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ABSTRACT

Despite the establishment of modern sculptures in most of
Nigerian urban centres and the purported commitment of government
to the promotion and preservation of all art forms in the country,
there are no inspiring literature on these sculptures to enlighten
viewers on their purports. Mostly affected are public sculptures
in the northern states whose meanings are generally obscure and
their features manifestly besieged by elements that strongly
indicate degradation and neglect. The objectives of this
study are to document modern public sculptures in Bauchi,

Benue, Kaduna and Plateau states and to compile historical
and humanistic literature that explain their meanings and

underlying principles.

In carrying out this investigation, the author relied heavily
on primary sources and the anthropological or direct field research
methodologies. The sculptures constituted the main data and were
closely studied on location in the contexts of the experiences
and aspirations of the various owner states and the Nigerian
nation. Photographs of the sculptures are also presented as
documentary evidences. In addition, discussions and interviews
on the sculptures were held with their custodians, and authors in
some instances. These sources yieldedfirst hand historical data
concerning the sculptures, their artistic and formal characteristics
and the principles behind them. Secondary sources such as books and
journals were also consulted. These provided frameworks for
articulating the research methodologies adopted for the study,

documenting the sculptures and analysing all acquired data.
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In analysing these data, the distribution and custodians
of the sculptures as veil as their states of repair, media
and production techniques were fully discussed. Next, the
sculptures were assessed and classified using the following
criteria: Stylistic modes; images and motifs; free-standing

and reliefs; colour and patina; and intrinsic contents.

Discoveries in the study included seeming preferences for
certain sculpture types and motifs in some communities and the
recurrence of some media, motifs, sculpture practices and themes
in all the states, Furthermore, intrinsic contents were found to
differ significantly from the sculptures’ expressed forms. Also
noteworthy was the realisation that the sculptures were fundamentally

allegorical, iconic or symbolic and are all community oriented.

Recommendation and suggestions were made which if conscientiously
implemented could promote better appreciation and preservation of

public monumental sculptures.
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Introduction

¥onumental sculptures, according to Oabdorne (1977:737) are
works of art intended to celebrate and perpetuate memories of
persons, events or ideas. He includes "all forms of surviving
relic which bear witness to things of the past'" as momumental art.
However, this study only concerns mocdern sculptures in Higeria
designed by governments or their agencies and soclocultural
‘orzanisations as memorials to history and celebrations of
progracimes and policles. They are therefore visual historical
recoris of herces or champions, group experiences, philosorhies

and aspirations,

Formally, monmumental sculptures could be naturalistie,
atylised or cocpletely abstracted. They could also be
representational or non-cbjective and are either
free-standing (in the round) or in relief on plane
surfaces., 3culptures are mostly carved in atene, ivory'
and wood. Cthers are caat in bronze, cement concrete and
plaster. Xore still are in welded metal, fibre glass, porcelain,
terracotta and other suitable materialsg. lonumental sculptures
from all indications are deaigned to last indefinitely., To
outlast at least the generations that produced them. ®lse,
how ¢an one explain the gseemingly imperishable nature and
enduring quality of their media? Or, their location mostly

in fertified and well guarded places?

“onumental sculptures are often ornamental, meant

to adorn indoors and outdoors settings, Indoors monumental



sculptures zre mostly —iniaturistic. Designed to be seen and
enjoyed at close range =zs part of household furniture or
personal costumes and uzexnsils. Others are designed

specially fcor cutdoors se%ttings. These are located in thne
open, in streets, at rozndabouts or parks, on toxbs, fountains,
and other iafrastructures like churches, stadia, theatres and
townhalls, [~ fzct scre sculptures are incorporated into vital
architectural structures zs doors or gates, house posis or
pillars, pedimeats, sgcats and even walls. This study however,
only concerns the latie=, llamely outdoors public monurental

sculptures,

Some characteristizs of these sculptures include imposingly
impressive sizes whica -znge from life-sizes through neroic
sizes to Colossals. :czcrding to Ostorne (1975) and !'endelowitz
(1972), sc=e zcnumental sculptures are fashioned out of hills and
mountains, The entire =il or parts of it are carved out to form
sculptural zonucents. Tkis association of monurental sculptures
with imposing sizes is wiZespread, In some instances this
congideration dominates =z=d constitutes the yardstick for
defining cr identifying —cnumental sculptures. Although
size could contribute i> 2 work of art being considered
ronuxmental, the sense ina which the word is used in this study
includes other factors a=i considerations as contained in the
working definiticn. c=u—ental sculptures could therefore ke
of any size and in an zedium, Another interesting factor
associatec with monu-:zizl sculptures is the great relish and
commitzent to maintena=c2 work undertaken to sustain them, Thié

is neceszzry if thney —xs=: last longz.



Monmumental sculptures can be understocd on three levals
as follows: The primary or natural level. This is apprehended
by identifying pure artistic forms and motifs that represent
natural objects like animals, human beings and plants; or
man-made ohjects such as tools, hcuses and automobiles,
Two, seccndary or conventionzl meanings. These are realised
by comnecting artistic cotifs with combinations of other
artistic images with themes or concepts to allegorize or
tell stocrieg, Tre third level refers to intrinsic contents.
According to Panofexy (4 553), this involves understanding tae
underiying principles, philosophies or the basic ideals znd
attitude oi the zcrmunity that produced the sculptures, In
ather werds, wWnils rizsry and secondary meanings in art derive
froa forral, orgznisstional and iconographical features =nd are
deszriptive, in*ringic meanin.s refer fto the gymbolic valuses of
art. nat is, i:énolcgy in whkich art is considered a docurent,
a symptom af gozatining reguiring conceptual interpetation.
Similarly, primary and seconiary meanings in art tend to te
more easily understoed, dve mainly to their literal nature.
Intrinsie contects on the other hand which are inductive
and crucial in establiching humanistic and histeoriceal
perspectives, are more difficult to appreciate. They rezuire
some knowledge cf the history, social and culiural experiences
of the communitiesg that produced the works. This means that

intrinsic meaninza in art remain hidden to a majority of
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Nigerians. A lapse which is further aggravated by the dearth
of inscriptions on mormupental sculptures in Nigeria. Consequently,
viewers ccntent trexselves with literal or primary and secondary

meanings of these vital cultural and historical sources.

In view of t-e general inability to relate monumental
sculptures to prevailing huranistic considerations, this study
focuses attention cn the forms and intrinsic contenta of public
monumental sculptures in Bauchi, Benue, Kaduna and Plateaun States,
The study alsc addresses how to preserve monumental sculptures,
given their invaluable functions and potentials as cultural
catalysta. It is koped that the study would document and

compile 1iteratura that could further explain these sculptures.

Background of the Study

Public monuzental sculptures in their present form are recent

phenomena in Migeria, especially in the northern astates where

they are rostly iz their second decades of coming into existenca,

They are part of Hdigerig's modern art which was of ficially born
in 1960 through the tirelesa efforts of Chief Aina Anabolu ita

founding father (JSigeria Magazine No. &8, 1961, Beier 1968,

0loidi 1981). Otzer principal actors that made possible the

realisation of {his modern art are Kenneth Crossthwaite Murray,
Ben Enwonwu, Jokn Danford, Father Kevin Carroll under the

Catholic Misaicn and members of the Zaria Art Soclety

. (Beier 1960, Ckeke 1979, Mount 1973, Olasebikan 1982).

Cne of the altermaths in Nigeria of contact between traditional
Nigerian cultures and non-ifrican ones in the thirteenth century

A.D_, is increasei cultural change (Bravmann 1980, Oloidi 1961).
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This new state of flux i3 mostly attributadble to amongst other factors,
christianity and Islam, both of non-African origin, which tended to

frown at certain indigenous practices.

The British colonial government using christianity aa zbgolute
weapon colonised Higeria. They suppressed indigenous yalues and
saturated Higerians with western ones which were projected as superior
to Nigerian cultures. For instance, Nigerian fraditional arts which
were mostly sculptural were disallowed and cften destroyed publicly.
Beier (1960:1L) acknowledges this unfortunate fconoclastic posture
when he says that "the first impact of christianity on Nigerian art
was destructive¥, This is attribtuted to the fact the early missicnaries
associated the sculptures with idol worship and 'fetishes’', Congeguextly
"there were times when the massicnaries publiecly burnt them". 0leidi
(1981) observes in this regard that christianity had little sympathy
and respect for the people’s values. Nduka (1975:12) in like manner '
observes that virtually everythinz in the native culture was regarded as
- bad by christianity. Adding that "native names and customas... songs and
dances, folk-tales, art, system of marriage™ and so on, were consignei
to the scrap heap. Ayandele (1966:&) sunmarizes the condiEion as
follovs: "Chriatian Missionaries fired by the idealism of a faith...

perceived no wisdom in compromisinz with the indigenous custom..V

Islam also seemed to discourase sculptural activities in Nigeria.
while 0loidi {1981) observes that Islam was uncompromising in its
oppositicn to sculptures, Heathcote (1976:10) says that "it is true
that one of the results of Islamization in Hausaland is that represen—
tational art,... is today actively discourased"”, Bravmann {1980:15-15)
alfso stresses the negative attitude of Islam to sculptures, especially

those that cast shadows, explaining that it derives from doctrinal



injunctions. According to him, "doctrinallinjunctions'against
faghioning,.. and abhorrence of plctorial imagery are recurrent in
clagaical Islamic literature"., Adding that "the spirit of the Ju'ran

and numerous references in it doin fact express a negative attitude
towards representational art", He observes further that "in the hadi‘th...
many comments are found cencerning the pegition of the art... in virtually
all instanges the ataterents are negative”, It appears therefore that
christianity and Islam suprressed and inhibited sculptural development in
Nigeria and may well be reasponsible for the just recent birth of wedern

Nigerian art of which public sculptures are an aspect.

May kethese religious factors and colonial government's insensitivity
to the artistic and cultural needs of Nigerians were responsible for the
omission of arts in the gchools' curriculum, This absence of art froo
the schools before the twentieth century up to the first few years in
the 1%20s probably explaing why Chief Aina COnabolu the progenitor of
moderr Nigeria art, began initially to learn art (painting) ¢n his own,
outside school initiatives {Cloidi 1981:87). That when eventually ke
introduced art into Nigerian schools in 1922 after his training in Eurcre,
sculpture was omitted! The syllabus, observes Oloidi (ibid:97:98), which
Onabtolu drew up himself involved essentially two-dimensional art and the
"gelence and practice of perspectives, form, light and shade, tone values,
colour gcheme", etcetera. This absence of sculptures in the syllabus was
evident in the works of Omabolu's students exhibited at the Glover
Memorial Hall, Lagos, in 1925 to enlighten the general public about
art In the schools then, As a painter, one of Onabolu's main concern
was to disprove the colonial notion that the art of painting was the

exclusive rzserve of Westerners or Europeans (0loidi 1981), This
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colﬁnial noticon of inferiority asscciated with non-weaterners which
jnspired Cnabolu to take to painting (since it was the most familair
western art form in Nigeria then) rather than sculpture, probably
contributed to the delay in the inclusion of sculpture in the schools’

progrance and its further development at the national level.

The introduction of scrlptural activities into Nigerian schools and
colleges hegan with the efforts of X.C, Murray, the first British Colonial
Officer assigned to teach art. He arrived Nigeria circa 1927/28, and
according to Oloidi (1981) anﬁ Okeke (1979) in 193 enlisted students on
the bagis of their aptitudes which included carving, modelling, mural
decoration, painting and illustration. He, 1ln addition, reportedly
encouraged these students to explore their varicus areas of intérest,
limiting his teaching to instructions in technique. Murray also encouraged
his gtudenta to derive inspiration from traditional arts, He believed that
the teaching of arts should have special regards to local indigenous art
formsy urging also that traditional and contemporary arts be integrated
into public tuildings like churches and schools so that art could become

a familiar azapect in soclety.

The success of Murray's programme led to the Zwemmer Art Gallery
exhibition in 1937, titled "exhibition of wood carvings, terracottas and
water coloura”™, It featured the works of Murray's picneer art students
and evidently indicates even in its theme the new atatus of sculpture in
the syllabus, Maybe this is why Okeke (1979:107), Oloidi (1981) and the

Higerian Field wvol. 7, No.1 cobserve that the main purpose of the exhibition

wags to solicit the approval of the reople of England in art aznd eduncation
s0 that Higerians might be convinced to support art as a good activity

worthy of inclusion inte the schools' curriculum, Thus, Murray did



not cnly encourage art in schools and colleges, he also
broadened the syllaZus by incorporating sculptures, upgrading
traditonal sculptures by recommending them as sources of
inspiration for artistic propagation and the integration

of arts generally (:raditional and contemporary) into

architecture,

The Papal order of the 193Xs authorising Christian
Missionaries to accoamodat: beneficient indigenous cultures
could not have come at a more appropriate time. It probably
encouraged Murray t2> intrOduce sculptures into schools and
colleges. One thirg which it definitely did according to Beier

(1960), Carrell (1567), also reviewed in the Nigeria Magazine

No. 94 (1967), and Cloidi (1981), is that it enabled the Catholic
¥ission to set up an art workshop in 1947 at Oye Ekiti under
the leadership of Father Kevin Carroll., This workshop is
probably the first rractical step in Nigeria to introduce
sculptures into codern architecture. Traditional artists

were assembled to produce sculptures and crafts representizg
christian themes ani stories for the catholic church. The
items include accoriing to Beier (1960) and Oloidi (1981),
Madeonnas, crucifixes, christmas cribs, figures of saints,
stations of the cross and church doors. They also reportedly
produced sculptures for non-christian organisations. Prominent
azong such commissions are house posts for the Antiquities

Department, the Jos Museum, tne King of Illa and Ooni of Ife.



Other public sculptures rendered by sculptors of the Oye
workshop include reliefs on the Chapel doors of the
University of Ibadan commissioned in 19543 the Ibadan
Cathedral doors in 1956; and those of St. Paul'as church
Lagos in 1960, These sculptures are not modern in the atrict
sense, they are tranaitional works produced by traditional
artists under modern contenporary influences for christian
worship and the adormment of modern architecture. This makes
thex the firat public sculptures initiated by the christian
Missionaries, colonial government and royal institutions

following the Papal order of Pius AII.

The Oye workshop therefore initiated the integration of
gsculptures and architecture. 0loidi (1981:401) even maintains
that "the practice of introducing art into modern architecture
had its roots from this experiment”. Thus, the chriatian
miggionaries who initially suppresszed Nigerian art, paradoxically
took the first major initiative that ushered in a practice which

later gave rise +o public monumental sculptures.

