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ABSTRACT
THE CONTRI BUTI ONS OF NI GERI AN ARTI STS AND

ART EDUCATORS TO THE DEVELOPMENT OF ART
EDUCATI ON IN NI GERI A

By

Misa Pal nam MAMZA
B.A.(Fine Arts); Grad Cert. Educ
M.A.(Art Education)

The devel opnent of art education in N geria has been a
reflection of socio-cultural and political practices; and
social and econom c changes from traditional tines through
the colonial era to the contenporary period. Despite the
efforts of the artists and art educators, there is
I nadequate literature on them to enlighten and educate
readers about their contributions. Also, there has been no
conprehensi ve study of these artists and art educators, so

they remain anonynous in their professional obligations.

The specific objectives of the study were to: determ ne
the contributions of individuals to art admnistration, art
education, professional practice in art, publications in
art, and public awareness of art; identify those who have
won speci al awards/ honours; and determ ne the devel opnent al

level of art in N geria.



A combi nation of descriptive and historical research
met hods were used and the two types of instruments used were
a questionnaire and an interview guide. Seven sel ected
artists and art educators (Wangboje, Fasuyi, Okeke, Grille,
Akol o, Ekeada and Ojo) were sanpled, whil e secondary
materials were obtained from books, j our nal articles,

exhi bition catal ogues files anobng others.

The major findings showed that:
i. they have nmade significant contributions to art

adm nistration in the country;

ii. they have played a pioneering role in the
teaching of art and art education at various

| evel s of educati on;

iii. they have contributed to professional practice in
art through the holding of exhibitions, t he
organi zation and participation in art workshops

and conferences;

iv. they own private galleries and art training

wor kshops;

v. they have won Nat i onal and I nternationa

awar ds/ honours; and

Vi



vi. they have contributed to public awareness in art
t hrough publications, comm ssions, and comunity

servi ces anong ot hers.

It was concluded that although the colonization of
Nigeria and the early efforts of the mssionaries sawto it
that "educated" N gerians had no regards for their art and
culture, the artists and art educators have nmade an i npact.
This has happened in an environnent where the educational
system has not nade an overt effort at cultivating cultural

awareness in the elites as well as nmaking them consuners of

their own art.
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CHAPTER - ONE

1.0 INTRODUCTION

1.1 The Background of The Study

The historical development of art education dates back
to the pre-colonial era when vocational education was
largely run on the apprenticeship system. Art formed part
of the necessary vocational skills which, according to
Fafunwa (1974), were taught to children to sustain life in
the traditional system. It was also more of a family
oriented educational set-up whereby the father passed his
skill to his son through apprenticeship training. Wangboje
(1972) identified such training as consisting of
observation, imitation and practice. On completion of
training, the apprentice/graduate becomes a craftsman and
can then set up his own workshop and take on apprentices. It
was 1his traditional method of art education that produced
the art which has enabled Nigeria to sustain her great
contribution so far to the world community. Observed that
“the bold and highly imaginative Nok terra cottas, the
bronze and terra cotta heads of Ife, and the famous heads,
figurines and plagues from the foundries of the ancient city
Qf Benin bear eloquent testimony to Nigeria's past

achievement in the arts. These famous pieces are the works
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of traditional artists who did not go through the Western

educational system.

However, when the missionaries arrived in the early
1840s, there was an introduction of formal education, which
had a religious undertone. To the missionaries, education
was only an instrument of religion which aim was to spread
the "word of God". Therefore, the curriculum was
accordingly desjigned to foster Christian teaching and
ideals. Akolo (1985) states that traditional art was
particularly looked upon with disfavour as the missionaries
associated it with "idol worship" and it was a hindrance to

Christian evangelism and conversion.

when the British colonized Nigeria in about 1860, the
colonial government offered assistance to the missionaries
with\minimal control. Since colonia! government lacked an
initial interest in education, the responsibilities were
left to the Christian missions. Abernathy, in Wangboje
{1995), puts the British attitude in proper perspective when
he writes that officials of British colonial government
maintained that education was not their concern and to that
extent schools were needed only to produce clerks for

government and commercial interests. The first school known
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to have included art in its curriculum, according to
Wangboje (1995), was Hope Wadde! Training Institute,

Calabar, founded in 1895 by the United Free Church Mission.

Another development that helped art education during
its teething period was the change of attitude of the
colonial Government to education at the beginning of the
twentieth century. Thus, in the early 1920s there was a
steady expansion in education at the elementary, secondary
and teacher training levels; and the running of schools was
no longer the monopoly of missionary bodies. A carefully
controlled government sponsored educational system was
established in the Northern part of the country. Four types
of schools were established: (i) Elementary Schools; (ii)
Provincial Schools: (iii) Arts and Crafts Schools; (iv)
Teacher Training. These arts and crafts schools were
locagcd at Bida, Kano and Bauchi. From the annual report of
1923 by the Director of Education, the schools in which
instruction in arts and crafts was given had been looked
after by four art inspectors. In addition, Toro and Keffi
were other non-Muslim areas where such schools were located

in the North.

From available evidence (Wangboje, 1995; Akolo, 1985),

the foundation of modern art education in Nigeria was laid
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in 1923 as a result of the vision and initiative of a
Nigerian Artist, Chief Aina Onabolu (1882 - 1963), As a
result of Onabojlu’s activities in the schools, he was able
to persuade the then Director of Education to appoint
qualified art educators from the United Kingdon to take
teaching positions in secondary schools and Teachers’

Colleges in Nigeria from 1927,

What process has the development of art education taken
in other countries? What group of individual professionals
have contributed to it? What roles have artists and art

educationistls plaved in 1t?

According to Morley (1983), there was no significant
public expenditure on art and design education in Britain
until 1837 when 1t was deemed necessary to improve the
slan&ard of British art and manufacturers. However, many
art teachers had been involved in the promotion of art
education this time and still continued thereafter even
without government support., In America, similar things
happened. Although, formal instruction in public schools
started in the first half of the 19th Century, no National
Jrganizalinna of art teachers existed and there were no
state laws controlling the teaching of art (Pappas, 1970).

Individual teachers taught art as they wished and drawing

was even taught as a Science (Eisher, 1972). Also, 1in



5
India, one of the British colonies like Nigeria, art was
neglected in the educational system (Virmani, 1985). When
art was taught only few individuals and schools were engaged
in it (Virmani, op cit). It was not until 1964 that the
Education Commission’s recommendations led to a major break
through in the system of education which affected art

(Virmani, op cit).

1.2 Statement of the Problem
The purpose of the study is to determine what roles
Nigeria artists and art educators have plaved in the

development of art education in Nigeria.

Not much has been written about the Artists/Art
Educators’ contribution towards the development of art
education in Nigeria. Today, there are scattered
biographies and brief analyses published in some books on
individual artists by Beier (1968}, Mount (1973), Ovelola
(1977), Fosu (1Y86) as well as in periodicals such as "New
Culture”, "The Nucleus" and "Nigeria Magazine". There are
also very few books: Okeke (1979), Ugbodaga-Ngu (1983),
Jegede (1985), Olorukooba (1990, 1992), Mbahi (1999), where
a limited space is pgiven to the study of artists/art
educators’ life, time and their art works., Unfortunately,

in most of the work not much attention has been focussed on
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aspects of professional practice, publications, exhibitions,
conferences among others to better the whole profession on

a National scale.

