict a hat on

the enlarged head of the rider., The hat is divided into
four parts. At its sides are decorated masks while.the
front and back are designed wlth over-lapping structures

wlth an open space formed at the centre.

Decorative design are also apparent on the band
around the horses head and the reign which are held in
the hands of the rider. Both rider and horse are

posed on a decorated bhase.

"Man on horse-back is a theme that has been
practiced by wood carvers since traditional times.
Bankole's art form is aesthetic in function. It is
produced as an art object for sale to tourist and elite
Nigerians who use the art for decorative purposes,
hence, the artist's great attention to aesthetics.
Modern toels contribute considerably towards intricate
surface finishing and the aesthetic quality of the

worka,



??dn on Horse-Back" by Ayodele o
Size: 28 Centimetre,
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ankole, Medium Wood

(Cron)
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4,1,7 Olumeye
Titles "Olumeye'" by Emmanuel O, Odekunle, (June,

1989), Size: 33% centimetre, Media: Wood (Apa).

Presently in the artist's workshop in Oyo town.

This carving depicts a kneeling girl presenting
a cock in which gifts are kept. The hair style of the
figure is treated with detailed pattern work. The
head is larger in proportion to the rest of the body
and the eyes are large. The nose and wide lips are
simplified, while from the lobes of triangular shaped
ears hang earings that extend to the shoulders. Four
rows of beads adorn the neck of the figure while the
fifth row lie of portruding breasts. Decorative beads
are depicted on the arms as well, The abdominal area
like the breast is also exposed and tied around the
waist is a decorated walst cloth, The limbs of the
figure are simplified. Enclosed in the hands is a

large highly embelished cock which faces the side,

4,1.8 Palm Wine Tapper

Title: "Palm Wine Tapper" by Emmanuel O,
Odekunle, (May, 1989). Oyo town, Media: Wood (Apa).
Size: 32 centimetre. It is located in the artist's

collection.
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PLATE 9: '"Clumeye" by Emmanuerl O, Odekunle, liedium Wood (Apa)
Size: 33% Centimetre. o
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The carving on view represents a palm wine
tapper. Upon the figures enlarged head 1s a calabash in
which palm wine is carried. Around the neck of the
calabash is tied a rope which is held in an up lifted
arm (in traditional carvings arms are held firmly at
the sides of the body) of the tapperT. The eyes are
enlarged and the nose, mouth and large ears have been

simplified.

The figure is dressed in decorative attire which
consists of a cap, long shirt and angle length trousers.,
Around the figures neck is a long rope from which two
calabashes located at the chest and back regions hang.
Around one shoulder is a rope that extends to the knees
while on the other shoulder is a shorter rope from
which a calabash is hanged. The figure stands erect on
a well balanced decorated base., Plate 9 exhibits a
traditionally inspired carving while Plate 10 is a
theme derived from everyday contemporary life. Both
carvings are decorative objects, which are admired for
their aesthetic quality. The artist's consciousness of
aesthetics as well as modern tools, contribute towards
the fine execution and detailed pattern work exhibited

on these art forms,

7. This, I learnt during an interview with Emmanuel
Odekunle (1990), Oyo town.
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PLATE: 10: Title: "Paln

Wine Tappor" by Emmanuel O, Odokunle, Medium
Wood (Apa), Size: 32 Centimatre
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4.1.9 Woman Presenting Kolanut to a Herbalist

Title: "wWoman Presenting Kolanut to a Herpballst"
by Emmanuel Odekunle, (October, 1988), Size: 38
centimetre. Medlia: Woed (Orool. It is presently
located in the collection of Mrs, Mackie, Ize-Iyamu,

Cleveland, Ohio, United States of America,

The carving represents a woman in profile with
a child on her back presenting glfts in an ornamented
box to a healer who is depicted in frontal pose. The
healer holds jin one hand what appears to be a decorated
staff, while in the other is a medicine gourd which
depicts the healer's profession. The staff is as long
as the figures are tall and serves not only to separate
the woman and child from the healer but also to divide
the scene into two. Both figures are clothed in highly
embellished attire which consists of a long sleeved
- shirt, sash and trousers in the case of the male and
a shirt, waist cleoth and decorative beads on the arms
of the female. The composition as depicted within a
decorated circle which is enclosed within a triangle

that is also embellished with detailed pattern work.
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PLATE 11: Title: "Woman Prasentinug Holanut to a Herbalist® by I
Emmanuel Q. Odekunle, Medium Wood (Oron), Size 38 Centimetre.