Ben Enwonwa ig the next major boost not only to sculptures,
but to modern art as s whole in Migeria. He was among the
pioneer gstudents of Kenneth Murray whose works were exhibited
at the Zwemmer Gallery in 1937 to solieit the approval of both
British and Nigerian populace for artistic activities in Nigerian
schools and colleges. Although Enwonwu was both painter and
sculptor, he was wostly famous for the later. His successful

academic training as artist and status as pioneer modern sculptor
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endeared him to his admirers. According to Okeke (1979) in

the Nigeria Magazine Nos 128 - 129 and Oloidi (1981), Enwonwu's

position aa Federal art advisor from 1948 relocated upwarda the
status of both art and artist in the country. They maintain
that this encouraged more Nigerians to proudly associate
themgelves with art which was hitherto degraded. Adding

that art began to be gccepted and considered a noble profession.
In otker words, Enwonwu-further championed the course of modern

art by enhancing its favourable acceptance.

Eis sgeulptures were among the first modern publie sculptural
monnzents in Nigeria. Befors 1960, Enwonwu was probably the only
nodern Nigerian sculptor whose handiworks corroborated his training.

The Nigeria Magazine Ne. 68, (1961:21) and Oloiai {1981:105) say

in this regard that he was for a long iime '“the only artist known
outaide Nigeria" and tke first to be pegarded as modern artist
by the western public. In cther words, Enwonwu was the first
Nigerian to have a universal lock om art. Although Qloidi
(ipidz385) obaserves that Ben Enwonwu and Felix Idubor were in

the 19503 the two intermationally kmown artists, Idubor was
eclipaed by Enwonwu because ne lacked Enwonwu'as formal

acrtierexent.

¥ost public sculptures in Nigeria in the 1950s were Enwonwu's
handiworks. They included the bronze atatue of Gueen Elizabeth II
at the Federal House of Assexbly Lagos; the "Awakening™ also in
bronze on the facade of the National Museum Lagos; and the full

length bronze portrait of Dr. Nnamdi Azikiwe at the eastern House
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of Assexbly in Enugu (Beier 1960, Mount 1973, Fosu 1686,
1993). Trus, modern ligerian public sculptures began with
Enwonwu setting the pace in the 1950s. A time which
according to Oloidi (ibid:L403), art had become a well

defined part of the newly emerging cultures in ligeria”

and when "the horizons of art had widened, the various
dimensions of art had teen born". This is to say that by this
tire modern Nigerian art with its various modes had clearly
evolved except that formalistically, creatively and conceptually
it still lacked a national direction. It still aped colonial
standards and needed to be fine-tuned to suit prevailing
Nigerian cultural, political and psychological mood. This
feat was later made possible by members of the Zaria Art

Society.

Tke only monumental public sculpture in Nigeria in the
1950s tkat equalled =Znwonwu's sculptures in technical finesse
and concept was the bronze statue of "Emotan™ the memorial
to a Bini heroine believed to have saved the life of Oba
Ewuare II. It is the handiwork of John Danford, another
persona”ity that gave a major impetus to sculptures in Nigeria

(Beier, 1960 , The Nigeria Magazine No. 33 1950, the Nigeria

Magazine Nos 128 - 129 1979 0Cloidi 198Y, Danford was
a British artist attafr.ed to the British Council Office in
Lzgos in the late 1940s. He, in addition to other artistic

activities as organising art exhibitions and the rendition of
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"Emotan", advised the coleonial government to incorporate
contemporary Nigerian sculptures in embelishing public

infrastructures. The Nigeria magazine No. 33 (1950:157)

and Oloidi (1981:401) report Danford as timelessly entreating

the colonial government and local authoritiesz to "enlist the

help of artisis for the purpose of decorating public buildings".
This desire for integrating sculptures with the immediate
environment may among other reasons have infiuveced his

acceptance to produce the statue of "Erctan® which presgently
stands at the Oba market in Benin, Edo State. Danford saw the
integration of sculptures into public infrastructures as viable
means of c¢reating patronage for Nigerian art so as to combat over-
dependence on foreign c¢lientele which in the 1950s threatened to

deny Yigeria of the gains of its new art.

The birth or official recognition in 1960 by beoth national and
international communities of modern Nigerian art which possesses
ideological and bhumanistic intentions was a result of the efforts
of members of the Zaria Art Society, who wanted past Nigerian
treasures essentially interpreted in art to enrich the present,

In other words, to synthesize the country's past artistic glories
and other teneficient cultures witn what is good in the preseat
modern society to evolve improved and livable cultures for futuré
Nigerian generations, hence their philogoephy of "matural synthesis"

3ee Oloidi (1981:L33 ~ L52), the Nigeria Magazine Nos. 128 - 129

(1979: 114 - 117), for discussions on this philosophy and activities

of the Zaria Art Society. The exposition of this new art was
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facilitated by the exhibition of Arts and Crafts mounted in

Lagos as part of the Nigerian independence (Nigeria Magazine

No. 68, 1961 § Oloidi 1981).

Since tne inception of modern Nigerian public sculptures
in the 1950s and the official reccgniticn of modern Nigerian
arts generally in 1960, public sculptures appear to have
flourished zostly in the first few decades in the southern
states. Governments, religious organisations, local communities
and even individuals in these areas seem to enjoy sculptures of
all sorts wnhich are located in numerous places and are also on
display at several festivals. Several reasons may be responsible
for this familiarity and accepta:ce of not just public sculptures,
but visual art form generally. Firstly, the southern states have
a long tradition of sculptural excellence. Secondly, they possess
several traiitional institutions and cultural activities requiring
sculptures, ‘hirdly, and probably of mich significance is the
establishzent in these areas before and after indepandence
of such artistic fora as Father Kevin Carroll's Cye Ekiti
art workshop; Ulli Beier's Writers and Artists Club, Ibadan;
Mbari Mbayo at Oshogbo, Znugu and the University of Nigeria
Nsukka; and trhe Oshogbo school also founded by Ulli Beier in
conjunction with Suzasne Wenger and later Joined by Georgina
Beier (Beier, 1968 ). These artistic activitieas may have further
enhanced the propagation and appreciation of art jn these southerm

states. Consequently, existing literature on Nigerian art mostly
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tend to focus on art in these parts of the country, In other
words, literature on visual arts in the northern states of
Migeria is almost non-existent. This gives the impreassion
that maybe visual art forms do not exist in these areas!

This study is an attempt to correct such impressions.

It is a dccucentation of pudlic monurmental sculptures in
Rauchi, 2enue, Kaduna and Plateau states. It aims among other
things not just at drawing attentlon to this art form in these
states, but at providing literature which could enhance their

better understanding and azpreciation.

Public mormumental sculptures only recently began to appear
in Bauchi, Penue, Kaduna and Plateau states, They are mostly in their
tirst or second decades of existence. This rather short period
of existence may be responsidble for lack of literature about
them, They are from all indications undocumented, while
information concerning their purport or intrinsic and umanistic
content as well as their role in national development are scarcely
known to the public. There is therefore an urgent need to dccument
these sculptures, which may appear to be unfamiliar to a majority

of the public. This might enable the divulgence of the philcsophies

behind them!

Highlizhting the significance of documentation in art,
Oloidi (1981) explains that it is not only valubale but a
compulsory pre-requisite for harmonious co-existence, He
maintains that documentation and effective record-keeping

are imperative in developinz societies like Nigzeria where
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"gocio-historical, socio-political and socio-cultural objectives"
ought to be properly articulated in order to maintain proper
historical perspectives. He maintains further that if

Nigeria oust realise a balanced growth, she must enrich,
revitalise and document her artistic and cultural heritage.
Oloidi is not alone in this crusade., He cites notable Nigerian
scholars as S.I, Wargboje, Demas lwoko, J.B. Akxolo, Een Enwcnwu
and S. Suleiman as having expressed at various times and different
fora the need for documenting Nigeria's modern art forms, Adding
that, where art and other cultural instruments are not explained
or understood, cultural zrowth is stiffled and could lead to
cultural stasis. These scholars maintain that only by
documenting its art forms can Nigerian cultures be preserved

and a truly national identity be forged out of its heterogenous

cultures and impermanent values.

P.S5. Wingert in Mount (1973) and Willett (1975) are other
scholars who recognise tne need for Nigeria o document her
modern art forms. Wingert (ibid) observes that publications
on African art concentrate on the traditional scene, adding
that more information and well articulated literature on

modern visual art forms are badly needed.

Wingert's observation is an indictment of Nigerian schclars
who ought to champion the preservation and propagation of their
country's arts and culture. In addition, these scholars ought

to correct some of the imbalances, misinformation and erronecus
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concepts now associated with Nigerian art largely because
authors of existing literature who are mostly foreigners
nave distorted and inadequate knowledge of Nigeria and its
hetercgenous composition., Nigerian scholars thus need to
document the country's modern visual art forms and historical
sources from insiders' position to engender sequencial -
systeratic recording of phenomena and interpretation of

censtantly changing philosophies in Nigeria.

This study therefore provides literature, photographs and
the intrinsic contents or purports of public monumental sculptures.
It is hoped that these information would enhance better appreciation
of them such that current apathy and abuse of sculptures may be

ninimised.

Staterent of the Froblem

Despite the invaluable contribution of mormumental sculptures
to naticnal history, progress and the sustenance of humane
societies as already highlighted and inspite of their relative
newness, particularly in the northern states of Nigeria, no
otservable efforts seem to have been made to explain, interpret
or document them. As new art forms, efforts ought to have been
zade to acquaint the public with them. To explain, document
and propagate them, highlighting specifically the philosophies
tehind each work. Unfortunately, no such attempts are known to
have teen made. Government:, professional artists and scholars
alike have failed to provide interpretative literature on

zonuzental sculptures in Nizeria., Inspite of incesgsant
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cutcry about the dearth of art historical literature on
nodern Nigerian art forms, no significant efforts appear

to have been made to correct the anomaly. This apathy and
inertia ralses some gquestions that challenge the professional
competence of Nigerian artists and the commitment of even the
Yigerian government 4o the realisation of certain naticnal
objectives: Iv Nigerian scholars really understand the role
of art in national developzent and the consequences of lack
of interpretative art historical literature on a nation’s
art forms? How committed are Nigerians to their professions .
and the national gquestion? How can Nigeria realige any
meaningful development if government condenes by remaining
indifferent te flagrant btreaches of professional conduct
such as its citizens'! inability to even document and provide

interpretative literature cn the various sectors of the economy?

Also regretable is the lack of maintenance work to preserve
these sculptures. Maintenance is work undertaken on regular
basgis to preserve, restore or improve facilities to acceptable
functioning standards such that the utility and value ¢f the
facility is sugtained. Unfortunately, concerted searches
have yeilded no documents or signs of maintenance activities
on monumental sculptures in the states of the study, . Indeed,

a close look at these structures clearly confirms this lapse:
Unkempt surroundings, lickens, mosses, layers of dust and

cobwebs overwhelm thege sculptures, Some of the sculptures
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are mutilated while others are defaced by posters, hardbills
and graffito. Many more sculpturesz have been removed or are
failing apart. Scme of them into severe stages of disrepair.
What remains of most of these sculptures in the environments
are anything but the bezt}fifully designed monuments intended

to inspire naticnal pride. Instead, they are unpleasant
shapes and forma that gre akin to carcasses of Nigerian

icons. Abandoned cultural relies. Surprinsingly, even
sculptural monuzents owned by or located within art institutions
such as museums, cultural centres and departments of filne arts
are not spared this neglect. Even the national commission for
miseuns and gonuments and their affiliates in the states seem
to have failed to take appropriate action. They are yet to
document, catalogue, maintain or even initiate legislations

on this modern and vital art form, at least to enact laws
protecting these art historical sources, Little do these
organisations realise or so 1t seems, that today% new and
rather unfamiliar art forms may tomorrow form the bedrock for
establishing, explaining and interpreting national history
capable of engendering national cohesion and development.
These lapses are sources for great concern, Severzl pertinent
issues can be raised a5 follows: Who is responsible for the
maintenance of these sculptures? Why are they not being
maintained? Wihy do monumental sculptures suffer mich degradation
in Nigeria? How can their zemery or lifespan be prolonged and

interpretative literature about them procured?
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The main problem of this study is to produce documentary
information and establish a maintenance culture on public
momumental sculptures, In the first place, the public appears
grossly unifor=ed on the artistic, historical and sociocultural
significance of these sculptures and their implications to national
nistory as is the case in developed societies where such objects
are neld in high esteem., This informational gulf is probably
mostly respcnsible for the present public apathy to these
sculptures, Secondly, custodians of these monuments seem to lack
the basic professional trainings to successfully manage them. In
other words, most custodians of public monmumental sculptures are
defficient in the technigques of sculpture conservation, documentaticn,
restoraticn and preservation, hence their present dilapigjatory

conditions.

The aczuisition of information on the forms and contents of
these sculpmures require intensive studies as are used by museumxs
to docuzent antiquities and other museum collections., In other
words, to dccuzent them from comprehensive humanistic perspective

using antroropological and primary field studies.

1.3 Cobjectives of the Study

Trhe zain objectives of the study are to examine the Nigerian
society through a descriptive and cbservational study of selected

environments where sculptures were used and to understand their
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meanings and functions, Another objective is to provide the
much needed artistic, historical and humanistic literature

on monumental sculptures. This is necessary if the prevailing
apathy to these and other visual art forms must be reviewed.
This process is intended to encourage the appreciation and
understanding of monumental sculptures as historical a=d
cultural produects. The study will promote the accumlation

of records of contemporary sculpture wmonumentsg with their

gtyles through critical analysis.

Based on the above, the specific purposes of this

study are to'~—

1) determine the existence of documentation of public monumental
gculptures in Bauchi, Benue, Xaduna and PFlateau states
with reference to their geographical locations,

cugtodians, widespread distribution, purposes and functions.

2) analyse their formalistic and holistic contents, including

their basic modes of expresaion.

3) determine how such monumental sculptures are being preserved

srid maintained.

Significance of the Study

It is usual for communities to improve on themselves
socially, economically and culturally by looking back into ;

their past, surveying the present and using the evidences so



gathered as springboards for planning into the future,

Tablic —cnumental sculptures are evidences of community
experiences and aspirations. They could be better appreciated
if their objectives and meanings are understood in their proper
zontexts. It is therefore very important fo investigate the
srinciples and philosophies governing their establishment,

Tzis mizat induce the public to review existing apathy to sculptures,

Ccaprehensive and reliable documentation of public
—onumer.tal sculptures i1s necessary because it will provide
iiving evidences of the past., Moreover, since historians and
=2e gareral public battle daily to bui-d up the past from
Jizsaws of evidences, some of them unrecorded, it is important
<hat what exists teday be documented for prosterity. Herein lies
tre gsignificance and relevance of this study not only to artists
znd 2v% historians but to scholars, the genexal Nigerian socliety
and evan foreign communities. It will serve ag additional
literature in art history generally and public monumental
sculptures in particular. Highlighting this aspect of
zodern Nigerian art culture and the role of art in
contecporary national develorzent by directing orientation
1o tha2 propagation of national wunity and heralding goveramental
rrogrzcmee among other factors, Such comprehensive iiterature
represent in part a fulfilment of the pearnings expressed by

Cleidi (1981), willett (1975), Wingert (1973) and several
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other =cnslars for e-fective documenzation, interpretation

and reccrid keeping on contemporary mcdern African art forms.

fesear:zr uestions

EzseZ on the cbiectives of this study, the following

questizns weres raisec:-

1) Why Zc public sculptures suffer 'uch degradation in

dig=ria and how car nistorical, rmanistic and interpretative

litsrzture on thez te procured?