It should also be noted that mere reading and mere
attendance at business and cultural events are not enough to
satisfy the need for excellence in art education at either
the local or national level. If the art profession and the
art education programme is to improve or develop, members
(artists and art educators) must be active participants.
This means participating in discussions, conducting
research, producing works of art and contributing to
knowledge and understanding in art. Such information is
lacking as one of the teaching materials for art
appreciation in the educational system. Also, Mbahi (1990)
stated that artist and art educators are anonymous and not
popular in the society like their counterparts in other
fields of education. OQloidi (1995), also expressed the same
view that to appreciate the efforts/contributions of artists
and art educators to the development of art education is

just like a story of triumph, progress and success.

Based on the preceding discussion, it is evident that
r
not much has been achieved in terms of research on the
cantributions of artists and art educators to the

development of art education in Nigeria. It is pertinent
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therefore, to ask certain qucstiohs such as: What have art
educators done 1n the development of art education since
colonial times? Wwhat efforts have been made in curriculum
development since independence? What roles have artists and
art educators played at each level of development of art
education in terms of: (i) awareness of art as a discipline;
(ii) philosophy of art and culture; (ii11) objectives of art
education and curriculum development; (iv) practice of art;
(v) art teaching; (vi) implementation ol art curriculum;

(vii}) evaluation of the art programme?

The following research questions are therefore, of
relevance to this study: (i) What have the artists and art
educators contributed to the development of art education in
Nigeria? (ii) What were their early art experiences? (iii)
wWhat were their educational backgrounds? (iv) Did their
pracgice art have this impact on school, society, socio-
cultural and political lives of the people in the area of

study? (v) What does contribution to the development of art

education in Nigeria imply?



1.3 Basic Assumptions
The study is based on the following assumptions that:
i. the development of art education in Nigeria was

championed by individual artists rather than by

governments or organizations;

ii. the government did not give moral support to
these artists, and this had an adverse effect on

their out-put:

iii. the role of art educators and artists and art
education in general education has rot been

appreciated in the Nigerian society;

iy it is also assumed that the contributions of
individuals to the development of art education

have never been quantified: and

v. the materials collected and information gathered
from the responses of the artist have high degree

of validity and accuracy,

1.4 Objectives of the Study
” The main objective of the study 1s to investigate and
document the contributions of artists/art educators to the

development of art education in Nigeria. The specific

objectives of the study are to:




(a)

(b)

{C)

(d)

(e)

(f)

9
determine the contribution 6f the individuals to art

administration:

determine the contribution of the individuals to art

teaching/education;

determine the contribution of the individuals to
professional practices in art (exhibitions, workshops

studio among others);

determine the contribution of the individuals to
publications in art (books, journal articles,

research);

identify the contributions of the artists/art educators
to public awareness in art (those who have works in

public places, set up gallaries or institutions); and
identify those who have won special awards/honours

{(National and Interpnational).

The Conceptual Framework

The contributions of the individuals being studied

could be in the following areas:

r

i. the curriculum development process;

ii. the physical or formalistic aspects;
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iii. the functional or instrumentalistic aspects;
iv. the expressive aspects of art, and

v. the responsive aspectls.

The curriculum development process. as noted by Hannum
and Brigegs (1982), involves a number of steps. These
include identifying the needs of the ©people; then
determining the purpose that matches such needs; select
appropriate contént; organising the learning experiences,
and selecling strategies and idea through some means of
verification, implementing the curriculum and having a
summative evaluation so as to make further revisions where

necessary.

According to Tyler in Akolo (1982), the determination
of purpose requires not only a comprehensive philosophy of
education but also psychological considerations,
sociological analysis of the contemporary society, and
integration of the ideas of the essentialists and the
progressives. Also, according to Akolo, the development of
art education goes through the same process as general
education. If these sequences have been considered in the
de¢velopment of art education in Nigeria, the need may arise
for one to:

i. identify the participants in the development and

at what various levels; and
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ii. determine the individual contributions.

Contribution 1n terms of curriculum development process
can be seen, according to Akolo (1982), in many ways. Such
ways include:

i. writing the curriculum following some guidelines

or philosophy;
ii. trial run of the curriculum:

iii. review of the curriculum (that is the formative

evaluation);
iv. implementation of the curriculum; and

v. evaluation of curriculum (that is summative

evaluation).

In the process of implementing the curriculum, a
]
contributor may be involved in direct classroom teaching or
private support to direct teaching such as: studio

experience, organisation of field trips to museums,

exhibitions, and research into art materials development,

The physical aspect of art 1is concerned with the
Structure of visuval form, which is used to convey the
concept through the materials. Perception is the basis for

this element and involves the unified apprehension of the
P . T = i P ——
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external world. The form of art is the shape that it takes.
In a similar vein, Read (1970) lists the main principles
involved in art as the principle of form and the principle
of origination. Form is a function of perception and
originality is a function of imagination. Richmond (1988)
stated that "the most important formal quality (of art) is
the way the work imaginatively combines elements, design and
material into a self contained whole that has meaning and
aesthetic Jlogic of its own". 1t presents its own me;sage.
This is an aspect where rules of art are taught in the

school system.

The functional or instrumental aspect of art is
concerned with the physical nature of the world, the way of
using it as a means of developing and understanding it. It
is through the manipulation of the environment that one is
able ko control! it for personal or social ends. Green
(1974), one of the main exponents of design education as
fundamental part of art education, states that design is not
just about visual style, but is about the total embracing
process of decision making that defines form, impact,
appearance and effect of man’'s solutions to human needs.
&écording to him, function is not just structure and
physical. The visual function of an object and of the

surrounding meets a need in exactly the same way Lhat
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physical needs are met. The strength of supporting argument
can be felt in Eisner (1970), who identified the
contextualist ideology that governs the teaching of art
education. The contextualists stress the instrumental value

of art in education.

Barret (1970) notes that the expressive aspect of art
is concerned with personal reality, concept formation,
response to sensation and experience, and the realization of
phenomena, symbols, myths, and fantasies. It opperates
through sensation, emotion, reminiscence, association and
inference. Expression is not a matter of giving vent to
feelings, but that it is the transformation of feelings,
image or idea into materials. Once transformed, the
material becomes a medium of expression. It is the message
emotionally or psychologically, which is typical of African
artsf Eisner (1988) notes that expressiveness in art is the
ability to depict thoughts, feelings and modes through a
language of art, The power to state vividly and with
feelings exactly what is in the mind is important to any
person. i1t improves daily communication with others and

gives one a feeling of confidence and power,

: The responsive aspect, according to Eisner (1988)
includes the way art affects society and the way the society

affects art. This aspect also was the guidelines to
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production or expression in perceiving art. Richmond (1988)
conceived of this aspects also in terms of the public
responsibility of the artist to community, a responsibility
which would demand identification with the ideals of the
society. If art is to mean something in any society if must
be expressed in a language that is common to the members of
that sociecly. The strength of supporting argument can be
felt in the comments made by McFee (1980) that, art is
concerned directly and constantly with human individuals and
groups; and it decals with concrete experiences and their
objects; witgh emotions, aspirations, loves and hates. This
means the value of the work of art lies solely in the power
with which it forms and fixes a certain emotional content
and makes it universally accessible. No one will disagree
with Reed (1965) who said the artists depends on the
community take his tone, his tempo, his intensity from the
society of which he 1s a member. According to him the
artists dependence on the community, and community’s
dependence on the artist's can assume a variety of
transformations, This will depend on the way the
interrelationship is expressed. All these have effects on
the consumption of art by the community. These involve the

use of art in urban planning, regional planning, recreation,

leisure hours and hobbies, etc.



1.6 Significance of the Study

Every great figure of art education (Wanghboje, Fasuyi,
Grillo, Akolo, Uche Okeke among others) could be an example
of what a student should be or a warning about what he
should avoid. Such people could be guide for their own
conduct and standard by which to judge the world about them.
In understanding their history, a student watches them,
thinks about them., responds to them with his feelings, his
moral sense is stirred; their deeds and misdeeds, their
courage, wisdom or folly, their achievements (good and bad),
nourish the growth of his own dawning more sense. It is
particularly by means of the biographica! approach that

history will influence a student’'s mind and character.