7

[ ]

4,1,10 Warrlor on Horse Back Followed by Flutist

Title: "Warrior on Horse Back Followed by
Flutist" by Emmanuel Odekunle (November, 1989),
Size: 29 centimetre. Media: Wood (Apal. It is located

in the artists collection,

The carving depicts a warrior on horse-back
who is followed by a flutist. The warrior who is in
profile is depicted with an elaborate hair style. His
attire which consists of a high neck collar, a long
sleeved shirt and ankle length trousers, rides
majestically on a horse. Two long swords adorn the
body of the warrior, while in an upraised hand a dane
gun is carried. The flutist behind faces in the opposite
direction of the warricr. The flutist like the figure
before him 15 also in traditional dress consisting of
an intricately designed knee-length shirt, which is
tied at the waist with a decorative belt and trousers,
In one hand is grasps the horses tail, while the other

holds the flute from which the figure blows.

.The scene is depicted within a decorated
circular frame within which are two highly embellished
horizontal lines, one situated directly above the head
of the warrior while the other forms a base upon which

the horse and flutist stand.
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4,1.11 Farmers at Work

Title: "Farmers at Work" by Emmanuel O, Odekunle
(December, 1989). Size: 24 centimetre, Media: Wood (Apa)
preséntly in the collection of Dorothy U. Oluonye, Benin

City, Bendel State, Nigeria.

’ This relief carving represents a man and a woman
harvesting fruits. Both figures are 1in profile., They
are dressed in decorated attire. The male in shirt and
trousers and the female in a wrapper that is tied around
her chest. On the enlarged head of the woman is carrled
a decorated box into which fruits are packed while the
head of the male also enlarged is adorned a cap. The
eye of both figures are large while nose, ears and lips
are simplified. The sScene is enclosed within a square

frame that 1s decorated with geometric patterns.

Plates 12 and 13 are illustrations of art works
that are inspired by traditional as well as contemporary
1life, They also represent some of the techniques
employed by Odekunle in an attempt to create more
variety in his work. The use of efficient modern tools
coupled with a desire to create more aesthetical art
forms has resulted in the artists careful planning and
execution of his work as well as the use of more intricate

design. These relief panels produced also differ from
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PLATE 14: Title: "Mother Surrounded by Children" by Akin Fakeye,
Medium Wood (Apa), Size 30 Centimetre
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traditional reliefs because the panels are plerced
through. One ¢an see through the place so that the

wall forms the lowest background layer of the relief.

4,1,12 Mother Surrounded by Children

Title: "Mother Surrounded by Children', by Akin
Fakeye (January, 1990). Size: 30 centimetre, Media:

Wood (Apa). Presently located in the studio of the

artist.

This carving deplcts a seated mother surrounded
by four children. Two at her side and one at her front
and back. The mother carries a large decorated basin
on her head which is proportionately larger when
compared to the rest of her body. The hair style is
treated with intricate, patterns. The eyes of the
figure are extremely bulbous with no indication of pupil
and they appear to be staring straight ahead. The long
glender ncse flares at the bottom while the closed
lips are simplified. From large ears hang earrings
that extend to the shoulders. The serene face of the
figure is ageless and lacks emotion, Around the neck
is a single row of ornamented beads which lle on
uncovered breasts. Supported in the hands and on the

knees of the mother is a baby who with one hand holds
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onto the crossed feg of the mother while the other rests
upon the breast. Tied around the mother's back in a
highly embellished waist cloth is another child that
looks to the side. A kneeling child, carring a bowl
also with a head turned to the side is present at the
side of the mother. Located at the other side of the
mother in frontal pose is another standing child who
holds the feet of the baby on the mother's lap, All

the figures are well balanced on a decorated circular

base,.

Differences between this.carving and
traditional art forms may be observed in Fakeye's use
of flne detailed pattern work in the execution of this
purely decorative work. A lot of care has been placed
on accuracy and finishing which contributes towards
_creating a high standard which adds to the aesthetic
quality of the art, The artist Introduction of the
crossing of the motﬁers' leg not only lends more
flexibility to the carving but als¢ helps to diemphasis
complete rigidity in the work. The turning of the heads
of the children at the side and back of the mother helps

to defeat complete frontality in the works,