2) #haz factors do rublic sculptures costly address?

3) Do suca factors have any relevancs to national needs

ani aspirations?

asic :issumptions

-

) Apz:zy, involving non-documentatisn and non-maintenance
of sculptures as well as lack of —umanistic and
interrretative lizerature on them are the probatle
causes of incessant abtuse and des:adation of public

monizental sculptures,



2}

3)

1.7

-23-

However, qualitati#e literature on them counld be acquired by careful
and comprehengive documentation using studies that divulge their
intrinsic ccntents. In other words, the current abuse of

public sculptures and the dearth of literature on them

are either due to inadequate decumentation or total lack of it.

Public monuzental sculptures very probably derive from and

addregs sccioccultural factors.

The factors addressed by public momuzental sculptures might have gtrong

bearings to the experiences, philosophies and aspirations of the communi-

tiea or societies that established them. Such factors could eabrace

exclusively local, national and even global dimensions, or a combination

of two or all of these, Factors that could engender group pride,

preogress and concord.

Scope of the 3tudy

The study is confined to public monumental sculptures established
'by governecents or thelr agencieas and soclocultural organisations in
towns within Bauchi, Berme, Kadunz znd Plateau States from 1967 to
date. The choice of thege states is mainly for comaparztive
reasons: Bauchi and Kaduna states are dominantly muslim
northern ccnmunities with digtincetive cultural patterns, whils
Benue and Flateau states represent middle-belt Nigerian communities
with unique cultural values, both of which could significantly affect
their members' artistic tastes, Furthermore, the close proximity
of these states to one another are hopedcould significantly

reduce the cosgst of the study.
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Tre choice of the period 1967 to date is based on
the following considerations:
Nigeria adapted the states' structure in May, 1967 to replace
the defunct regional system which according to Ojioko (1979),
tended to encourage national discord. The attempted regional
sesession by the defunct eastern region culminating in a
thirty-month civil war exemplifies this tendency. 3States
are therefore among other reasons, aimed at forging national
Cohesion gnd even develorment, They have, like the Federal
and few Local Governments discovered that momumental sculptures
are possible modes of achieving their set goals which include

inforzation dissemination and the perpetuation of memories.

Within the period 1967 to date, Nigeria haa witnessed substantial
economic, political and ideological transformation and changes.
In addition, the period coincides with the yooting of modem
Nigerian art hence the establishment of monumental sculptures

in some cities and towns. There is need to assess

and identify which activities have been sculpturally

celebrated and recorded. Commenting on the rocoting of

modern Nigerian art, Cnoko (1992:54) notes that the period from
1967 was "a period when we were... bringing art back into religicn,
into industry, into creating identity for ourselves... making art
function." In other words, art did not just become a familiar
aspect of daily life but a practical tool for communication.

Art was and is still being utilised to consolidate the

gains of independence,
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1.8 Delimitations

Only monuxental sculptures produced by Nigerian academic
artists for scvernment and its agencies or works so ordered
and produced by academic artists of other nationalities

‘dcre studied, This is to ensure that the sculptures studied
are those produced bty artists who have as their targetted
audience tne entire country or state. That is to say,
artists who are capabtle of interpreting government pelicies
and programzes using sy-cols that represent and can be
understocod by the majority of Nigerians, Sculptures produced
by artists-in-training and which are mostly located in and
around institutions of learninz are not studied. These
include projects by sraiuants of colleges of education,
polyteenics * and universities for purely examination
purroses as academic exercises. This is notwithstanding
the fact that all art in one way or the other record and
celebrate certain personalities, events and ideas. This
omission is necessitated by tane fact that there are many
educational institutions that teach art in the states whose
monumental sculptures are the focus of this study. Were
sculptures from these orzanisations included, it may be
practically irrossible to complete the exercise within
the time limit permitted for it. besides, and a3 i5 clearly
stated in the scope of the study, the exercise concerns only
monumeatal sculptures tanat are primarily established by

governcent or its a-encies and socio-cultural organisations.
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However, when and where students' projects have been acquired
by any socio-cultural organisations and are been used to
celebrate, perpetuate or propagate some objectives, trey

were studied,

The architecture upon or within which monumental sculptures
are located are exempted from the study. They fall outside the
objectives and scope of the study. Moreover, since these
architectural structures zay not have been designed to
complement the sculptures, studying them may not in anyway
further ennance the intrinsic quality or understanding of these
works, Also, mass~producs=d and imported statuaries as used in
Catholic worship are excluied from the study. HReasons being
that they are not the procdicts of Nigerian artists, neither are
they prizarily designed for Vigerian audience, Furthermore, such

works may not reflect in znyway Nigerian history and philosophies,

Limitations

Some problems arisins from administrative 2nd logistical
bottlnecks as well as time lapse and time constraint
substabtially reduced the number of monumental sculptures

studied ard the amount of information on them,

The Union Bank of Nizeria PLC in Makurdi, Benue State, for
instance declined discussing the statue of its symbol, the white
horse, located within its premises, It also disallowed taking
of the statue's photograprs., ©Similarly, at almest all military

installations where monunesntal sculptures are located, it was
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difficult discussing the sculptures with the Principal 0fficers
oY their representativea. In excepticnal instances when these
officers were met, they were unable to say exactly when the
worka were produced or the names of the artists who made irem.
Claiming that they met the works already in place when they
arrived, but explained some philosophies concerning then,

This inability to provide full information en monumental
sculptures is not restrieted to the military., Although it is
most pronounced here, civilian organisation are not egonerated.
This raises the serious problem of record keeping, the importance
of which need not be overemphasised, The implication of these
lapses is that although the objects were photographed, the
regearcher relied mostly on the sketchy information

availadble to him to discuss the sculptures.

Seme zomumental works in the states had either been completely
destroyed bty unknown persons or removed (withdrawn) by the
authoritiea. ‘Works destroyed include the "portrait of a farmer™
previously located along Ashmadu Bello Way, Kaduna, in Kaduna State,
In Flatean state a plague symbolising Governor lar's emancipation
programme previously located along Bauchi Roed in Jos, as well as
atatues of "Jarawa Dancers" at the Cultural Centre als¢ in Josg,
had similarly been destroyed. Instances in which monumenial
sculptures had been removed or withdrawn from the public were
also recorded. These include a statue previously at the government
technical college, Kafanchan in Kaduna State; and a torch bearer

previously located at the Plateau State Jouse of Agsembly in Jos.
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Ancther statue previougly located at the roundabout close to the
Bemie State Ministry of Works in Makurdi was also reported to have
been removed, These degtructions and recovals or withdrawals reduced
the number of momumental sculptures that would have been documented
in this astudy. <worse still, the philosorhies behind these missing

sculptures may never be fully ascertained,

Also Tevealed in the study were uncempleted sculpture projects,
for which contracts were already awarded. Two such projects titled
"the Potato Farmer™ and "the Tin Miner" were yet to be completed or
delivered in Plateau State. In Bauchi, Zenue and Kaduna States)

several projects at various levels of negotiation were also reported.

Finally, where the names of artists or dates of production of
certain works could not be ascertained, they are stated as such. .
The same applied to works whose titles or themes could not be

agcertained,

Organisation of the Study

The study containg five chapters as follows: Chapter one is
the introduction: It identifies some major funciions of monumental
sculptures; and traces the background and evolution of medern
Nigerian monumental sculptures. This is followed by the .
Timikdlor®
problem, statement, objectives, significance as well as scope s
and delimitations of the study, There follows a brief summary

of contents of each chapter and definitions of some terminologies

whose meanings are considered crucial %o the cowmprehension of the study.
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Chapter two is the sources cf data and methodology involving review
of some related literature. It highlights soze studies on monumental
sculptures in a few ancient and modern societies, It also highlights =oae
literature on monumental sculptures in Nigeria. Observations deriving
from the entire literature review were utilised to determine the researck
methodology for the study.

The chapter also discusses the research design and methodology. It
specifically addresses data collection, sources of data, research
instruments, the research strategy, procedure on the field aad how data

are analysed.

Chapter three is the findings of the study. It documents the
sculptures using a format adapted to their study from the socio-cultural
perspective., That is, an anthropological research requiring the
understanding of the principles behind sculptures as precducts of human

action and thoughl,

Chapter four is the analysis of data or findings. It discugses the
distritution of the sculptures, their individual states of repair and
custodians, It also discusses the sculptures' media and production
techniques; formal characteristicsy and their intrinsic contents. The
purprose was tc identify the relationship of sculptures to humanistic
factors and history as well as their similarities and dissimilarities

in the states.

Chapter five is the conclusion, recomrmendations and susgestions for

further studies, There follows the bibliosraphy.

1.11 Definition of Terminolcgz

The meanings and contexts in which the following words and termino-
logies are used, are adaptations of Cnion (1965), Osborne (1975) and

Oloidi (1981)., ACADEMIT :3TISTS: Artists who have ondergcne



forzal art training in college. They are mostly
poetical and often display high senses of originality in

their artistic renditions.

ACCULTURATION: Borrowing or modifications of either or both

parent cultures following long encugh periods of contact.

ARTISTIC: Pnysical or technical characteristics of art works.

These include compositional balance, colour rendition, and symmetry.

COLOSSAL: A statue of very large dimension or vast size. It
could rise up to several times average human life sizes put

togetner and may even be taller t-an one or two storey buildings.

COHIZMFCZARY ART: All art forms troduced from 1920 to date. 1In
this study the term refers prirarily to public monumental sculptures
preduced from 1967 to date while still retaining its original

meaning.

CULTURE: Basic ideological heritzge and sets of values which
constantly and directly influence social behaviour patterns
shared Dy members of a scciety., It also includes distinctive
material objects, social institutions and sets of values or

standards which are handed over from one generation to the other.

ELTIST ART: Any art worx created specifically to satisfy the

aesthetic taste of the wealthy or cream members of society.
HeROIC SIZE: Sizes between life sizes-and coloasals given
to some sculptures,

HU¥ulE: bBefitting human tehaviour or discosition towards others
that ennance peaceful and prospersus societies. Such values include

beneveolence, kindness and courteczsness.



HUMANISTIC: Of human attributes, traits, or feelings that appeal

to man and which make him a human person.

INTELLECTUAL ARTIST: An academic artist whose works are highly
lconographical or interpretative of the experiences of a culfure,

Such works digplay high senses of philosophical and postic richness.

MOTERN NIGERIAN ART: Art works wnich employ predominantly modern
concepts, tectniques and ideas, materials and tools. lodern
Nigerian art is mostly the handwork of modern Nigerian academic
artists. It began in the first decade of the twentieth century

with Chief Onabolu'sg pioneering eiforts,

MONUMENTAL SCULPTURES: Sculptures that are primarily designed

to celebrate and preserve mewories of persons, events or ideas.

PUBLIC MONUMENTAL SCULPTURES: 3calptures commissioned and mounted
either indoors or outdcors by government or its agencies, and
gocip—cultural organisationa primarily as memorials, or to celebrate

and propagate certain factors.

TRADITIONAL ART: Authentic and original art of a people, race or

group which is unadulterated or uninfluenced by alien art and culture.

It intimately reflects its parent culture by maintaining certain

peculiar characteristics or styligtic features,

TRANSITIONAL ART: Art works produced by traditional artists under
medern infleunces for modern use. Stylistically, these works are
a8 link between the traditional ané xodern works, since they may

be gtrictly produced in either style.
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2 00 Literatare Review and Methodolosy

2.1

The reviews of literature in this study seek among other

things tos-

1} highlight the social and political functiong of momamental

gculptures,

2) hnigklight on aesthetics and art,
3) describe pudblic monumental sculptures from ancient Palaeolithic
gociaties to contemporary modern times, highlighting their physical

forms, thewes and underlying principles,

h) identify some common locations and media of sculptures,
S) identify acceptable research methods for documenting and

stndzing sculptures, and

6) undertake some historical reviews of museums, their roles and

developments in Nigeria.

Social and Political Functions of Menumental Sculptures

In crder to eatablish the significance of monumental sculptures,
some globally acknowledged functions or sculptures are highlighted.
Available sources suggest that from prehistory to date, art has
been an integral part of man's cultiure, Complete sculptures
or fragments of them survive which tell about people now extinct,
who left no written records about themselves or their sccio-
cultural activities, thoughts and philosophies. By carefully
interpreting tre intrinsic contents of these sculptural relics
however, the history and cultures of these communities have

been reconastructed. Such information have inspired many
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generatiors and constitute the gateway to cultural, scientific
and techrclogical developments, Irdeed, efforts are rife

in many spheres ¢of life to find missing inforwational

links by carefully scrutinizing surviving art foms of

ancient ccltures. Thus, anyone whe possesses the c¢apacity

to interpret and uanderstand asculptuvTes is an agsset to his
community. e is capable of increzsing the aesthetic and
cultural 2wareness of merters of his community who ordinarily

may not s=e teyond physical forms.,

According io Sherman (1978), Zi-zerbo (1981) and Vansina
{1984}, art remaina in most societies the main scurce of history.
This means that without art and carable in%erpreters of intrinsic
meanings in art, Zost cultures, including developed ones may have
remained bturied in the debris of history. In other words, witoout
art, perrars most cultures of the world may never irace their
history iz all respects of the wordi: Economie, Political,
Religious ard Sﬁcial. Thus, art remains a vital source
for estatlishing cultural foundaticns as well as eariching
history and human experiences, +hat would life be without

guch illutinating and fascinating nistorical inaights?

Elatorating further on the historical perspective and its

gsignificance to cultures, Ade Ajayi observes that:

A people without a sense of the past are like a

man who wakes up with 2 logs of zecory and

cannot find his identity. Ie has no basis for
defining relationship with his neighbtours...

A prorer perspective of the past is thus essential

for the mental attitude of people in relation to

the present and future (Iwara and iveng eds. 1577:37).
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This anthor illustraies that xnowledge of the past is a
vital prerejuisite for understanding present conditions.
History, ke raintains, is an essential factor in working
out future strategies. This implies that history ané its
cmemorials (historical sources) such as sculptures are crucial
social and cultural data which must be jealously gwarded - °
and preserved, In otrer wcris, monumental sculptures wnich are
vigsual reccrds of n=tional nistory need to bta properly Dpreserved
tarough vigorcus maintenance work. They should be fully explained
and interpreted for the berneflit of people who cannot gxdinarily
understani them: Feople wno cannot see beyond physical forms

or primary and secondary =zanings.