A comparison of reports made by Wangboje {(1990), Fatuyi
(1990), Olorukooba (1990), Mbahi (1999) and others in the
field reveals an increasing need for art educators to re-
assess their roles in society and the function of their
subject. Artists should improvise, experiment and fashion
new tools. The need for this study is more apparent because
art educators need to set up conditions of inquiry and self-
actualisation allocate enough time for experimentation,
exploration, discovery and the inculcation of thoughts and
also the need to work closely with various groups to alter

the value of art education and its place in the curriculum,
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The study reveals the true "architects" of the
development of art education. It is reasonable to assume
that the findings of this research will contribute to the
knowledge and the understanding of activities of art
educators and also the importance of art in our educational
system, It is hoped that the project would be a good
reference material to teachers, students, researchers,

policy makers, curriculum planners and administrators.

Also, findings of this research would help in
recommending ways that art educators could improve the lot
of the communities in which they exist. Not only that, it
would serve as a yardstick for all ambitious art educators
who may aspire for such achievements 1in education. Lastly,
it is hoped that the issues examined in this research will
form a basis to stimulate further research work on related

1
issues.

1.7 Scope and Delimitation

The study was cover intended to all the distinguished
artists and art educators who graduated in the 1950s and
1?605 and are academically trained. They are citizens of
Nigeria where they have spent most of their artistic life,
They have played pioneering roles in the area of art

education and clearly form part of the history of modern
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Nigerian art. 1t was also limited to the method used; this

involves the use of questionnaire and interview schedule,

Due to limited resources (time, money and facilities),

the study did not cover all the artists/art educators of the

1950s and 1960s but selected ones. The selected artists and

art educators from the different zones are:

i. Yusuf Grillo
ii. J. B. Akelo
iii. S. |I. Wangboje
iv. T. A. Fasuyi
v. Uche Okeke
vi. F. N. Ekeada

vii. John Ojo

The findings analysed and conclusions drawn are based

upon the data collected and the responses of the subjects in

the study.

1.8 Operationa) Definitions/Nomenclature
Art Education: Implies the education of the individual in

creative activities. It is training in the subject
matter of art; the studio practices or the productive
aspects of art, such as drawing, painting, ceramics,

graphics, textile design, theatre arts, industrial
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design and so on. It also include the educative
process of art history and appreciation of art, It
refers to both the traditional apprenticeship system
and informal workshops. In this study it is the
learning through art activities (making art and
responding to art) and getting to be totally involved

in art as a way of life and making art a facility of

life,

Curriculum: Kefers to all the opportunities planned by
teachers, cducational planpers, professional and so on,

for pupils for imparting knowledge.

Curriculum Development Implies the planning of Jearning
opportunities intended to bring about certain desired
changes in pupils, and the assessment of the extent to
yhich these changes have taken place.

Nigerian Artist: This is an individual who was trained to

be a professional artist, art educator. He/She must be
born in Nigeria, trained in Nigeria and an indigene of

the Country.

Art Educator: Reference to a professional or art teacher
: who is widely read and competent in the field of art.
He is a person who is familiar with the processes of

understanding children and adolescent, psychological



development, especially in relation to their creative
growth and should have deep understanding of art and

the art of teaching.

Traditional Art Education: Reference to the training of the
individual in a traditional method of apprenticeship
system. It is the informal education of artists or
craftsman or woman in particular!y sculpture, music,
weaving, blacksmitting, painting and so on. Art was
usually practiced as a family trade and the techniques
and the secrets of the profession were handed over from

elders to the off-springs.

Artist: Reference to the individual trained as a
professional in uvne of the field of Art to be painter,
sculptor, graphic designer, ceramist, musician, poet
\and specialist in related visual arts.

Development: This refers to growth or change or to bring
into state of progress from one stage to another
through various activities, In this study, development
is the process of subtle changes from one stage Lo

. another.

Contributjion: Reference is to the act of assistance or

contribution to something in terms of teaching art,
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publications in art activities, curriculum development,

exhibitions among others.

Political Life: This refers to the life style in terms of

position, status and so on in the society.

Nigeria: In this context of study means the
geographical entity addressed as "Federal Republic of

Nigeria".

Educational Background: In this context of study, means the
educational experience and the training which the

individual has gone through in his/her life time.

Art Experiences: Reference to the type of knowledge which
the individual goes through in the area of art or any

creative expression of the individual.

Deve |__‘:_ipj_1__lt.'|]l ol Art kEducation: The term refers ta the
change, growth or advancement to a higher status from
one step to the other, For example, traditional,
missionarics and contemporary periods are typical

development in art education.
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2.2 The Concept of Art and Art Education

The concept of art, as viewed and defined through the
ages from different perspectives by different individuals
due to its nature. is incomplete and open to dispute.
Definitions are usually made to fit the hypothesis which
follows. The definitions reviewed by the researcher are not
exceptions. It fits the conceptual frame work of the

research.

McFee and Degge (1980) describe art as "all those human
made things that are done purposefully with some attempt to
enrich the message, or enhance the object or structure to
effect a qualitative and  content uwareness in the
viewer"(P.23). In a similar vein, Gaitskell and Hurwitz
(1975) said that art is a form of expression, giving order
to a human being's reaction to the environment. In his own
view\ Dewey, in Fisner (1972), perceives the concept as an
attitude of spirit; a state of mind and expression of inner
feelings, Thus, Art involves the development of L(he
physical, mental, spiritual, intellectual and creative

ability of a man.

Barret (1979) sees art as a process rather than an
L
artifact. It is something which can be defined only by
describing its main facets. The facets are: (1) the

conceptual elements, (2) the operational elements, and (3)
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the synthetic elements, The conceptual element is the
aspect of art which is concerned with personal realitly,
concept formation, response to sensation and experience, and
the realisation of phenomena, symbols, myths and fantasies.
It operates through sensation, emotion, reminiscence,
association and inference, The operational element is
concerned with the physical nature of the world, the way of
using it as means of developing and understanding it. It is
through the manibulution of the environment that one is able
to control 1t for personal or social ends. The synthetic
element is concerned with the structure or visual form which
is used to convey the concept through the materials.
Perception is the basis for this element and it involves the
unified apprehension of the external world. The form of art
is the shape that it takes. Each of these facets is not in
itself art. Certain artists will emphasize one aspect but
it i; not possible to create an art form without the use of

the element reflexively.

Art is both a means of expressing ideas in unique ways
and also incorporating emotional feelings. This is
sometlimes termed expressiveness in art, that is, ab.litly to
depict thoughts, feelings and modes through a language of
arts. Thus, art is used to maintain the values, attitudes

and sense of reality from one generation to another. It is
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used to give character, identity and status to groups of
people, individuals, institutions through mutually

understood symbols and styles of architecture and costumes,

It is in acceptance of the view that art means
different things to different people that Read (1970),
maintains that the answer to the guestion of what art should
be is never lto everybody's satisfaction. In summary,
therefore, art is the means through which an individual
expresses himself/herself., The expression, being personal,
may take different forms to arrive at an effective

communication.

In art education, as in all areas of school system
today, there is this problem of defining ends as well as
means. It is important and essential to realize that art
edu%ation is not a new field., In order to understand what
art education is today, it would be useful to examine some

of the developments which have occurred in its history.