In addition to their runctions as sources of history,
conumental sculptures celetrate and herald collective ideals.
Tey inforc ang educate tne viewer and by so doing solicit
suppert fcr certain courses of action. Strauss (1%0) znd
Layton.in Greenhalgh and “ezaw (1978) observe in this regard
that sculptures are gigns =~ languages which de net enly enable
group identification and *~e communication of cultural values,
tney provice people with ‘he opportunity to think together, feel
znd act as one. Xonuuental sculptures can therefore educate and
increase satigfaction as well as the senze of telonzsing and
fulfilment to discerning viewers. They express, interpret
and represent collective experiences and ideals. Sculptures are
not just ordinary cultural products, they are venicleg for trans—

zitting as well as enriching cultural values. Throush them people
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could relaze vividly to historical events of their environments.
Through thex also, people could relate clcsely to each other

and the derands of their communities.

Martin: and Jacobus (1978) further observe that art,
wnich is a rumanistic endeavour reveals societal norms, values
and ideas, Art, they maintain, is not just an invaluable rescurce
for establishing history, but crucial in explaining it. This
means that zost cultures may not only have establiched their
cultural fcundations through art but that enduring art forms
pernars reczzin the most significant humanistic sources of

enricring nistory.

langer (1957) further extols tre crucial roles of monumental
sculptures in conveying crocup experiences and human attributes.
He cbserves that unlike discussive =odes which are characterised
by description and logic requiring loquacity or talkativeness,
sculptures confront the viewer at once. They vividly present
historical events in full grandeur as if they were currently
unfolding <rerselves. Langer (ibid) attributes this immediacy
and triumph over time to sculptures' tnree-dizensionality and
mass which engage quite accutely the sense of touch and motion
in zan. IHe is not alone in drawing this conclusion. CUsborne
(1975) and Hartin and Jacobus (1972) similarly trace the
vividness and immediacy associated with sculptures to the
feelings ,+ pnysical presence exerted by tnree-dimensional
qualities, Vansina (198L) is even rore sraphical in making the

sare observation. He simply states that:
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Art is the past coming to us without simplification.
Without Zeneralisation and it comes to us at a glance.,

It is an ideai mode of expression to render a situation
directly rather than to describe it;... Present the whole
at once: Medium, technolegy, use, sccial, emotional and
mental significance, a frozen slice as it were (Vansina,
1984: 211).

The author re—emphasizes here that sculptures can generate
in the viewer feelings of immediacy and ursency beciuge of their
physical presence. They vividly transmit the past in the present,
conplete without editting it; thus making sculptures ideal modes
of communicating and disseminating past ecultural experiences,
The need for effeczive record keeping and effective information
dissemiration ¢cannot be over-emphasised. The grandeur and triumph
over tize ag well as efficacy of communication constitute sculptures'
most outstanding gqz2ality and advantage over all other visual art
forms, Perhaps it is these laudable functional roles that have
earned for wcnumental sculptures such conspicuous and strategic
locations in publicz places as was previously seen. Furthermore,
to ensure visibility and public audience tney often have imposing

sizes ard are outstandingly painted or patinated.

desthetics and the Arts

Another outstanding element of the arts is aesthetics., Accordirg
to Read {1931), certain characteristics are common to all the arts,
especially the visual ones. In the forefront he obgerves, the
desire that works of art please viewers by their forms which

are intended to satisfy men 's sense of beauty. In other



words, that viewers seem to enjoy a unity or harmony of formal
relations among their sense perceptions in works of art.

That is, responding tc artistic surfaces, mass and compositional
patterns that pesult in pleasurable aesthetic sensation, Read (ibil)
also identifies in art works the tendency to express sensuous feelings,
emotions and sociocultural values of their authors and society.

Thiag asgsociation of the arts with beauty and the expression

of human values strongly suggzeats that public monumental

sculptures may primarily address beantification purposes or in
addition to their fundamertz) function as historical records also

posses aesthetic purcorts.

Bogsart (1966) ;1sc shares this view when he says that
works of art are both decorative and illustrative, and that
their meanings lie wrollv in their forms which fascinate
viewers! attention to contemplate them aesthetically.

That is, to study and enjoy art works either for their

formal beauty or their expressed value. He suggests ihat

these formal artistic styuctures are best appreciated in

terms of societal experiznces snd that the artefacts be considered
symbols of human values, This is to say that worka of art are
connected to real life both in their forms and expressged

contents and need to be perceived in accordance with

familiar past experiences by comparing them with

that which they represent or symbolise. Bossart (ibid)

further observes that, as objects of aesthetic contemplation,
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works of art can conjure up for the informed and sympathetic

viewer enrichingly satisfying meanings.

Jessup {1962) also highlights aésthetic and expressed
contents in art works as significan® characteristics by which
they should be evaluated. He traces these criteria to Plato's
Orthodox great art theery by which art works are assessed in
terms of thelr success in conveying “serious contenits" such as
Factual truth, religious belief and moral, social and political
concepts or ideas. Other proponents of the "serious content"
theory, according Jessup (ibid) are S. Alexander, Theodore
Greene, 3.C. Pepper and Catherine Gilbert. Alexander (1933:138 = 33)
for instance, identifies in works of art two characterisites,
namely "the strictly aesthetic standard” and whether the work
igs'sreat or small®, That is, dees it have an expressed content,

and how successful ia it in these regard?

Greene (19403375 - 76) similarly cbserves that "the
gtandard of artistic perfection is primarily aesthetic",
He is also of the opinion that artistic "content" is the
other criterion for assessing the success or otherwise of
artefacts, adding that contents may be "light” or “rich" in

bupan import in these works.

The preceding authors who hold the "serious content"
thecry thus congsider works of art as physical things, perceptual

objects resulting from the organisation of sensuous material
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which pay either be:-

i) Merely sensuous materials such as pigment, wood, stone,

textural aprearance or feel, etcetera, or

ii) Meaningful and expressive sensuous materials which
represent, suggest and symbolise., That is materials
wnich throush convention are considered icons and symbols

of some muman values.

These preceding sources on aesthetice and the arts strecgly
indicate that public monumental sculptures possess formal
beanty and expressed values which constitute significant
criterig for thoir evaluation. It is alse suggestive of
the factfzgztuse of appropriate evaluational criteria to
study art works may be richly rewarding to viewers and

their society. Consgequently, these aesthetic criteria

were adapted to c¢lassify the sculpturea in this study.

Portraits, Reliefa and Statues in Sore Cultures of the WorlAd,

Some of the widely circulated and probably authoriatative
literary sources on monumental sculptures include allen (19$58),

Janson (1962) and Gardner {1980). They discuss among other
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things, monumental sBculptures in the ancient civilisations

of Mesopotamia and Egypt. They observe that these ancient
¢ivilisationg produced portraits and statues in the round

and in relief. They vbserve also that initially the works
were schematic, lacking proper coordination and observing
stric:ly some sanctious imposed by tradition., In other words,
the sculptures were stereotyped, of ten repeating several poses,

otifs and moods.

In Mescpotamia they recall memorial portraits of deceased
peracns moulded in plaster on actual human slulls, reporiedly
located mostly on graves and in tomba. Allen (1958) and
Janscn (1962) also recall that ancient Mesopotamians produced
reliefs and colossal portraits in the round., The themes include
deities and totems on city gates and hills; Votive statuaries
of Prjest-kings and worshippers in temples; figures of kings on
palace walls partaking in community activities like the building
of terples, gt war, and hunting games, Digcussed in 2detail are
the statues of Gudea, one time governor of Lagash and King Darius
counting war captives. Also menticned are the portraits of the
Kings of Eslam, Lydia, Pheoenicia and Palestine accompanied by

their ¢lient gods.

Some ancient Egyptian momumental sculptures discussed by
Allea (1958) and Janson (1962) include colossal stone statues
of gods and goddesses., They cite as example the great sphinx

at Girza, measuring 2L0 feet long and 66 feet high. Ancient



T

Egyptians also produced colossal statues of Pharachs, The
seated xhafre established circa 2600 B.C. at Gizeh and
Ramses II at Abu 3imbel are some of the examples. There
were 2lso produced in ancient Egypt the famous ka-figures

and reserved portrait heads of deceased nobilities.

Certain sizilarities are obgservable from these discussions
on ancient Mesopotamian and Egyptian monumental sculp;ures.
These include the themes of deities and the monarchy; the
production of portraits, reliefs and statues, colessal
monuments as well as half{-human, half-animal depiction of

deities or gods and goddesges.

Gardner (1975, 1920) and Combrich (1966) discuss ancientg
Greek sculptures, They identify the "Jarrior" of late eighth
century 3,C. at the icropolis in Aathens as the earliest Greek
momuzental sculpture, Thney observe also that the Greek
conceprualised their deities as humana. This is unlike the
ancient Mesopotamians and Egyptians who depicted goda and
goddesses as half~-huran and half-animal. Greek sculptural
menmorials of deities, mostly in marble, bronze and other mixed
media were located in the templeg of the respective deities.
Also located in these temples were the Votive statues of '"Koures®
and "Kore" representing male and female youths dedicated to the
services of the deities, Gardner {1975, 1980) and Gombrich
{(1966) ocbserve further that victors at the CGlympic Games were

gculpturally commemorated. These statues, often in action, were
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located around the temples of Zeus and Hera as well as the
adjoining stadia to these itemples. Other events sculpturally
commemorated, include battles and wars fought in the course
of expansion or to ward off incursions. The Ycombat of
Centaurs and Lapiths at the wedding feast of Parthous"®
produced circa U468 - LEO B.C. are said to symbolise

Gresk victories over the Persians, There were also in
relief at the Parthenon, the Panathalc procesaion held

every four years; the labours of Hercules for his strength
and perseverance, Also discussed by these authors are the
statuary monuments to she concept of beauty of tne human hody:
The form attributed to Greek deities and the perfection of
which led to the evolution of the Venus figures. The most

celebrated being "Venus de Milo", produced circa 150 - 100 B.C.

Gardner (1975, 1980) and Gombrich {1966) also discussed
ancient Roman monumental sculptures. They observe that since
its inception circa fifth Century B.C., the Roman empire
utilised sculptureg to record and interpret its legends,
commenorate its emperors, and to celebrate its victories in
wars. For example, the She-Wolf of the Capitol™, 500 B.C.
and 290 B.C. are said to commemorate the Roman lozend that
alludeg the founding of Home to Ramis and Remalus, bhelieved
to have been nursed froa infancy by a she-wolf, They further
observe that in addition to the numerous life-like portrait
sculptures of all ancient Homan emperorsg, there were also
reliefs on walls and even breastplates illustrating significant
eventsg and philosophies. The most celebrated of these include

ithe "Ara Pacis Augustae" or altar of the Augustan peace in Ronme
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dated 9.B.C. It commemorates the Roman pacification asgsociated
with the Augustan reign which began in 27 B.C. Other works
cited by the authors include the Triumphal Arches of Titus,
circa 81 A.D, and Constantine circa 312 - 15 A.D, They
commemorate the Roman defeat of Jerusalem during the

Jewish wars and constantine's victory over his rivals to
emerge the absolute monarch of the Roman empire respectively.
Alao discussed is the Trajan Column cirea 113 A.D. It
illustrates in relief 625 feet long, emperor Trajan's two
successful military campaigns against the Rumanians. These
military successes are believed to have facilitated the
expansion of the Roman empire as far as what is now

BEungary and Russia.

The discussions of ancient Greek and Roman monumental
gculptures is significant, They reveal some positive trends
in gculptural expressicns through the ages. Formally, ancient
Greek sculptureg are ideglised vhile those of ancient Rome are
1life=1like representations.' That is to say that Greek and Reman
geculptures exhibit considerably high knowledge of and skill in
the deplction of human and natural forms. Conceptually, they
depict great artistic freedom and exploration., Technically,
the works exhibit full mastery of media, tools and prccesses.
Indeed, ancient Greek and Roman sculptures are in these regarda

forerunners of classical western art.



Again, Allen (1958) discusses some European stone sculptures
carved around the seventh and ezith centuries A.D. Found postly
in England and France, these crosses are among the earliest
European sculptures. They are said to comremorate the
implantaticn of christianity in Europe. The author
identified two surviving examples of these crosses: One is
located at Bewcastle in Cumberland, and is 14L& feet high, the
other is in Ruthwell in Dumfrieshire, measuring 18 feet high.
These crosses have in relief christian themes. In addition,
they depict the rulling monarchs of the respective districts
at the tizme they were commissioned. According to Allen (1958),
the one at Ruthwell has the oldest written English in existence.
Adding that although it was damaged by the Puritans in the sixteenth
century A.D., it has since been renovated and relocated in the
church whare it was originally placed in the eighth_century Ai.D.
The author further reports that similar crosses are found in the
Midlands. These ones are said to depict in addition to christian
themes, Norse legends. Thus suggesting that they were commissioned
after the Vikings or Norsemen may have settled in England and taken

to christianity.

Allen (1958) further reports that sculptures were lavishly
utilised in the eleventh and twelfth centuries A.D. to propagate
chrsitianity in Europe. She observes that these sculptures were
located in the English and French Cathedrals, churches and abbays.
They were designed primarily as memorials to Biblical teachings
and themes. They therefore depict mostly kings and queens of
Judah the ancestors of Christ; Christ himself; his Apostles, as

well as t-e kings and queens of Britain and France.
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Algo réportedly located in these Romanesque and Gothic
places of worship were effigies on tombs, The tomba, have
on their tops effigies of the deceased and hig beadsmen.
On the niches are carved in relief, weepers. These represent
specific persons like kings, saints, bishops, individual family
members and friends of the deceased. Infact, according to this
author, these weepers are <o-date the richest historical sources
on Eurcopean armour and cosgtumes, OCiher monumental sculptures found
in these medieval shrines take the forma of bosses, gargoyles and
misericords. These are mostly records of medieval myths, legends,
fauna, floral life, events, and porular sayings of the period.
The anther cites the Westminster Atbay in England and the
Louvre in France as the most outstanding existing places where

gome of these monuments can still te seen.

Allen (1958) also discusses tze elitist portraits, reliefs,
and statuaries as well as ornamental sculptural monuments of
some European monarchs. Ske observes that elitist royal
sculptures were began by edperor Lcuis XIV in the late
seventeenth century A.D. Loius had set out to build in
Vergailles a.paime for himself that would excell at the time
any palace in Europe., His efforts were reportedly realised with
regounding succeas, Shortly thereatter, gsources have it that the

practice spread all over Europe.

The prominence of christian themes and the monarchy
sculpturally recorded and discussed by Allen {1958) may not

come as a gurprise., The honeymoon between church and the royal
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nobility was said to be at its peak in Europe then. Infact

it may not be an exageration to say that the church and the
monarchy were synonymoug and partners in progress, and were
the main outfita of governamce. Thease sculptures seem to
strongly suggest that art is a product of culture which

it in turn helps to maintain, This is to say that since
gculptures are produced for certain specific cultural demands,
they do not only rnelp to sustalin these cultures, but are vital
gources in reconstructing, establishing and interpreting the

history of these societies.

Discussing monumental sculptures in the United States of
Anmerica (U.S,4), Yendelowitz {1970) and Brown et al (1979)
highlizht Colonial American gravestones, ship figureheads and
gtatuary aiznas deriving from history, legends, mythology and
prevailing philoscphy. They observe that initially, these
aculptures were pocorly coordinated, and were mere symbols.
Later however, they becdme more elaborate, much more detailed

and mostly on the repregentational and naturalistic side.

On the contexzporary modern American scene, the authers
discuss the sculptural memorials of national leaders, heroces
and war veterans, Such sculptures are allegories of American
liverty and nationalism following its independence in 1776.
The first such monument, a statue of George Washington was
reportedly installed in 1796 at the State House in Virginia,
where it still stands. Similarly, a yet to be completed 100=-foot

monument of liberty was also reportedly started in the 1790s when
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the United States Capital was moved to Philadelphia, Again,
whnen the capital was shifted to washington D.C. in the 1900s,
several ambitious sculptural monuments reportedly came con
streamn. Today, Washingtonsand statues of other American
leaders; outstanding personalities, and monumentis of national
history and aspirations are numerously located in strategic
places throughout the United States of imerica. They are
highly articulated and are rendered in almost all known

forzs and media of sculptural expression.

These authors provide ample information on the intrinsic
meanings and significance of every person, event and ideas
comzezorated sculpturally. They also report concerted efforts
at npaintaining these monuments; They include reconstiruction,
rerovation and total replacement of damaged works as well as
cocprehensive decurentation, There is also the deliterate
dispersal accross trne country of certain similar sculptural
types. This is probably intended to safeguard from total loss,
certain works and the memories they are meant to propagate, as

well as provide for wider audience.

The avalanche of monumental sculptures in America after the
revolution is noteworthy. It probably suggests the concern of
the Azerican society with documenting and perpetuating national
history. It also probably illustrates the desire to ingtill
in Azmerican citizens the feeling of national pride in their
new found freedom in Gods own country or America the beautiful.
Furthermore, the predominant use of Marble and bronze suggest
the overriding concern for the permanence of these sculptures,

A censideration which is further buttressed by their location
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on domes and rediments as well as raised and fortified
pedestals. ILocations which make it difficult if not

imposible for one to stealthily reach or destroy them.

while the Union of Soviet Socialist Republic (U.3.S.R.)

lasted, it enacted and operated laws concerning monumental

sculptures, The law recommends specific persons and

personages to te sculpturally comnemorated. They

include revolutionaries, writers, poets, philosophers,

artists, emperors, actors and heroes. All of them makers

and shapers of nationalhistory. The law also states in part that:
Mecnuments erected in honour of tsars and their minions...
be reroved from the squares and streets and stored up
or used for utilitarian purposes. A special commission...
is instructed to mobilise she artists and organise a
broad ccmpetition in designing monuments to commemorate
the great days of the Russian Revolution... lModels

of new monurents to ve put for the public to judge
(Lenin: Cn Literature and Art 1978: 245).

This law suggests that momumental sculptures in Russia
preceded the 1917 Revolution. It also suggests ttat sculptures,
amongst numerous other functions, preserve history. The change
of Russian national ideolcgy needed to be recorded, hence the
need for new sculptural monuments depicting this new dispensation.
The provision for the preservation or withdrawal of old sculptures
indicates the need for the preservation of history and historical
sources. The decree further provides for open competition in
acquiring designs for national sculptural monuments; and the
full involvement of the general public in deciding final

designs for these sculptures.
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These provisions sugzest the need for the majority of
citizens to determine the sculptural form in which their
history should be preserved. In other words, a need for
the largest cross-section of the population to understand
and accept the symtologies and intrinsic meanings of their

monumental sculptures,

By repealing cutdated laws concerning monumental sculptures,
and inaugurating special committees of eminent personalities
to monitor, produce and manage these works, the defunct U.S5.S.R.
deronstrates that momumental sculptures are seriocus national
business. The composition of these committees indicates this.
It includes top seed professionals: educationists, engineers,

technologists, artists and museum curators.

The preceding literature review on monumental sculptures in

some ancient and contempuryy moderm cultures reveal that:

1) Throughout history man has utilised monumental sculptures to
comrunicate, record anéd transmit past experiences and collective

endeavours.

2) Monumental sculptures take different forms. They include portrait
heads and full-length rortraits or statues in the round. Others
are reliefs on steles, buildinzs, rocks, armours and household
utemgils. Sculptures are mostly figurative or representational,
While earlier ones tend to be crude and simple, conforming with
certain laid cultural norms and principles that were evolved

over the years. This means that certain poses, motifs and moods



3)

h)

-50 o

are often repeated over a long period. Latter worka in
addition to capturinz life-like resemblances and the mastery
of natural forms, also exhibjit individualism, freedom and
experimentation cn the part of the artists. Artistic problems
such as composition invoelving balance rhythmn and individual
characteristics of personsges were addressed with much vigcur

and keen interegt oy sculptors.

Honumental sculptures were and still to a large extent are
located on graves, in tombs, places of worship like shrines,
temples, altars, cathedrals, churches and abbays. Others are
located in or around public infrastructures such as triuvmphal
arches or city gates, columns or towers, palaceg, legislative

and governaent offices, gardens and parks.

Monumental sculptures are in most cultures documented from the
socic—cultural perspectives. They utilise historical and

anthropological research metheds which yield comprehensive

and reliable historical and humanistic information. Consequently,

thege sources enhance tne reconstruction and proper contextual
interpretation ¢r understanding of past cultures. Also
repeatedly stressed in these literary sources especially

in modern times, are the concerted mainterniance activities

associated with monumental sculptures. The game applies to

the open competition at designing and sanctioning final sculptural

designs by members of the general) putlic.
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Monmumental Sculptures in Jigeria

Here, literature covers the traditional and contemporary
modern scenes, The xain purpose ig to identify some ccmmoh errors
and to suggest more suitable methods of studying and documenting

these lligerian sculptures.

On the traditional scene, two types of literature exist.
The first, mainly in tooX forms address the entire artistic
heritase of the country, from pre-hiastory to date. Willett
(1975), Fass (1965, 1973), Egenwa (1987) and Oyelola (1980)
are few such sources in this category. They merely give
cosmetic aitention to their subjects, Cnly generally
discussing in succesgion the sculptures of HNok, Ife, Igto Ukwu,
Zenin, Yoruba and other art forms indigenous te Wigeria. This
approach do2s not allew for discugsions on such distinet sculpture
forzs as public monumental sculptures. here menticned or iepliasd,
ponum2ntal intents are merely considered incidental, The
languzZes of these scurces as well asg their scope and photegraphic
illusirations make them ezercises in regpetition. Unfortunately,
these are the most widely circulated documents on traditional
¥igerian monumental sculptures. wWillett (1975) atiritutes the

lapses of these sources to:

a) the vastness of their themes and delimited areas of study,
b) armchair authors who adapt unsuitable research methods., That
they depended almost entirely on secondary sources, most of them

persons or literature compiled by people whose interest were
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neither African art nor understanding the cultures that produced
them. Willett (ibid) observes that most of these authors probably
started and completed their studies in the comforts of their

homes without undertaking field studies. In view of the

many lapses of these sources, they are considered irrelevant

to this study.

The second category of literature on traditional sculptures in
digeria are those that address specific themes and sculptural
types of particular comrunities. These are mostly articles in
magazines and learned journals, These include, for instance,
Cole (1963) who discusses ¥bari sculptures, highlighting especially
their medium of exrression and giving reasons for such preferences.
de also highlights the formal structures of Moari houses and the
physical characteristics of the personalities depicted
therein as well as their meanings. He similarly traces
their origin and the philosophies behind the concept of
Mbari. Oduyoye (1976) also discusses Mbari. He, however
attempts to establish come phonetical similarities and meanings
between Mbari and soxze terrirologies in other cultures outside
Nigeria. ror examcz.e, ne observes that among the Akan in Ghana,
"borebore", the name of a cr:zative divinity has a phonetical
similarity with Mbari which derives from creative service %o
Ala the creator and sustainer of life., The same, he says, applies

to the Hebrew word "bara" which means the creative act of fashioning



~-53 -

by sculpting, Stregsing that the act of creation is exactly

what happens in Mbari houses, Oduyoye (ibid) obzerves further
that Mbari is a ¢o..:2 moration of the deities in the very same
manner that Esie soapstones, Nok and Ife terra-cotta are memorials
t0 certain deities. Thumsg, ag public monumental sculpiuresg, Mbari
is designed to perpetuate the mercory and religious worship of tre

supreze God througn leasser deitiea as intercessors;

Beier (1963) discusses other Nigerian sculptures in clay.
They inelude Ololmun, Zshu, and Ezechima. He traces their origins,
their accoutrements and their significance to ¢he respective
cor—unities. For example, he strzsses that the unpredictability
associated with Eshu seek to highlight unpredictable elements in
life. 1%t probably suggests the need for caution in life through
prepar managament of the material and apiritual resources at
man's disvosal. Esnu and his sculptural memorials therefore
express Bini/Yoruba fears of the material and spiritual world
as well as man himself., Wangboje in Jegede (1990} corrcborates
this when he obzerves that through art one can understand his
culture and those of other societies. Art, he maintainsg, is an
expression of a peoples' feara, ideals, and experiences., Eshu
sta*uary monuments in whatever form are meant to do exactly that.
It requires that viewers be fully versed in the history and

intrinsic contents of the concept of Eshu and his sculptures.

Pemberton (1975) reaffirms Egm's utmost
significance in the domestic and religious life of

the 3ini and Yoruba. He re-emphasizes the location of Eshu
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sculptures in many diverse places. Eshu's powers as posited
by Beler {1963) ard Pemberton (1275) confirm his enviable
nature ani position, Hence his deification and indisten=
8ability Iin BPini and Yoruba philosophy, 2s well as the

numercus sculptures commemorating him,

Eo?gatti (19?9) discusses the masks representing some
festival titled wczen in ido State referred to as "Lezad lMothers
of Qkpella™, He observes that they are also known as "Ozu” or
"Inyilimi”. Adding that during thelr lifetime thesgse women
appeared zannually at the "0limi™ festival to honour ancestors
and cleanse the community. The author further observes that
Qlimi festival title could be acgquired thrcough: Cracular
pronouncerzent, inherited at birth, or is purchagsed. These
title holders are said to enjoy veto powers, increased knowledge
and spiritual benefits otherwige restricted to male elders,

initiated menbers of cult groups and masquerade societies,

The masks comzemorating these titled women are in the form
of wooden helmets with elaborate coiffures indicating theilr
wealth and statuses. They also incorporate the pythen image,
regarded by the Okpella as their totem and zuardian spirit.
According to Borgatti (1979) these masks are the accoutrements
of Okpella legitimate authority, status, enterprise and societal
harmony. The author stresses the fact that these dead mothers
and their masks typify the extension of sceial priviledges to
‘members of subordinate groups in recognition of a rise in their

social statuses. Tnis recalls Merrian's assertion in Gtten (1971)
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to sum up what be thinks of life, to enunciate and interpret

hia actions and values, In further support of these

assertions, Gerbrends in Otten (1971) reports a similar

practice among tkhe Dan of Cote 4' Ivorie. According to him,

the Dan use masks te acknowledge changes in the social gtatuses

of individuals or groups of persons, Thus, the masks representing
these dead mothers and indeed any monumental sculpiures are in

one way or the other, glowing tributes to some individuals or

memorials to certain commuity experiences anu achievements,

Salinons {1Y/f) aiscusses sculptures of "Mammy Wata", a
water spirit prevalent in the riverine areas of Nigeria. He
attributes the belief in water spirits to the vast network of
rivers and creeks upon which humzn life and livelihood so much
depend., He alzo traces the concept of a spirit resernbling mermaids,
the form which sculptures of these water spirits take, He attributes
it to either the presenée of African manatees or the Buropean
schooners with mermaid figureheads which sailed along the

Nigerian Coast as early as the sixteenth Century A.D.

Ee further traces ihe origin of mammy wata sculptures to
one Akpan Chukwa of Abak Local Government Area in Akwa Ibom
State. Axpan had produced on dezand for a British Colonial
pistrict Officer cireca 1909 A.D., a wooden sculptural replica
of an Indian gnake charmer standing waist deep in water.
Thercafter he precduced similar works to represent the water

goddess who is widely worshipped by indigenes of the area.
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Marmy wata is depicted wearing long hairs, enwreathed
in snakes or surrcunded by a school of fish and most often
painted with light skin, She is either seated or starding
in a carnoce flanked by paddlers. Her sculptures could be

full-seized or just frcm the waist upwards,

Salzmons (ibid) further reports that among the Ibibio
where Marmy Wata cults atound, a iominantly male hierarchy
is operated. Adding that women cculd only attain statuses
comparable to their male counterparts when: They either
have the faculty to be rossessed by mammy wata spirit; or are
able to purchase their way and become members of the cult zroup.
In other words, water spirits among the Ibibio served as
deprivation cults that met the material and ritual demands
of women who otherwise were derrived of some socio-political
facilities. This is reminiscent of the Dead Mothers of Okpella,
Thus, marmy wata sculptures are objectifications of wata sririts

who are believed to control human fortune.

Among the Urhobo of Ielta State, Foss (1976) observes
some wooden statuaries comremorating spirits and ancestors,
These spirits and ancestors are daily, weekly and annually
consulted and propitiated by the family or community. The
sculptures which are located in shrines could be representational
or merely symbolised by btent sticks or some metal., Reprezenta-

tional ones are either molded in clay or carved in wood.
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Formally, recalls Foss (ibid), the wcoden sculptures
representing men are depicted in military paraphernalia:
With swords, cutlasses, clubs and spears., Probably to
suzgest the wars aad suppression of other communities
tefore they finally founded their lineages. He recalls
further that womer are alluded femenine rowers of procreation.
Similarly, where %he spirits being represented have any association
with water spirits, they are painted white. The author also reports
concerted maintenance works of these monuments, he also stresses
the collective ownership of these statues by the entire

Urhobo community.

Oelmann (197%), discusses "Nduen Fobara" or ancestral memorial
screens of the Kalabari Ijo in Hivers State, The screens comprise
of a base, figures made of several parts assembled together, and
headpieces attach=d to slatted wooden acreens. According to the
author, the central figures representing the deceased
ancestors hold tkheir symbols of office. This include
paddles, fans, tusks or matchets. The two smaller
peripheral figures gymbolise the deceased's
dependants. They hold implements associated with their services.
The gmall heads at the top torders represent tkhe deceased's
slaves, while those placed between the figures' legs are said
to symbolise rival chiefs, The headpieces of the deceased
indicate his status and prestige. For instance, deceased
persons who were niddlemen or traders are identified by the

image of a European Vessel incorporated conto their headpieces.
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Similarly, Europeans top hats indicate that the deceased was
a christian, while the letters BB or I} on the borders of

the screen indicata the house to which the deceased belonged.