In the traditional society, trades such as
blacksmithing, pottery and weaving are restricted to certain
families. The trades were handed down from generation to
}eneration. It is in these kinds of trades that
apprenticeship system (a traditiona! form of art education)

was mostly used. In the apprenticeship, a student is
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attached to a master who had a full disciplinary control
over the student. The educative content of apprenticeship
training places emphasis on the learning process, the
learning of skill is based on observation and imitation.
The importance of the training of "hand and mind"” was
already recognized since the time of the traditional form of
art education. Plato in Read (1958) expressed it when he
said; "...we must make art the basis of education because it
can operate 1in childhood. during the sleep of reasoning, and
when reason does come, art will have prepared a path for
her, and she will be greeted as a friend,.,."(P.25). Art is

an important aspect of education in child development.,

Art education has in the past years been increasingly
concerned with the development of the individual, though one
would want Lo argue that the cultural education of the
individual affects his/her behaviour as a member of society.
Baynes (1989) however made the point that in art education,
to educate the individual as an individual he/she must first
be seen clearly as a member of society. Art education has
been affected by what people believed to be important social
needs. The real point of all this is, of course, the
proposition that education in art must equip the individual
with the experience, the knowledge and the criteria

necessary if art is Lo play a proper part in the individuals
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world. This involves the significance of art to oneself and
its significance as an element of social communication

(Field, 1972).

Art education is a field of study which makes use of
many disciplines and is seen as making considerable
contributions to the overall development of society. What
are these significant contributions? According to
Encyclopedia of Educational Research (1981), Art Education
can "... (o some extent.,.. provide... wunderstanding,
guidance and assistance in self-evaluation, and
encouragement to do independent work, develop critical
judgement, and some responsibility" (P.66). Also, Read
(1970) sees the purpose of education as to preserve the
organic wholeness of man and his mental faculties, so that
he p?sses from childhood to manhood, from savagery to
civilization, He nevertheless retains the wunity of

consciousness which is the only source of social harmony and

individual happiness.

Read’s version of the concept of art education,
developed in his book, "Education Through Art", was based on
ato’s ideas that art should form the basis of education.
Read emphasized that the most important function of
education is concerned with the psychological orientation,

and for this reason, the education of the aesthetic
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sensibility is of fundamental importance. It is this
concept of art - a traditional one - which governs to a

great extent, the art programme in the school system.

Today, there are two aspeclts of art education: (1) the
education of the producer, and (2) the education of the
consumer. The education of the producer is the training of
the individual in the creative activities or the subject
matter of art (the studio practices or the productive
aspects of art) such as drawing, painting, ceramics,
sculpture, textile design and so on. The second aspects is
the educative process. This is education in the teaching
and learning of art., This is sometimes called "art methods"
in higher institutions where art education is offered as a
teaching subject. It could be seen as "education in art" as
Eisner and Ecker (1966) put it, It essentially involves the
appréciation of art, the study of the philosophy of teaching

and the psychological aspect of art.

More specifically, Read, in Eisner (1972) talks about
the arts as means of educating. He continually emphasizes
“"the importance” of the subject to education and the
jncompleteness of education without it. Suleiman (1984)
viewed art education at the various levels of education of
an individual to discriminate in his/her verbal visual

perceptlions, sensation and expression. He further
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emphasizes that through art education, thought, feelings,
and perceplion are organized into an expression that
communicates these thoughts to someone else. According to
Lawenfeld and Britain (1975), the organization of words, we
call prose or poetry, the organization of tones we call
music, the organization of lines, shapes, colour and form
make up art (visuwal arts). Depending on which level of
education, the ultimate aim of an artist/art educator is the
cultivation of these seemingly abstract qualities in the
individual. Thus, there is the elementary school type of
art education, the secondary school type or the college and
tertiary type. While training in art emphasizes skill or
technique in one or more areas of art, those in art
education emphasize factual knowledge in the practice of art

and education.

2.3 Brief Reflection on the History and Development of
Traditional and Contemporary Art Education in Nigeria

From available evidences, the traditional method of art
education was based on the apprenticeship system. Wangboje
(1995) identified such training as where the learner is
indentured to the master craftsman for an agreed period of
;imc. The educational content of apprenticeship places

emphasis on the training process, Just as in the formal

system, the master evaluates on the basis of performances on
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specific tasks involved. Okeke (1979) perceived the
traditional craftsman, by the very nature of his work, as an
important member of a community. His art was used to
express internal solidarity, values, religious beliefs and

philosophy.

In the traditional Nigerian society, art skills are
inherent. It was an ascribed status. The apprentice was
given training in the same way he was expected to train
others for the family trade cycle 1o grow or continue.
Although the works of the family guild were done
collectively, there was room for individual and original
innovations. It is through these traditional methods of
education that Nigeria has produced the arts which are
regarded as her greatest contribution to world culture,
Some of these art works are Nok terra cottas, the bronze and
terra cotta heads ol I1fe, the famous heads, figurines and
plaques from the foundries of the ancient city of Benin

among others.

It is an acknowledged fact that a traditional form of
art teaching existed before Islam and Christianity were
introduced into the country. The Muslim communities in
Northern Nigeria had Koranic education for moral and

religious training, while the Christian Missionary Societies

which arrived in the 18405 established schools for the
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development of formal Western type of education which tended
to alienate the people of Nigeria from their culture/way of
life. Wangboje (1995) refers to this as a total religious
cultural conversion, and as a product and reflection of
European evangelical theory of the nineteenth century. To
the missionaries, education was only an instrument of
religion which aim was to spread the "Word of God" and the
curriculum was accordingly designed to enhance faster
Christian teachings and ideals. Akolo (1982), observed that
conversion of the local people would have to be both from
the traditional religion (which gave impetus to, and
motivated most of the artistic creation) and the whole way
of life which was intertwined with it and supported il.
Traditional art was particularly looked upon with disfavour
as the missionaries associated it with "ido!l worship" and it
was a\hindrancc to Christian evangelism cohesion, According
to Akolo (op cit) there was widespread evidence of direct
and often deliberate attempt to destroy or suppress Lhe

indigenous arts.

When the British colonized Nigeria at about 1860, their
government offered assistance to the missionaries with
minimal control. The colonial government lacked an initial
interest in education which resulted in the shifting of such

responsibilities to the Christian missions. Wangboje (1995)
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noted that the first school known to have included art in
its curriculum was the Hope Wadde! Training Institute,
Calabar, which was founded in 1895, by the United Free
Church Mission for the purpose of training teachers and
pastors, in order to provide qualified personnel for the
effective administration of Church and State,. Only

practical arts such as carpentry, tailoring, printing and

metal work WUrc_Luughl.

Graham (1966) reported that in the Northern part of
Nigeria education was started late., The first elementary
school was opened in 1909 by the Colonial Government for
sons of Chiefs and Mallams. This was called Hans Vischer’s
Nassarawa School. Reports on Education Department, Northern
Province between 1913 to 1933 state that the Vocational
Section of this school later became the Kano Technical
Schagl for teaching native arts and crafts including tanning
and brick-making. Similar schools were opened in Sokoto and
Katsina. 1In addition, Toro and Keffl were other non-Muslim

areas where such schools were located.

According to Wangboje (1995), the foundation of modern
art education in Nigeria was laid in 1923 by a Nigerian
Artist called Chief Aina Onabolu (1882 - 1963). Three years
earlier, he had gone to the United Kingdom and France to

study the European Sciences of painting, perspeclive,
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anatomy and other specializations'und auxiliary disciplines
which characterise European art education. Upon graduation
with a Diploma in Fine Arts (London and Paris) he returned
to Nigeria to start his teaching career which spanned a

period of forty years.

In the light of contemporary art education in Nigeria,
Onabolu’s achievements as an artist and an art educator are
spectacular. He rightly deserves the title, "“"Father of
Nigerian Art". Wangboje (op cit) noted that one of the
important achievements of Opnabolu was his success in
persuading the then Director of Education to allow qualified
art teachers from the United Kingdom to take up teaching
positions in Secondary Schools and Teacher Training
Institutions in Nigeria. When Kenneth C., Murray arrived in
Nig?ria in 1927, he recognised arts and crafts as the basic
tool of education. He believed arts and crafts should
became an important part of the curriculum. In a series of
short articles reviewing Nigerian arts and crafts, Murray
held the view that arts and crafts have both artistic and
social significance supported by a strong tradition. He
’also noted that under modern conditions, Nigerian art could
not stand still and its continued existence and survival
would depend on the respect, admiration and support of the

people themselves,
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After B years of inadequate report by the government,
Murray’s activities shifted to the preservation of Nigerian
art. He saw the urgent need for museum establisnments Lo
house and preserve Nigeria's antiquities, Murray nad many
vears of service as the osuperintendene ol bkducation in
charge of arts and craiits, bduiveyor of Antiquities and
Museum Difeciol 10 Ltuae urder. However, with his beliefl in
the fact thal a anowlcdge of local arts and cralts was basic
anu that a study of them could torm the basis of a Lrue
cuntemporary Nigerian art education, Murray carried his
crusade to several parts of Nigeria. He was most successlul
in the former bastern Region of Nigeria where he trained a
number of Niperian artists and art teacners notabhly at the
Government College, Umuahia. Among the arcisits trained
under \Murray were Ben gnwonwu, C, C, lbeco, utnman lorahim,

D. L. K. Nnanchy, J. O. Ugoj1 and A. F. Umana.

Wnen government creawtcu the position of Federal Arts
Adviser within tne Ministry of Education in 1948, Ben
Eiwonwu was tne rirst to be appointed. However, Enwonwu
appeunred to have had considerable difficulty in carrying out
his assignment . According to Fasuyi (1973), his duties
embraced all secondary and tertiary institutions throughout

Nigeria as well as the giving of assistance to young
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Nigerian artists. So, he did not use his position to the
full advantage for the advancement of the cause of art
education in Nigeria. He was more successful at carrying

out a number of art commissions. some of which were of

international i1mportance to Nigeria.

Another pioneer of art education in Nigeria was Akinola
Lasekan., Lasekan like Onabolu, was motivated by the desire
to master academic techniques as a way of understanding the
impact of Western culture and as a way of challenging the
supremacy of the white man (Wangboje, 1995). He belonged to
the category of artists who believed that traditional art
has little or nothing to offer them. A feature of his work
as well as that of Onabolu was a tendency to achieve
photographic realism, He taught art for many years at the

Universities of Nigeria and Ile-Ife.

Madam Clara Etso Ugbodaga-Ngu, who is not only the
first lady artist but the first Nigerian lecturer at a
tertiary institution, was educated in England. On her
return to Nigeria in 1955 she taught at the Nigerian College
of Arts, Science and Technology in Zaria. She later taught
at the Institute of Education, Ibadan and at the University
of Benin, before she retired from active teaching in 1985,

She has participated in a number of exhibitions.
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According to Fafunwa (1974) and Fagbemi (1988), Yaba
College which was opened in 1934 initially offered courses
in Medical subjects but later extended this to cover
Engineering, Agriculture and Teacher Training. The College
offered was mainly vocational programmes which led to the
award of the College Diploma. In 1945, the Commission on
Higher Education in Wesl Alrica recommended that Yaba Higher
College be converted into a Technical Institute. A ten-year
technical education plan published in 1946 incorporated the
commission’s recommendations which included the
establishment of handicraft centre for training in the
manual arts, trade centres for the training of skilled

craftsmen and technical institutes for the training of

technicians.

Wangboje (1995) and Akolo (1984) noted that the 1950s
wilne;scd the establishment of the first post-secondary art
training institute in Nigeria. In addition to the
Department of Art and Printing at Yaba College of
Technology, another major leap in formal art education in
Nigeria was recorded as a result of the establishment in
1953 of & Department of Fine Arts at the Ibadan branch of

the Nigerian College of Arts, Science and Technology which

two years later (1955), was transferred to the Zaria branch
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of the College, now Ahmadu Bello University, Zaria
(Wangboje, op cit). According to Wangboje (1995) and
Adetoro (1990) the Zaria branch of the College of Arts,
Science and Technology admitted in 1955 its first batch of
seventeen diploma Students, out of which only six including
one 1953 student graduated with Diploma in Fine Arts in June
1959, Adetoro (op cit) highlighted the contributions of
some of its graduates to the educational, technological and
cultural growth of this country as being remarkable. The
graduates have made their wmark as: studio artists and
designers; and academicians: such as lecturers, professors
and University administrators such as Vice-Chancellors;
rectors and provosts; principals and teachers of higher
institutions as well as other positions such as Ambassadors.

Also, many of the graduates are cultural officers,

8\

]
proprietors of galleries/studio and company directors and a

host of others. Prominent among them today are: Timothy
Fasuyi, Irein Wangboje, Yusuf Grillo, Adamu Baikie, Jimo
Akolo, Uche Okeke, Bruce Onabrakpeya, Salibhu Suleiman,
Gbolahan Lawal, and A. O, Alao who are in the first group of
Alumni. The sccond group of alumni are: Rowland Abiodun,
Clary Nelson Cole, Uwa Udensi, Sherifl Salako, Abiodun

Shodeinde, Yomi Adetoro, C. Okeke, Lucas Bentu, Derry

Yakubu, Kolade Oshinowo, David Dale, Shina Yusuf, Ben Ake,
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Tunde Okusi, Tony Urhobo and Dele Jegede. There are other

groups which this study does not cover.

Since independence in 1960, formal art education has
recorded phenomenal growth particularly in the number of
tertiary institutions offering art courses. Wangboje (1995)
noted this growth as very remarkable, From a mere handful
of institutions offering art course in the early 1960s, the
figure has risen to about forty (that is, Universities,
Polytechnics and Colleges of Education) awarding degrees,
diplomas and certificates. Among them are art schools
established in Abraka, Auchi, Benin City, Enugu, Ondo,
Owerri, Port Harcourt, Lagos, Maiduguri, Calabar, Uvo and
Ilorin in the late 1970s and early 1980. They have not only
made art education more accessible, but also allowed outlets
for expressing the aesthetic values and 1mages ol Nigerian
cultu}e. In addition to the growing institutions, there are
also informal workshops such as those organised at Oshogbo
and Ife (Ori Olokun) to train artists not privileged to have
received formal training in the institutions offering art
courses. Other informal workshops are: New Culture Studios
in Ibadan, Asele Institute in Nimo. The inauguration of the
N;tional Gallery of Modern Art and establishment of many
exhibition centres gave an additional boost to aspiring

artists and art educators,
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The formulation of the National!l Policy on Education
characterized by the 6-3-3-4 system of education which came
into force in 1982 is not only a major landmark in the
landscape of educational planning and development in
Nigeria, but also for the development of art education
nationwide. According to the policy, art, for the first
time, became a core subject in the school curriculum
particularly in the Junior Secondary Schools throughout
Nigeria. The highlights of this policy as 1t affects art
education are contained in the broad aims of secondary
education within the overall National objectives, namely,
to:

i. diversify the curriculum to cater f{or the
differences in talents, opportunities and roles
possessed by or open to students after their

secondary school course; and

ii develop and project Nigerian culture, art and
language as well as the world's cultural heritage
(National Policy on Education, 1981).
One important aspect of these two objectives is that,
’
music and drama, collectively grouped as the cultural and

creative arts, have been recognised and recommended as core

subjects to be taught during the first three years of the
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secondary school and as electives in the Senior Secondary

school.