The author further associates nduen fobara with Kalabari
gocial organisatica., He obgerves that taey served to legitimize
the cultural and pelitical cohesion as well as the sociagl
gtratification of the coamunity. They also provided religious
focus of unity within the community as well as sanctions to
established rules. These screens are therefore memerials
not only of deceased ancestors, but of the entire cultural

history of the Kalabari,

In hig "Cerazic clues: Art history in the Gongola Valley",
Berns (1989) nigalights some ceramic sculptures of the Ga'anda and
Bena communities, He employs the anthropological study method
wnich compels direest pricary field study and considers pultiple
categories of data, 4ccording to him, these ceramic sculptures
which represent some =spirits, founding ancestors, male elders and
priegts of the commipitieg, are located permanently im public
shrinea, They are consulted regularly since they are curative

and commemorative of ancestors who control wealth and prosperity.

He also cbserves =zome parallels between these caramic art
forms in the two commnities, These, according to him reflect

the communities' social organisation and material culture, and
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are helpful in reconstructing the region's history. Adding
that thesa art forms are typical instances of the response

of art to historical change and interchange, while still
aimultanecusly coniributing to the very process and contexts

of change. He concludes that field data, sueh ap this one

can contribute to historical recomstruction. This ceans

that, if properly understood or studied using the Tight
research methods, art can help in understanding better,

the impacis and meanings of human interactions. In other
words, art should be sztudied using synthetic, inter=lisciplinary
and distributional aprroaches which compel first.hend or direct

field studies,

This study is sicnificant for aeveral reasons., It confirms
and establishes the existence of ceramie sculptures in Nigeria.
The study alse re-emprasises the role of art in recerxding,
preserving, reconstructing and enriching history. Finally,
it emphagises the need for inter-disciplinary and anthropelogical
atudies in art. By extension, the author is advocating inter-
dependence in life where no phenomencn, process or person
¢an be an island %o himself, divorced from other phenomena,

procegses Or persons,

Rubin (1968) nighlights "Uta and Utumu"
ceramic and clay monu—ental sculptures of the
Kutep in Taraba State. He obgervesa that Uta and Utumu

represent a broad gpectrum of spirits, including ancestor
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apirits who protect and guard carried women from adultery.
Adding thnat nearly every compound in Kutepland cwned

shrines in which Uta, regarded as fepmale and Utum

consgider=d male, are housed., Uta is embodied in two

inverted globular pots, while Utumm is represented ty a

clay quziruped. The author also cbserves that oaths of
gexual zllegiance of wives to their husbands are ad—inistered
by newly wedded grooms to-their brides in the presence of Uta
and Ttu=i. Thereafter, it is celieved that an adultrous woman
would be sore-atricken and sacrifices to Uta and Utumu would

be required to effect cure.

Ut-—=mu, continues, Rubin (:bid), is molded with male
genitals, sceooped cut hollows representing mouth, nostrils
and eyes, Sometimes heowever, Cowrie shells are used for the
eyes. ~oe face whicn is placed over ihe shoulder jJjunction

without a neck imparts a senge of alertness,

This account revelas a belief in spirits and ancestral
worship due especially for thelir xeen interest in the welfare
of their descendants, The asscciation of globular forms with
femeninity and a quadruped with male sexuality is interesting
and noteworthy. The account a’so reveals the use of ceramic

aculptu-ee alongside unfired clay sculptures in Nigeria.

Literature on traditional monumental sculptures in

Higeria reveal that:

1) The zedia of these sculptural expression are diverse., They

include clay, stene, wood, Ierra-cotta, metal and pottery.
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The sculptures also take different forms. Naturalistic,
representational sculptures are common place; Mull-sized
statuaries and portrait Gocusts or heads, reliefs, screens,
masks, helmets and ceramic sculptures, Others are purely
abstracted forms like mounds of earth or arranged rocks;
bent sticks or parts of organic matter and inorganic

matter such as metal.

Themes of traditional monumental sculptures are equally diverse.
The depiction of persons like founding ancestors, heroces and
title holders suzgests, in line with Kalu (1980), man's
central position in society. The predominance of human
morpnology and humzn attributes that are accorded these
sculptures support further tae centrality of man in society.
This clearly suggests that monumental sculptures record and
celebrate the human factor and other historical phenomena
associated with man., However, the icons and symbology
incorporated into these sculptures vary frcm one community
to the other, They derive from certain exclusively shared
cultural norms, experiences and aspirations. Unless these
peculiarities are explained and documented (as attempted by
these authors), viewers outside these societies may never
understnad the intrinsic contents of sculptures from

such communities.

The depiction of concepts and ideas in traditional sculptures
is widespread, Sculptures are records of traditional ontolegical

concepts which shape people's religious teliefs and philosophy.
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In tnis vegard, Cnyewunyl {1976) observes that ontology consists
of hierarchies of forces., He places at the apex, God, who

is followed by spiritg, founding ancestors and the dead
according to their order of primogeniture. At the bottom

line, he places the living according to their rank, in terms

of senlority. Various traditional Nigerian scul ptures address
this ontological line-up. They trace the origin and nature

of deities, ancestors, family hea&s, spirits and natural
phenczena, This I8 as it should be, since traditionally,

Africans did not represent the God head.

Thig category of literature is the most enlightening and
informative dscuzent, to-date, on momurental sculptures in
Nigeria. Tnhey are quite detailed: Tracing the origins,
concests and philosophies behind the sculptures studied.
Intrinsic meanirgs are divulged., These successes derive
from the use of suitable research methodologies. The
authers variously utilise anthropological researches which
comrel awong otker things, direct or primary field studies.
This in turn enccurages close interactions with members of the
socicties whoge sculptures are being studied; Use of multiple
variables; Collection of multiple data, and inter-diseiplinary
studiea which relate sculptures to socio=cultural factors.

These enable indepth probe and analysis,
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Higtory and Development of Museum Studies in Nigeria

Okita (1985) discusses the emergence of public museums
in Nigeria. He cobserves that mseums and their traditional
functions of preservation and conservation had always existed
in Hizeria but that the ifdea of publiec museums as they exist
presently emerged during the colonial pericd, He attributea
miseudms in Nigeria to K.C. Marray, E.H. Imckworth and B.EZ,B,

Fagg among several other factors.

That Marray was considered the "founder" of Nigerian
muséuma because he played decisive roles in their fbrmation.i
For instance that he collected over six hundred traditiconal
worxs of art that formed the nuecleus of the National Museum
in Lagos. In addition, he reportedly organised several
exhibitions of Nigerian art at the Zwemmer Gallery in 19137
and 1949, Berkeley Galleries in 1947 and the Imperial Instituts
in 1951 at which ocagsions ke campalgned vigorously for the
establishment of pubiic miseums in Nigeria. That he also
published papers in and outside Nigeria reiterating the
case for public §igerian Museums, And that he became the
Director of Survey of Antiquities in 1943 several years after
he and scme colonial officers at the Education Department had

expressed the need for mseums in Nigeria.

On E.H. Duckworth, Okita (ibid) concludes that he was
Murray's greatest partner in the early days of the antiquities
Service in the early 190g. That Duckworth who was editor of

the ligerian Teacher and organiser of Exhibition in the colonizl
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government, fully exploited the Nigeria Magazine to campaign

for the establishwent of museums in Nigeria, He is also
purported to have initiated legislations to prevent illegal
exportation of ligerian antiquities, That Duckworth advocated
tirelessly for constructing museums, indicating always his fears
that antiquities, especially the newly discovered soapstones
figures at Esie could be stolen or damaged unless they were
protected. This autkor even attributes the series of legislative
measures taken that culminated in the passing of the Antiquities
Ordinance in 1953 to the consistent pressure exerted on Covernment

by Duckworth.

Okita (1985) identifies B.E.B, Fagg as the third most active
advocator for museums in Nigeria. That he arnd his wife marked
and catalogued all the archaeological specimens accumulated since
1910 by the Mines Department at Jos. That they also photographed
all the Stone Age specimens in the collection. 4nd that Fagg
realising the significance of these tin mines finds carefully
gtudied them by establishing similarities in their styles and
other rormal features to identify "iok Culture™ which he dated
to about 500 B.C. and 200 A.D. Fagg reportedly followed up
these discoveries with scholarly and scientific publications that
opened up new horizons on man and his pctivities in precolonial
Niceria. According to Okita (ibid), Fagg's fame rests on this
use of archaeological and general cultural objects to reconstruct
and extend further backgrounds into the past Nigeria's precolonial

history = an achievement which he recognises as the main research
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role of wmuseums. This research breakthrough is probably
responsible for the close association of the Jos Museum to

PagZg as hig main brain child even thougzh in terma of collection,
it started before Fagg's museums career in Jos. Fagg was
reportedly appointed Government Archaeclogist in 1946 and later
macceeded Murray as the Director of Antigquities. Finally, that
Fagg in collaboration with William Fagg, hia brother whose
writings on African art revolutionised its assessment especially
arong westerners, helped Nigeria to recover some of her works

of art in foreign countries.

Tnus, according to Okita (1985) while Murray was busy
collecting artefacts in southerm Wigeria, helping to preserve
Nigerian antiguitiesg and stimilate interest in Nigerian contemporary
arts and crafts, Fagg was championing new disceveries on the Jos
Plateau, filling up scme gaps that previously exlsted on the
knowledge of precclonial digerians. Both efforts paid off
handsoxnely as Murray's activities resultea in the eatablishment
of Legos museus in 1957, while Fagg'a efforts more than any single
factor were consicered responsible for the establishment of Jos

Maseum in 1952,

That the Antiquities Ordinance was passed in 1953 providing
official backing for the preservation and export restriction. on
Nigerian antiquities and forming the basis for the development
of museums ari museum studies in Nigeria. Shortly thereafter in

1954, the intiquities Commission was reportedly inaugurated.
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Since then, the Federal Government had assumed the responsibility
for egtaklishing and administering museuma. Thus, although the
earliest afforts to start mugeums in Nigeria hegan in the late
19338 and were further orchestrated in the 19L0s, it was only in the

mid and late 1930s that public museuma were officially opened in ¥Nizeria.

Qkita {ibid) further observes that prior to the passing of the
Antiquities QOrdinance and the inauguration of the sntiquities
Commission, the lccation of Museums (as in the cases of Esie, Ife
and Jos museums) tended to be determined by the sources of their
c¢ollectiona. But that presently the ziting of museums sesmed to
be a political decision, maybe because of the roles that miseoums
(which were federal institutiona) were expected to play in promoting

national unity.

The author also observes that there were presently over twenty
migeuns and a numter of apcient sl tes in Nigeria. That these were
national museums with speciaglised fields ag antiquilties, science
and tecknolegy, warfare and architecture. sdding that plans were
underway to establish other museum types featuring celebrities,
African and Worid Art, Contemporary arts and Crafts of Migeria,
Currencies and Postage Starps, Natural History and Museums of

Educaticnal Services,

The reference here to a proposed shift of emphasis from developing
excluzively archaeological or ethne-historical museums {which
charascterize a majority of Nigeria's first generation museums) to
more diversified ones seems to derive from the provislions in Decree

77 of 1979 which replaces the Aptiquities Act of 1953. Known as the
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established in the Jes headquarters of the Department of Mines".
Another terracotta was again reportedly unearthed at the Nok

Mines in 194L, this time the head apparently of a human fugurine,
and also taken to Jos. According te this source, these discoveries
attracted the attention of Bernard Fagg an archaeologist whose closs
liaison thereafter with the mining companies resulted in the rescue
of large mumbers of archeaological finds that formed the basis of
the collections of the Jos museum, In other words, that Jos museum
which reportedly resulted directly from the efforts of K.C. Murray
and 2.E.B. Fagg, was founded following the discovery of the human
figurine in 1S44. That the foundation stone of the museum was later
laid in 1949 and it was officially opened in 1952. Also, the Jos
Museum was at present the second oldest museum in Nigeria, after

the small one at Esie opened in 19L5. And that Jos museum was the
gsecond largest museum in the country and the principal research

station of the Department of Antiquities.

25 Years of Jos Museum reveals that the museum's permanent

exnititicn depicted ethnographic objects reflecting Nigeria's natio=z=al
character and two distinct archaeolcgical materials. The first,

a display of objects of the Palaeolithic period or Early Stone Age
that supported the 0Oldowan and Acheulian technologies., Represented

in these objects are the tools of the Middle and Late Stone Ages

that tended to be smaller in their designs than those of the
Palaeolithic period and which suggested specialised purposes,

The second archaeological exhibition, continues the source, were
materials from the Nok culture collections containing the earliest

recorded iron smelting furnaces known to-date in Africa south of tna
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Sahara. Al=o menticoned briefly in this source was the transport
exhibition of the first mechanised vehicles used on the Josm
Plateau, a contemporary pottery workshop that produces wheel-
thrown and glazed wares, traditicnal workshops for weavers,
blacksmiths and potters. Other highlighted features of the mseux
were the stores that reportedly housed massive collections of
antiquitiea not on display to the publie, latoratories where
regtoration and preservation of objects were carried out, a library
collection of books, journala and manusceripts. That there was also
a Bi~Lingual Training School which purportedly served African mecier
states of the United Mations Educational 3ecientific and Cultural
Organisation Soutn of the Sahara. Two other prominent features

of the museum mentioned were a zoo which reared some endangered
species of wildlie for educational and tourist purpeses, and a
museur of iraditicnal Nigerian architecture (1OTNA) which preserved

full scale samples of some of Nigeria's traditional architecture.

Three broad categories of work were identifiéd as the miseuna'’s
main functicns., They are researcheas in archasclogy, ethnography
and architecture; services to the public througn educational
prograzmes, issuing of export permits; and the documentation of
collections as well as the propagation of trades and crafts. That
the archaeological division had projects ia the Mok valley, Owo, Ife,
Kano, Jos and its environs and a rescue gurvey of the Federal Capital
Territory Abuja. The architecture division however was reported to
have surveyed and documented over 500 examples of traditional
architectural structureswhile the ethnographic division wag studying

philosophies, artefacts and institutions of various ethnic comminities
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25 Years of Jos Museum also took stock of museums in Nigeria.

It notes that Jos museum was the first purpcose built miseum opened

to the public and that there were at the time of this writing nearly
ten meseums in Nigeria with many more at various stages of completion.
Adding that Jos museum was the principal research atation inspite of
the fact that it was no% the national headquarters of Nigerian museums.
Highlighted also was the Jational Museum Lagos which was reportedly
commissioned in 1957 and was the principal museum in the country

with over 500,000 antiquities., That the bulk of these were traditional
geulptures with some ethnographic materials., Esaie museum near Ilorin
wag also mentioned., That it had over 1,000 scapstone sculptures and
was the firgt museum established in Nigeria. The source further
observed that Ife museuxn which cpened in 195} was only run, but not .
owned by the Jepartment of Antiquities. That the museum housed mostly
tronzes and terracotta first recovered circa 193¥-~39 and some of which

were life sizes.