From the foregoing, it is clear that the history and
development of art education in Nigeria has come a long way
fromits traditional cradle, It is obvious that the subject
had pedagogical neglect during the missionary era and under
the colonial government. With the inception of the new
National Policy on Education, Creative Art has been made.a
core subject at the junior secondary schoal level, 1t is
safe to state that it is recognized both by government

agencies as well as by individuals.

2.4 Art Educaticn Curriculum Development in Nigeria

The first move towards establishing the national policy
in art education and in other school subjects was in 1966
when 1he Chief Federal Adviser on Education set up a number
of subject panels of experts to review the syllabus and
teaching methods. This review was (o culminate in the
national curriculum study conference of experts in the
various subjects from all over Nigeria. The national
curriculum conference held in Lagos in September, 1969 was
c;nsidered as a major landmark in the history of education

in Africa., Such a national conference had never been held

in any part of the world before. This was followed in 1973
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by the setting-up of the Adebo Commission which was unique
in that it involved a cross-section of people in determining
the national policy on education, It was thus, not a
commission of experts and professionals but of the people,
which comprised the representatives of trade unions, farmers
unions, women's organisations, religious bodies, teachers'’
associations, and other professional organisations (medical,
legal, engincering among others), university teachers and
administrators as well as ministry officials, youth club
organisers, businessmen and representatives from the
government of most of the then twelve states of Nigeria,
The conference was to review old goals and identify new
national for Nigerian education, bearing in mind the needs
for youths and national! reconstruction for social and

economic well-being of the individual and the society.

‘In all areas of education art was acknowledged as
having a definite place in the curriculum. This was

reflected in the comments made by the participants, that:

Art offers scope for self-expression creativity, and
for the preservation of our culture. 1t is therefore,
important teachers should have some art education; so
that they may be able to guide and inspire children.

Many people say that art should be sacrificed for
academic subjects. Art as a subject demands a student
to: (a) think creatively, (b) perform creatively, and
(c) bring into life new concepts, application for
language, extends vocabulary (Taiwo, 1980:28).
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From this time, attempts were made to conduct art
curriculum workshops by various organizations and the
Federal Government to improve the position of art in general
education. An Institute Board of Studies on Art was
organized by the Institute of Education, Ahmadu Bello
University, Zaria in 1970. Mr., Olaosebikan, Principal of
Teachers’ College. Toro and former Inspector of Art,
Ministry of Education, Northern Nigeria, Kaduna was called
upon to be the Chairman of the meeting. Professor Jimo
Akolo of the Institute of Education was the Secretary.
Points discussed at the conference centred on Art in
Teachers’ College and Primary Schools with regards to issues
like the duration of art course, art methods, lessons,

visual-aids and Examination and Moderation in Art.

-hhen the next meeting of the Art Board of Studies took
place in March, 1971, there was more awareness of art
education, since all the six Northern States were
represented. At the end of the meeting, a4 new and more
detailed syllabus was produced for teacher’s colleges. A

Committee was set up to:

[

i. take a look at the 1966 primary school syllabus
(printed by the Government Press at Kaduna,

1967);
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ii. recommend a pamphlet to be developed on certain

areas;
iii. evaluate art in the primary schools, and

iv., study the UNESCO/UNICEF approach to creativily in
the first two yvears of primary education and its

relationship to the syllabus,

The Nigerian Educational Research and Development
Council (N.E.,R.D.C) organised a National curriculum workshop
for primary curricula in Ibadan shortly after the meeting of
1971. The Chairman of the 1970 Art Board of studies at
Ahmadu Bello University attended the workshop. A new title;
"Cultural and Creative Arts" was used for the first time.
Akolo (1982) stated that;

Cultural and Creative Arts is a new subject in the
curriculum of the primary school. It is a product of
the synthesis of drama, music and fine arts., It is a
concept that there must be an effective interplay among
the various components of art. I[Its core is creativity
and its significance is realised in performances.
Whether the child is acting, modelling, or making
music, performance is the period of acting during which
he shows learning and readiness. Performance is
therefore, an evaluatory period during which the child,
through the use of basic skills acquired, displays his
talent in a particular branch of the main disciplines
of art which is then reinforced in a follow-up. This
is the first workshop where attempt has ever been made
Lto bring together the three distinct subjects of art as
one entity. This distinction is particularly
noticeable in the method of approach. The plan
however, has enough flexibility which allows the
teacher to incorporate other ideas (Akolo, 1982:93),



43
The Fine Art aspect of the new curriculum remained the same
as the "Northern Nigerian Primary School! Art and Crafts"
syllabus printed in 1967, The primary sy!llabus was divided
into two, that is for years one, two and three and for years
four, five and six, namely; Picture-making, Pattern-making,

Three-Dimensional work, Light Craft and Art Appreciation.

In a bid to strengthen and develop education in
Northern States of Nigeria, the UNESCO/UNICEF had added art
(in the form of creative activity) to the list of subjects

in the Primary Education Improvement Programme.

The Nigerian Educational Research and Development
Council (N.E.R.D.C) organised a National Workshop at I1badan
from April, 8 - 22, 1972. A group was designated to work on
the Cultural and Creative Art Teachers’ FEducation
Curréculum. Having noted that cultural! and creative arts
were introduced in the curriculum of primary schools, there
was the need f(or students in teachers colleges to become
versed in the new primary curriculum. It was felt that Fine
Arts, Music and Drama should be taught as separate subjects
at the post-primary level. However, the three general but
%pecialised subjects could come out of the different areas
and fuse together in methodology, which would not be taught

for a period of two years.
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From September, 9 - 23, 19735 the Nigerian Educational
Research and Development Council (N.E.R.D.C) held a
National Secondary PFducation Curriculum Workshop at the
Conference Centre of the University of Ibadan. In his
welcome address to the participants, Professor Majasan, the
Dean of the Faculty of Education, at the University, advised

the participants to take cognisance of the following:

i. the need to provide for a wide range of

activities in the secondary schools;

ii. the need to provide for students with varying

backgrounds;

iii. the need to promote National awareness and the

spirit ol National Unity among the youths;

iv. the necessity to relate secondary education to

practical necds;

v. the need for a development of lively curiosity
and a scientific attitude and approach to problem

solving;

vi. the need to promote moral virtues, and

vii. the need to develop aesthetic appreciation

(N.E.R.D.C. Workshop Notes, 1973; Akolo in 1982),

r-f(‘:, -
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The 1973 art programme was adopted for use in the
Northern States at the Institute of Education, Zaria. There
was another Board of Studies in Art in March, 1974; which
made additiona! sections on methodology and art history.
The modified 1973 Art Programme was presented to a
curriculum workshop organised by the Federal Ministry of

Education in 1974 at the University of Ibadan (Akolo, 1982).

The 1973/74 syllabus was undertaken to meet the demands
of the Universal Primary Education Scheme, which the Federal
Military Government planned to implement in September, 1974,
Since Lthe Federal Government decided to implement the
Universal! Primary FEducation (U.P.E) Programme, Lhere was a
necessity to produce a greal number of elementary school
teachers. It was convenient to present the 1974 programme
to the Cultural and Creative Art group. The programme was
ucccﬁlcd with some modifications in art history, to make it

more national in outlook.

In January, 1975, the Nigerian Educational Research and
Develapment Council organised another curriculum workshop
using the 1974 Grade-II Teachers Syllabus as a working
paper. The workshop lasted three weeks., The workshop re-
designed the 1974 Grade-11 Teachers' syllabus into modules

and units and each unit was written in the following format:
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i. Introduction:
(a) Materials Required
(b) Objectives

{(c) Demonstration (where necessary)

ii. Students’ activities

iii, Evaluation.

As the materials had to be written in such a way that
students could use it with or without teachers (Akolo,
1982). This Nigerian Educational Research and Development
Council/Universal Primary Education (N.E.R.D.C/U,P.R)
Teacher Education Project for Art and Crafts was published
in 1977. Before then, it was presented to the Ahmadu Bello
University Institute of Education Board of Studies in Art in
March, 1977. The Board felt that the Art History and
Appreciation aspects of the syllabus should be reviewed,
because they appeared to bhe difficult for the Grade-I1
Teachers’ Certificate level. Some people questioned the use
of a detailed history of European Art at Grade-11 level and
suggested that the focus should rather be on Nigerian and

West African History (Akolo, 1982:111).

, The Nigerian Educational Research and Development
Council (N.E.R.D.C) organised a Primary Curriculum Workshop

in 1981. The cultural and creative arts group reviewed the




47
works of 1971, which highlighted the problems that led to
the production of a composite curriculum for cultural and
creative arts. They used the concept of Traditional African
Festival and ignored the need to fashion a curriculum out of
music, drama and fine arts. In the anticipated curriculum,
the child was expected to be guided from the knowledge of

the values and esscnce of his culture (Akolo, 1984).

A Draft Cultural and Creative Arts Curriculum for
Primary School (Years 1-6) was drawn up by participants from
all the aspects of the Creative Arts (Fine Arts, Music and
Drama). The Draft-Committee was headed by Professor S. I,
Wangboje. The Nigerian Educational Research and Deve lopment
Council (N.E.R.D.C) presented the curriculum to Joint
Consultative Committee on Education (J.C.C.E) in September,
1984. This was approved and adopted for implementation in
publfb schools by the Nigerian Educational Research and

Development Council (N.E.R.D.C., 1984).

In preparation for the take-off of the senior secondary
school (5.8.8), the N.E.R.D.C. was mandated by the Federal
Ministry of Education, Science and Technology to develop
cyrriculu on some core and elective subjects in the 6-3-3-4
system of education. Between February, 5 and 16, 1985, the
Nigerian FEducational Research and Development Council

(N.E.R.D.C) organised national curriculum workshops on
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various subjects, The participdnts were to review the
existing curriculum in art for Senior Secondary School. The
workshop was to specifically accomplish the following:

i. review the existing curriculum guidelines in art

from Senior Secondary School;

ii. identify appropriate materials and contents based
upon the objectives of Senior Secondary School
Educatijon as stipulated in the National Policy on

Education;

iii. compile, identify materials and content for the

new curriculum;
iv. design an acceptable curriculum, and

v. write a draft National Curriculum for Senior

) Secondary School Art (N.E.R.D.C., 1985; P.15).

The participants at the workshop included a "selected
group" of scholars from educational institutions and
nominated resources persons from the nineteen states of the
federation. These were persons committed to the cause of
educational development in Nigeria. At the end of the
Qbrkshop. a new curriculum for Senior Secondary School was

developed. The new curriculum put emphasis on the

production of potential art students, connoisseurs and
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Minister and State Commissioners of Education), which met at
Maiduguri in July, 1985. The National Council on Education
Committee mainly considered the financial and the poﬁitical
dimensions, the viability of the programmes, and the
possibilities to implement them. The programme was finally
adopted for use by the then Federal Ministry of Education,

Science and Technology.

The table below is the summary of the landmark of art
syllabus development activities in Nigeria from 1966 to

1986.
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ATt curriculum development processes in Nigeria started
in 1966 with the primary school syllabus. There were series
of similar processes through 1986 when the Nétional
Teachers® Institute held a workshop for Teachers’ Colleges
at Owerri, Imo State. Most prominent participants and
organisers were individual artists/art educators from

various inslitutions of higher learning, Eovernment

representatives and professional organizations in art,
\

2.5 The Role of Art Professional Organizations and Agencies
in _The Pevelopment of Art Educatijon

Some Art professional organizations and art agencies
have contributed in a very great measure to the general
cultural awareness, of modern art and art educaticn in
Nigeria. They provide the living forces behind all culturgl]

activities.

One of the-professional organisations in contemporary
Nigeria directly related to art in Nigeria is the "Sociely
of Nigerian Artists (S.N.A)}". This Association was formed
in 1964, One of the objectives of the Society was to
provide a body to which the Government and other authorities
and organisations could have recourse for advice, assistance
or the expression ol views on subjects or concern and

interest to artists in Nigeria.
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The vision of the founding fathers of the Society

(5.N.A), like Chief Aina Onabolu, the first conteﬁborary
Nigerian Artist, and Ben Enwonwu, were elected Patrons, and
have been the main pillars of the Society. Although, the
Society of Nigerian Artists (8.N.A) was established by a
small group of artists, it provides a forum for artists and
it sponsors exhibitions of works by lIts members. It
organises lectures, conferences, symposia and{\workshops

among others.,

In 1968, the Society of Nigerian Artists (S5.N.A)
revised 1ts constitution. Some of the objectives were:
() to create & Torum in Nigeria for professional artisis

and sustain permanent contacts between artists;
(b) to protect and promote Nigerian artistic heritage by;:

: i. fostering the understanding and appreciation of
|

. the Arts in Nigeria;
il gégirﬁ -

ii. upholding a8 high standard in efficiency in Art;

iii, encouraging legislation on any subject of concern
or interest to artists and art in Nigeria and art

antiquities; and
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iv. making recommendations and representations to the
different governments in any subject affecting

art.

In furtherance of the above, the Society’s aims are, to:
{a) hold at least an annual exhibition of art works;

(b} hold lectures. seminars approved by the Socicty
’ {S.N.A);

L
(c) publish books, journals and periodicals on

matters affecting the Society;

(d) co-operate with other organisations with similar
aims without losing its identity (all cases of
co-operation must be referred to the Executivye

for approval); and
(e} promote internationmal cultural exchanges,

From the 5.N.A's report of 1968 to 1969, vartous
achievements were made by the Society. They include the

following:

i. the Society became more stable and less dependent thus,
acquiring more prestige as a leading professional

artist society;
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ii. confidence and regard for the Society increased greatly

within the government and Society;

o+

iii. more people became aware of the Society in the Coun(ry;
iv. exhibjtions were held locally and abroad; and

v. subventions and other financial assistance were given
by the governmentl, an example was the funding by the
government to take an exhibition to some European
Capitals and sponsoring members of the Society to the

International Association of Art Conference in Baghdad,
!