Other museums highlighted were as follows: Kano miseum also
known as Gidan Makama which reportedly consisted of cne of the oldest
buildings in Kano and that it contained craft works and the Emir's
regalia. National Mugeum Benin was reportedly opened in 1973 and
that it Poused the ancient Royal Art of Benin with representative
antiquities of the defunct Eendel state. Others were the national
migseum Kaduna said to be opened in 1975, and that it contained
archaeclogical, ethnegraphic and craft antiquitiea and an enviable
botanical Zarden. Also highlighted was (ron museum reporfedly first
commissioned in 1958 to house some ancestral figures of the local
communities. Howsver, that it was later expanded to include antiquities

from other parts of Vizeria and re-opened in 1977 due to damages it
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gustained during the Nigerian eivil war. Lastly highlighted

was the Cwo migeum which reportedly stocked around 10,000
antiguities that were previously housed at the Palace of the
Olowo of Cwo., The source is silent on the commissioning date

of this —useum and the nature of its contents. Also reported
woere planned museums for Sokoto, Maiduguri and Ibadan as well as

a museus of Natural History and a museum of modern art.

Oddon (1968) discusses the elements of museum documentation
at the Jos miseum Training Centre, He observea that in addition
to acquiring antiquities such as artefacts, ethnographic/scientific
materlals and historic speeimens, museums were also required to
collect a2nd accurately record all available information on them.
To enhaize this the author recommended a  gample of comprehensive
cheelist of fundamental gquestions with which all objects were
docuzented. The questions seek to provide the names and titles
of objects inecluding their vernacular eguivalentas. Descriptien
and stats of repairs of objects. Price; !ode of acquisgition
{purchaszed, loaned, donated, excarvated, etcetera)? when?

By whom? ‘Where cid it come froa? Who made it (stating name,

sex and ethnic group of producer)? Date of production of object?
what matarial was it made of? Technigue of preduction? Runction
or use? Size (length, width, height and in some cases weight)?
Also recoamended to be provided are photographs of the objects

on the field an@ in the museum and if possible negatives of

such photeos?



According to Oddon {ibid) documenitational information
were stored in registera, c¢cards, lists and files invelving
regigtration and inventory services, cataloguing, photegraphing,
slides, films, sound recording, rrinted matter and books
requiring library services. Asserting further that the main
objectives of such decumentations were to ascertain and preserve
the icentities of all museum ¢cllections to facilitate their
precsenitation, interpretation and study. The author discussesn
at lergth varicus aspects of docuzentation such as identification
records, registration and inventory registers of permanent
collections as well as registers of deposit chjects on loan
or exciange. Descriptive and subject catalogues, collection files,
location and loan records were also discuassed at length, He gbserves
that identification records were not only crucial in themselves Ttut
master keys to all other Trecords kept by museums, aznd that maximu=
care was required to record then, He suggests that more than one
copy of all information on objects at all stages of these
docurentations be kept. For instance that field data as at
acquisition stages be recorded in field notebooks, identification
cards and labels or tags, stressging the need for conmprchensive
entries, That as essential oflicial etatistics, documentations on
miseun collections were invaluable sources in daily miseum

adrinistration, legal contestations and for insurance purpeses.

Numbering as documentational process was discussed at length,

explaining the principles behind object numbering as follows:
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That object numbers began with the last two figures of the year
in which the objects were acquired and was followed by a
ambering unit representing the consecutive accession number

of the object within ihe year. Thus 95.15 for instance referred
to the fifteenth object acquired in the year 1995. On the other
hand, 95.15.l4 referred to the fourth object which was part of a
collection comprising several components that were together the
fifteenth set of objects acquired in the year 1995. In other
words, that numbers of two units referred to objects acquired
and accessioned singly, while numbersg of three units indicated a

sroup of objects with several parts considered as one entry.

A message that rans through this discussion was that accuracy
and reliability of data at all stages of documentation should be

guaranteed. That these should not be compromisged for whatever reasons,

Obinajuru (1988) highlights the processes and significance of
keeping records on museun collections at the National Museum Lagos.
de identifies the reasccnsibility of record keeping as that of the
documentational or curatorial unit., aAnd traces the significance of
keeping records on museum collections to the fundamental objectives
for eatablishing museums which according to the author were primarily
to acquire, document, preserve or conserve and present to the public,
collectiong of unique nature with historic and scientific values.
Jome common sources ¢f migeum collections are enumerated, clting
purchases, field trips, gifts, donationg, loans, exchanges and
seizures ag the major onesg, He also discusses step by step from
the acquisition stage through registration to the various documentational

stages In the mseum. Indicating all the fundamental questions to
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which accurate information should be sought, how and where

such data should be recorded and stored sc that they can be
retrieved wi“a the least diffeulty. Specimens of data in formm

of coxprehensive checklists were lavighly provided by the author

at all stages 5r the various documentations discussed. They
include those for identification cards and labels or tags,

field noteuvcolks, daybooks, inventory registers, accession régisters,
catalogue cards and index cards. Discusseda in detail were the
significance of every documentation process in the operations of

the omseum, stressing the need for acomracy, clarity and chronolegzy
of data. Also discussed and accompanied by vivid explanation and
exanples were the numberirg and marking of permanent collections,
deposita on locan or excharnge and retrospective numbering of c¢bjects.
And that in addition to the various highlighted documentations, *ne
stores broadly classified 2ll museum collecticns on the baagis of
their functions, geographical location and the type of materials
they were made of as well as their individual locations on the

storea racks.

A close study of the checklist of fundamental questions sugzeated
by this author were very similar in scope and details to those

recomzended by Oddon (1968) discussed previously,

Nweze (1987) analyses some conservation techniquer at the
national museuns in Nigeria, He identifieg insect and fungal
attacks, temperature and Mumidity, light, dirt, dust, soot,
breakages and waterlogging as some common causes of deterloraticn

to organic antiquities such as wocden objects, textiles, leather,



bone and ivery modea, That ingect attacks resulted in holes
bored to wocden artefacts, stains and damages to textiles and
leather. Fungal attacks accordinZ to the author defaced and
weakened artefacts generally, while ultraviolet sunrays together
with atmogpheric polutants, temperature and humidity acted as
catalysts to quicken eracxing, warping, oxidation, discolouration
and eventual digijntegraticn of these objects. and that breskages

were due largely to careless handling and accidents.

¥weze {(ibid) reveals that museums were required to preserve
all collections in their joasession in the best possible conditioms,
often demanding highly srecialised skills and processes. For
instance that fungicides, insecticides and chemicals were used
to control fungal and inssct attacks., Adding that maintaining
average relative humidity of between 50 - 60% in stores and
exhibition rooms could eliainate almost totally such attacks,
Howevey, that fumigating +hese stores and exhibition spaces was
occasionally required to zombat massive attacks by fungi and insects.l
Other processes of preserving miseum collections according to the
guthor was the use of consolidants, That certain chemicals and sub-
stances were used to protect and fortify organic materials: The
objects were either imrersed into some solutions; the objects were
injected with the soluticzns or the solutions were brushed or sprayed
onto the objects. 4And that in some cases as in leather and textiles
goods, the objects could te glued or sewed onto supports like

nylones znd canvases.
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Other processes for conserving antiquities had to de with
ridding objects of dirt, dust and scot. That textiles were either
washed, bleached or dry-cleaned, while stains, soluble and insolu?2le
salts were pecommended to be removed from objects in bone and ivory.
In addition, detailed technical and chemical processes were prescrinved
for conserving enbrittled cbjects as well as broken ones, Finallyr,
that in order to minimise the damaging effects of ultraviolet
gunrays to organic cbjects, museums took preczutionary measures
against allowing sunlizht to fall directly cn antiquities especially
at mid-day when such damaging effects were reportedly highest, In
additicn, that lighting in stores and exhibition rooms were controiled,
peruitting cnly deflected and difused light even from electric bulls

te illuminate museum collectiona!l

Tne preceding literature on cuseurs and mugeun studies in
Nigeria reveals that the functions ¢f museums in contemporary
Nigerian society were mlti-dimensional. They include the
acquisition, conservation, documentation, preservation,
presentation and study of miseum collections. Of these
functions, docurentation seems to be the most crucial and of most
central concern not only to the museum anthorities tut to every

beneficiary of museunms,

The =zample gquesations and checklists recommended by these
socurces for docurenting all museum objeets strongly suggest that
documentation was a paingtaking exercise requiring comprehensive
and reliable information., These data accurately describe and
- provide the forms and contents of vorks of art as well as their

historical, social and cultural btackgrounds that are in the final
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analysis comzentaries on the societies that produced such works.
In view of the comprehensiveness of these sample guestions and
the information they are capable of eliciting, they were adoptzi

for this study.

Researca Tesign and Methodology

The emphasis of thisg study is on primary or direct
field research methodologyr » Some proponents of thrs
approaca incluile d'izevedo (1973), Merian in Ctten (\1971),
Pelto (1970), Spindler (1963), Fagg in Murdock (1959, 1963),
ana Fagg in Ottencerz (1960). These authors advocate the
study of art in relation to past and present experiences

as well as future astirations.

d*szevede (1973) bases tris call on the fact tnat art
aerives frox socio-cultural aemands, He observes that as
cultural ani historical preducts, all art are in one way
or the other, records of cultural factors and activities
irvolving thouchts znd acts that are necessary for the
sirvival of parent cultures, d'azevedo (ibid) further
observes tnat since art exists in relation to sccio-cultural
cehavier involving action, ideas, processes and products, i<
stould oe studied in the context of %trese immediate backgrounz
settings, He concludes that these underlying principles
waich are humanistic in nature, hold the key to the prcper
centextual understanding of visual art. Consequently, he
maintaing that art will recain an enigma or a stranse
pnenomenon if otherwise studied, that is, in isolation

“rem trie eatire eultural structure.
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Fagz (1959, 1963) in the sane way advocates -2 study
of art in close association to their environments. iddins
that factors like geological formation; flora and fzuna
of the locality srnould be taken into consideration.
S0 also are the racial and cultural characteristics of thaas
ceople. e specifically recoammenis the primary field stuar
for works of art that are atout a hundred years or less in
age. His reason being that where the artists who groduced
the wer<s are unavailable, other mezbers of the ccorunity
could always give reliable inforzation about the wecriks.
According to Fagg (ivid), orimary or girect field studies invelve
tne ccllection of first-liand information through 2irect contact
witn peorple whose culture is being studied. It recuires
discussicn or interviews with certziIn key-informan<s or
memCers of a targettea population., It also inveolwves the
use of gquestionnaires or cameras tc collect valuzzle
inforraticn. He observes that gcoi photographs ¢f tae
objects zre as useful as the objects themselves. Z=Zspecially,
where suicr. objectis cannot de acguired por moved elsswhere fer
furtrer scrunity. Accerding to tne author such pnctograpas,
and by izplication the sculptures s~ould be fully dccumented.
Inforration like names of producinz artists, date oI productions
thexe or subject-matter; ccncept or intrinsic content, location,

stylistic rendition and so on, must ce fully acquired.



- 79 -

Gilbert az=3 Mccarter (1988:29), and Barnet (1982.22),
seen to share tnis orinion when ther suggest that the
study and appreciaticn of art works should involve
knowing when gzl where a work was made: determining the
particular sublect-mz+ter; and knowing what the work of art
is made of,. Ir other words everything that there is to be
known atout an =rt work especially as it concerns medium,
form, contens in its te*tality (that is primary, secondary
and intrinsic) 2s well as other socio-cultural elements

should be docuzented.

Merian in Citen (1271) also shares these opinions. He
maintains that art involves concep*, which leads to hehavior,
resulting in procducts, waich in tumm feed back upon the
concept. In esher words, art must not only be studied in
relation to iniividuzls as members of society, but to their
entire social cengvior, This invelves thoughts and actions

whicn are the lceci ¢f artisgtic expresgsion.

Pelte (1%7C) tco, recommends anthropological or direct
field regearenzs for <ke study of cultures and cultural
phenomena. Siressins that multiple research instruments
shouli be utizised to soliicit and evaluate informatieon,
According to rniz, fieldworkers are their own principal
research instrizents, Adding that other research toolsg of
investigation lilte cuestionnaires, projective testé,

cgoservation, forzal or informal interviews could te adppted to



objectify and standariize fieldwcrxers perception, The
cheices of such tools however derend largely on the
peculiar needs of eacn study. The author refers to

web et al (1966) to support the position that multinle

research instruments enhance credipility of researc: findings.

Spindler (1963), for the sarme reasons of credizility and
standardisaticn upholis the use ¢f anthropological researches.
He emphasizes that rost anthropolczical studies invclve direct
field observation, tre study of existing literary scurces and
other information cocllected from samples of persons, cameras
and tape recorders. Ze stresses further that researches of
this nature should interpret wnat is seen or heard. Above all,
they should estavlish lateat or implicit meanings of social
interacticn ani material culture. T"hese he observes, are
the basis for aumaniszic activity. They are factors which
improve numan conditicn and society, and should be clearly

estatlished.

Highlizhting the advantages of anthropological or primary
and direct field studies, Schwartz and Ewald (1955 ) observe
that it enables the establishment of the following wital
procésses in research: theor etical assumptions and problem
orientation; tecnniques of data collection; how collected data
is validated; and how observations can be checked an3i re-checked.
Above all, ther stress the significance of data analysis, This

involves explaining prenomena and events, Relating them (phenomenz
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and events) to other phenomena, events or concepts. The
autaors maintain that such explanations take the form of
antecedent relationships. That is, the phenomena to be
explained are in one way or the other related to prior
phnencmena or events, Utilising the principles of cause

and effect in which one thing leads on to another.

Other authors also advocate the uge of direct field
researches. Willett (1971) reports that Eckart Von Sydow used
it for most of nis studies on African art. Willett attiributes
Sydow's decieion in this regard to the fact that field studies

teni to eniance adequate documentation.

Herskovits (1931) is another scholar that cherished and
substantially undertook field studies. He reportedly
investigated extensively several aspects of Fon culture through
intensive field work, In addition, he is reported to have
introduced such scholars asW.R. Bascom, Justicé Cordwell

and James Fernandez to fieldwork.

Data Collection Processes

1

A review of literature pertinent to the study, especially
with reference to field work research methodelogies in art
were undertaken. It also compared sources on sculptures

in Jigeria and those of other cultures. Some lapses

were observed on literary sources on sculptures in Jigeria.
For instance, it was discovered that most documented literary

sourceg omitted the establishment of intrinsic contents and the
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historical perspective in art., In other words, soclo-

cultural elements tend to te ignored. They provide Do

viable options or frameworks for investig=ting and studying
gculptures, Expectedly, most 'ligerians do not seem to bother

or strive to understand tre meanings of each monume=ntal
sculpture, let alene to inerease their artistic gengibilities.
nstead, these literary soulrces merely prcvide perscnal cpinions
of authors about <he works.. Opinions whicia from all indicationas
are notanchored on any previously establisned investigatory
frameworks or formats. Similarly, they arz froth with bicdata
of the producing artists, and are mere catalogues of these
creators. Mot that such informaticn are iasignificant,

tut that as public objects, emphasis should not only be

rlaced on fermal znalyses and the preducers of art, but on
their functiong. The messages that aculptires are oxpected to
convey need to be clearly established, Unfortunately, such
vurports seem to evade thege authors. Nelther do tzey appear

toe find it necessary to highlight the benefits derivable by

suciety from bet+er understanding and ecloser relation to art.