Although, there was no financial report for the 1973/74
reriod of the Society's activities, the 1975 report gave

more serious attention to professionalization,

According to the report, the Society was zoned to five
regions, which were; Lagos, lbadan, Benin, Enugu and Zaria
Zones. By the annuval report of 1976, S.N.A. Conference;
there were textile, sculpture, and ceramics exhibition,
Pruce Onobrakpeya and Geothe Institut exhibition, and Print-
ﬁaking Exhibition. There was also a lecture on Nigerian
ﬂontemporary Art by Yusuf Grilto, sponsored b& German
dultural Tnstitute. All the activities were c&vered an
radio and television. 1In addition, there was an All Nigeria
Festival of Arts Iin Kadupna with (he theme - "Nigerian
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Participation in FESTAC" by A. Ajavi and Tunde. Also in
April the same year, there was a meeting to formulate the
Cultural Policy in Nigeria in Ibadan. There was as well a
newsletter produced twice vearly. The President, Yusuf
Grillo, was appointed to the Commission of UNESCO in
Nigeria, Chairman of the Lagos State Council for Arts and
Culture, and Chairman of that Visual Arts participation for
FESTAC. J. B. Akolo, E. Emokpae and B. Enwonwu were
appointed as members of the National Council fnr the Arts
and culture, Ben Enwonwu was appointed Consultant to
FESTAC. The National Arts Theatre was officially opened in

september, 1976,

The 14th Annual Conference of S.N.A. in October, 1978
took place at Nsukka for the first time outside Lagos. In
én address from the President of the Society, Yusuf Grillo,
members were reminded that the S.N.A. was for those artists
vho were professionally active, creating and holding
exhibitions. The meeting at Nsukka was attended by 31
members. The elected National and Zonal Officials for the
1978/79 were:

i; President -  Yusuf C. Grillo
2. Vice President - Uche Okeke

Obiora Udechukwu

|

Zonal Vice President (Enugu)

(Benin) Solomon [. Wangboje
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(1fe) - Michael A, Ajayi
(Zaria) - Shamsudeen A. @detoro
4f Secretary - Kolade Oshinowo
3. Assistant Secretary - H. Abiola
6. Financial Secretary - Jide Oshiga
7. Treasurer -~ Isiaka Osunde
8. Publicity Secretary _ - P. A, Salu
9. EXco Officio -  Bruce Unobﬁakpeya

- Dele Jegede

- Demas Nwoko

There were also Committees for Research/Publication,
Accreditation/Awards/Selection and Exhibition. At the
meeting, it was agreed that the S5.N.A would award a prize
with a certificate to the best art graduate in each
institution of higher learning. The best work from each of
3 top students of each institution wéuld be exhibited in a
competition in order to select the winners. During the
1980/81, the five zones, namely; Benin, Epnugu, Ibadan, Lagos
and Zaria with 5 Vice Presidents, was replaced with the
formulation of States Branches of the S.N.A. For 6 years
since the S5.N.A. Secretary was moved to Benin in 1982/8),

there were no activities and meetings.

The Society ﬁad to be re-activated for its Silver

Jubilee Celebrations in 1989 under the leadership of Dele
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Jegede. Therefore, from November 27th to December‘IOth,
1989; the Socicly organised series of events to commemorate
its existence. Apart from having its constitution amended
and published, the S.N.A. also launched newsletter and other
ppblications. Also, the S.N.A has made significant

contributions to the Cultural Policy, the Communication

Policy and the recently promulgated copyright Dﬁfree.

The "Nigerian Society of Education through Arts
{N.S.E.A}" is another ©professional art organisation
responsible for reporting om the status of art in the
schools and community. The Nigerian Society for Education
Through Art {(N.S.E.A)}, a learned, non-governmental cultural
organisation, recognised by the Federal Ministry of
Education as a learned Society, is the Nigerian Chapter of
the International Society for Educatién Through Art {INSEA),
The establishment of the Nigerian Society for Education
Through Art (N.S.E.A) came as a result of the efforts of
four art teachers namely; M. A, Ajayi, Adekoya Ajepe, Andrey
Jenkins and M. F. Q'Grady in Lagos in 1966. Speakers at the
inaugural meeting under the Chairpersonship of N.
Ma jekodunmi at the British Council! were: Mr. Yusuf Grillo,
Head of the Arts Department of Yaba College of Technology;

P. Henderson, Assistant Representative Officer for Primary
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Education at the Lagos City Council; and Chukwu of the

UNESCO.

The original aims of Nigerian Society for Education

Through Art (N.S.E.A) were to:

(a)

(b)

(c)

(d)

{e)

(1)

{g)

promeoie a betier vwnderstanding of the place of art in
education and to provide better conditions for teaching

art in schools and colleges throughout Nigeria;
\

raise the status and professional! gqualifications of

teachers, that is:

i. all secondary schools should aim at having one

fully qualified full-time art specialist;
ii. =all teacher colleges should train art teacher;
organise vacation courses for art teachers;
organise exhibitions of childrens’ art;

participate in international exhibitions and in

cultural exchange programmes;

organise ltectures and film shows on art and art

teachingj;

participate in the review of art syllabus, and
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(h) circulate the Nigerian Society for Education Through

Art (N.S.E,A) bulletin and other publications;

The membership of Nigerian Society for Education
Through Art (N.S.E.A) has grawn to include art
educationists, musicologists, dramatlists and other Nigerians

who believe in education through art.

The second conference of Nigerian Society f?r Educat ion
Through Art (N.S.E.A) took place at the University of Ife,
now Obafemi Awolowo University (O.A.U}, in 1978 and the
President was Adekoya Ajepe, Head of the Art Section,
Federal Ministry of Education. The report stated that since
1370, when England hosted the first World Congress of INSEA,
Nigeria had attended All World and Regional Congresses. It
is on record that the Federal Ministry of Education had
always sent delegates to the Congresses to present Nigerian
Society for Edﬁcation Through Art's (N.S.E.A) activities.
The Society was represented at the 23rd World Congress of
the International Society for Education Through Art
({.N.S.E.A) in Australia, by three members. Nigeria has
served at the Worid Council level since 1979 when Yusuf
G6rillo, & foundation member of Nigerian Society for
Education Through Art (N.S.E.A), was elected to represent

Africa on the World Council for 2 Years (1979-1981).
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The third Nigerian Society for Education Through Art
(N.S.E.A) Conference took place at Adeyemi College of
Education, Ondo State in 1980. The 1980 Conference was to
have been a most promising one but owing o serious
financial and material constraints, the Society was unable
to function as satisfactorily as it should in meeting its
bjectives and obligations. 1In 1981, Professor Wangboje was
elected as the Nigerian representative on the Wor]d Council.
He was re-elected as a member of the World Codhcii at the
World Congress meeting held in Rio de Janerio, Brazil and

vas to remain in office until 1988,

The decision to host the August, 1988 Regional Congress
of the International Society for Education Through Art
(INSEA) in Nigeria dates back to the 7th Regional Congress
of International Society for Education Through Art (INSEA)
at Sofia, Bulgaria in August, 1983, This decision was taken
partly in recognition of Nigeria's leadership role in the
field of art and culture and its contribution to the
activities of this World Organisation and partly because of
the need to establish a separate African and the Middle-East
Regional Congress. The initial date of the Regional
C;ngress was 1986 because it was confirmed at the World

Congress held in Rio de Janeiro in July, 1984 that Nigeria

should host it. However, several meetings were held, vital
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tssues discussed and valuable decislons made which included
the programme of activities towards consolidating the plans
for the 1985 Bath Congress and 1988 Regional Congress,
Other issues were discussed introducing the Nigerian Society
for Education Through Art (N.S.E.A) to all the States,
Iapplication forms were prepared, moderated and approved to
facilitate a comprehensive documentation of Nigerian Society
for Education Through Art members in Nigeria. (Newsletters
and other publications were tgo be regularly circulated to

members,

Nigeria’s participation in the International Society
for Education Through Art (I.5.F.A) conference held in Bath,
England in April, 1985 was praise-worthy. The Federal
Ministry of Education sponsored five people to the
conference (S. 1. Wangboje, Elizabeth Henshaw, Akinbola, R,
B, Fatuyi, Adamu A. Mbahi). Professor Wangboje delivered a
keynote address, Elizabeth Henshaw presented a paper at (he
plenary session and R. B, Fatuyi was elected to be a member
of the Regional Council. Also Lo note was the role of Mr.
Akinbola who took an exhibition of children’s art works to
Bath. Nigeria was pgiven a good place for the exhibition
which turned out to be a very high standard comparatively
and very impressive too., At the end of the Conference, Dr.

and Mrs. Golden from 0slo took the works to the UNESCO