To bridge tnese gaps, the study adaptad the direct field
or anthropological research methodology. This is in accordance
.with d'Azevedo (ibid), Merrian in Otten {idid), Pelto (ibid),
Spindler (ibid), Fagg in Yurdock (ibid) acd Fagg in Ottenberg
(ibid). This methed involves the acquisition of first-hand

information through contacts with some key-informants. It also
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requires direct observation of the sculptures and the

acquigition of their photcgraphs.

The actual collection of primary data began with an
initial survey of sculptures in each of the states. This
involved ccntacting some indigenes and residents of these
areay, most of them studeats in institutions of higher learning
in and around Zaria. Other pecple whe were contacted include
professional artists, some of them lecturers in Ahmadu Belle
Univeraity, Zaria, invelved in the production of scme of these
geuiptures., This initial survey provided an idea of what was
on ground in states that the researcher was initially unfamiliar

with, It identified several sculptures and their locationsa.

To ascertain these findinge, trips were planned and made
to all the Local Governrent Headquarters in Bauchi, Benue,
Kaduna and Plateau States to inaspect the momuments, In
the process, other sculptures were discovered. These
trips also enabled initial contacts with some of the
custodians of these sculptures and respondeants for the
study. They included civil servants in organisations that
are directly incharse of these sculptures including artista
who produced some of thex. Hespondents were requested to
expalin the advent of public monumental sculptures and
governuent ohjectives behind them. HNon-governmental
organisations owning similar facilities were also asked to

expiain their objectives in establishing sculptures. Further
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trips were Iade by the researcher to photographically record
the sculptures as documentary evidence and to observe
them more clcsely aa well as crogs—check information

concerning “hem,

Lata

The main data upon wnich the studywas baged are the
public sculpiures established by governments and socio=cultural
organisaticns., The list of sculptures were first compiled
and duly verified with the organisaticns owning them. In
addition ez:zn item was inspected and examined by the
researcher <o engure that it fitteld the descriptions given

by custedizns and respondents.

Other Zata includedinformation comnected to the sculptures
and their zszcribed role in society. The purpose is to further
clarify ani explain them within their socio-cultural contexis
as recomzeried by d'Azevedo {1973), Fagg (1959, 1963),

Gilbert and “faccarter {1588), szirmet (1982}, Merrian in
Otten (1971, Pelto (1970) and Spindler (1963). These

informatiorn include the following:

1) Title o work {theme or expressed quality).
2) Name of srtist that produced it.

3) Technique of production.,

4) Date of :roduction.

S) Mediun of expression.

6) Size of zculpture.

7) Cuatodian
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8) Specific meaning intended to be projected,
9) Reasons for choice of naturalism, abstraction, free-staniing

or relief sculptural modes.

10) why so few public sculptures?
11) why sre public seulptures seemingly not caintained;
12) Frozable reagons for sculptire decay?

13) Frotable reasons for abuse cf sculptures?

The respondents ccmprise key-officers (or their representatives;
of custodiang of public seculpturss, They were drawn from the
States' Town Plaming or Urban Lsvelorment Boards; Federal and
State Goverrment Crganigations; local Government Councils; Local
Corpunities and Socic=Cultural (rganicsations. C*ther respondents
include prciucing artistas where svailable., The nurber of respondents
varied frox state to siate, depending on the numter of organisations

that had seulpfures in these aress.

Scurces of Tata

Data for the study were sclely acguired from the primary
and geccndary sources, The rrimary scurces include direct
observation and photegraphs of the sculptures on site,

Other primayy sources include informal interviews znd
discussion with key-officers or their representatives

to elicit the data nucbored 1 ~ 13 akove.



Secondary sources on the other hand, comprise mainly
reviews on literary sourcea. These literature reveal
some common pitfalls and lapses of sources on monumental
sculptures in Nigeria. These lapses are probably the result
of the use of unsuitable research methods that yielded
insufficient data. To avoid a repetiticn, alternative
methods of docurenting and studying monummental sculptures
were identified and adgpted. These research methods suggest
the use of multiple instruments as well as centact with key
members of the societies whose sculptures are being studied.
They alsc strongly eancourage vigorous perusal of art on site

and using documentary pactegraphic evidences.

Research Instruments

According to Spindler {1963) and Pelto (1970),
who advocate multi-iastrumental facilities in reseaches,

the following instruzents were used to solicit informstion:

i)  personal observation
ii) photegraphy

iii} informal interviews and diseussions

Pelto (1970:6) cbserves that anthropological researches
must "combine the daia from perscnal, eyewitness observations
with information gained from informants! description", adding
that wide ranges of Information on the research area should

be collected in order to present holistic portraits of the
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phenomena and culture being studied. That is, all available

data on the study area should be clearly noted.

To meet thege requirecents, the above-stated instruments
were adeopted. Instruments which yesilded wide ranging data that
could be validated by the researcher. Indeed any persons
wishing to undertake further validation testg on these data
is free to deo so. This is because the photographic collections
are records of actual geulptures in the various states. Similarly,
the informwation derived from personal observation of the sculptures
as well as those emanating from interviews and discussions, are all
open to further valication tests, since the sculptures and the
population that provided these information are still largely in
place. The organisations whose key-members provided the bulk
of information talked about what is on ground. They were
guided in these discussions by government position and some
humsnistic considerations concerning monumental sculptures. [orecvar,
the significance of these sculptures transcend the personal
interest of any single individual to warrant any falsification
of informationl Thus, data for this study emanated from the
application of geveral research tools on several credible
sourcesa. Surthermore, data acquired were duly crosa-checked
to egtablish their validity. Similarly, the propositions
arising from these data are based on concrete evidence

and observaticn,



2.12

- g8 -

Research Procedure

The descriptive and classificatery processes were adgpted
for the study. The former is used to document the sculptures,
while both processes are used to sor: out infermation and

draw up conclusions.

Descriptive researches record given situations and
exlsting phenomena. They repert wWwhat is seen, heard and
observed with the intent to make more intelligent plans

for imprcving them, That is, to understand pecple, material

culture and factors in relation to tkeir environments, Accordirg

to Yan 2alen {1973), Verma (1981), Barnet (1982), Ndagi (1984)
and adetoro (1986), the descriptive process is well suited
to reporting existing conditions, practices, beliefs and
cultural processes. In other words, it is ideal for
portraying tne present. It is also raportedly suited

for explaining and investigating material cultures such
as art works and thelr respective characteristics. Other
authors who share these opinions inciude Fagg (1973),
Layton azni llenrens (1971), Trowell (1370, 197L), and
Willett (1975). Indeed, these latter authors variously
utilise ihe descriptive process <o report the research

findings of scme documented art forms,

In this study, sculptures were cescriptively reported and
documented as follows. Every sculpture is illustrated

photographically except in four insiznces where free-hand
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sketchesuere used (sese figures 3, 4, 5, 6). The sculptures cencernel
were initially physically examined by the researcher at the commencezsnt
of the study, but for unknown reasons they crumbled or were withdrawn
before photozraphs ¢ inem could be made! Beside or below the
photographic illusiration or sketch of each sculpture, the

follewing information were provided:

Title of sculpture
Aritst who produced i
31ze of sculpture
Medium

Date established
Location (zown)
Technigue of producticn
Custodian

Purpose

These information are based on the checklist for documentation
of antiquities adarted by Nigerian museums (Qddon 1568; Qbinajuru
1988) and the recom=endations of some authors as will oe

information
discussed shortly os now data are analysed. The /fare also
based on the requirsrents of the direct field research adapted
for tie study. These authors and research method maintagin that
aignificant socio-cualtural elements connected to art forms should o=
only bte censcienticzsly acquired but substantially used to analyse

and report findings. QOther information connected to the sculptures

are incorgporated ir-o the wain texts degcribing them. Thege includz formal
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characteristics, their present state of repiars, whether they are in the
round or reliefs, artistic lapses or achievements of artists revealed

in the sculpfures and so on, These descriptions are in*ended to provice
vivid pictures of the sculptures as they presently exist, In other
wordg, that the sculpturea are documented by accurate descriptive
analysis of their formal structures, In addition, their meanings and

cbjectives are clearly stated.

The sculptures are first documented on state by state basis
with findings in Bauchi state preceding the rest. It is followed
by the findings in Benue, Kaduna and Plateau states in that
order. This is to enable uninterrupted compilation and
diseussion of each state's sculptural rossessions, It is

followed by the analysis of data.

How Data was Analysed

Tre classificatory system was adepted to sort cut the findings.
This requires that acquired data be analysed and interpreted under
certain categories based on some characteristics and parameters.
Sowe proponents of the classificatory system include Trowell
(1970, 197L) who classifies traditional African sculptures
into tnree distinctive types: man-regarding; spirit-regarding;
and art of ritual display. Similarly, Odita (1980) and Babalola
(1989) propose that contemporary works of art inm Africa be classified
and stucdied along indigenocua African rnilosophy and terminology.
That commercially mass produced works of art commonly referred to as
"airpert” or "catch penny" art be called "bintu", while traditional
art works with transitional functions be referred to as "kuntu". They
further suggest that works of art rendered by modern academic artists

and tnose by contemporary artists with traditicnal bias in their
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gymeology and meanings be called "Skokian" and "Awo" regpectively.

tgain, Fagg (1965) proposes the study of African arts aleng
ethnic lineg and stylistic features, 2Zach of these authors suggests
classifications based on the convicticn shat such approaches could
enhance better understanding and further clarification of the

igsues at staxe,

Jeveral parameters were uged in this study to assess aznd
classify the sculptures. First, thevrwere asgegsed on the
basis of their location in the respective states. This is
to enable 2 general picture of the geographical spread or
distribution of the sculptures documented. It is followed by
the identification of tne cusiodians or organisaticns that
eatzblisred the sculptures, The purpose is to identify the
general pattern of patronage with regards to public sculptures
in Jigeria so far. Nex:i, the state of the sculptures and
maintenance work comnected io them*?‘e iscussed; to ldentify
the prevalent forms of abuge and comrmon lapses associated with
them. Probable selutions to these problems are suggested.
Each of these sections are accompanied by tables that sunmarize

the findings in then.

Jext, the sculptures.<reagsessed using flve other criteria
based on their expressed formal qualities, These are: media and

technique of rendition; stylistic trends; images and motifs;
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free-stanling sculptures and reliefs; colour and patina.
Again, ezzih category is accompanied by a tzble summarizing the
findings therein, TFinally, the main purports or intrinaic
contents of the sculptures are assessed. These preceding
classifications into formal categories and intrinsic contents
are based on Greene {1940), Panofsky (1955,, Mills in QOtten

(1971), and Barnet {1982).

Greens (19&0:31) ocbserves that artistis categories may be
defined zs concepts that are essential to z=rtistic enquiry and
in terms of which art can be systematicall: explored. Ee stiresses
that "every work of art exists in soxe medlum, possesses soue
form, ané if it has any artistic merit whazever, has some

gxpressed content”,

Higklighting the strategies for inves=zigating works of art,
Greene (ibid) observes that analysis and symthesis are necessary
and inevitapble. According to him, works ¢ art are the sum=total
of materials, ideas, subject matter and form organised into
artistic media, Adding that works of art =xpress certain values,
alse refarred to as contents. Sculptures tnerefore express or
communicate messages to the discerning viewer, Consequently,
if the underlying principles of works of art other than formally
expresged qualities must be comprenhended, <hese component parts
which tne author calls "matter”, "form", a=d "contents" must
be identified or differenciated. He maintzins further that
all works of art are teleological. They perform specific
functions or address certain specific end-causes. These end-causes,

according to him, include the expression oI formal beauty, artistic
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perfection, artistic integrity, artistic truth and artistic
greatness. Indeed they could take just any form and may have
in addition purports or intrinsic contents which are rarely

comaunicated visually.

Panofsky (1955) similarly identifies in works of art three
universal properties. He calls them primary or natural properties,
gsecondary or conventicnal properties, and jintrinsic contents.
According to him, primary contents or troperties in art are the
incorporated motifs which represent natural or man-made objects.
Secondary cnes refer to the combined interplay or motives and other
artistic properties to allegorize, Intrinsic contents, he continues,
are the ascribed or implied qualities of art. Thus, while primary
and secondary propertiesg in art are formalistic, ascribed or
intringic qualities often reveal the underlying principles or

philocaphies governing the establiskment of the werks of art.

Panofsky (1955) and Greene (19L0} express similar views on
investigating works of art. The former's primary or natural
properties are what the latter refers to as "matter", and are
pre-iconographical., Panofsky's secondary property is what Greene
(1940) calls forz. In other words, an image or mode in which a
thing exists or manifests itself. It involves the organisation
of matter or materials, ideas, and themes into concrete artistic
media and are iconological. Both authors are unanimous in
" identifying the third property of works of art. While Greene
(1940) simply addresses it as "content," Panofsky (155) calls
it "intrinsi¢ content." Either way however, they refer to the

. gquality or end-cause of art.
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Mills in Qtten (1971) shares the v:iews expressed by Greene
(19L0) and Fanofsky (1955) concerning tioe investigation and
appreciation of works of art. However, he proposes in addition
the atudy of style. He defines style as a recurrent way of
structuring and presenting art forms. That is, an aesthetic
pattern associated with individual artists, communities or
nations. 3%ryles in art, he maintains, =zeveal the artistie
inclination ¢r taste and preference of -ne society in which
the art forz is rooted. It is thereforas a significant property

deserving assessment.

Also coczenting on style in art, Rarnet (1982) observes that
it comprises certain distinguishing chazTacteristicas that mark
artists or pericds, That art works produced by individual
artists share certain features or family resemblances, The
same, he says, applies 4o art works of comminities and pericds,
attridbuting <rese factors to reasons of naterials, technelogy
and maybe shared vision. Thus, perscnal or-individual and
period styles are two distinctive gtylistie trends in art,

Barnet (ibid) observes further that sty_e is revealed in form

and is created by tne application of techniques to materials in

the bid to ezbody some vision or contenz. These processes tend

to differ or bte modified slightly frca zerson to persons and from
one age to another. They are probahly =ne main causes of stylistic

peculiarities.
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According to Wingert (1562:77) in its application to
the realm of art, "style" must be defined in its broadest
and fullest sense. He suggests that style is the %fechnical
proficiency of an artist through which he recreates a form
of art. Adding that style is toth the end result of the
artist's creation and the force - the perception ani
sensitivity of the artist through which the work was
conceived and brought to fruition. That the preceding
were the broad essentials of style regardless of tize or
place and ghould always te kxept in mind when considering

any art Iorm.

This study derived from Jincert's analytical approach
which suzgests that five basic rmodes of expression were

discerniole in the plastic a¢ts as follows:

i) two dimensional modes of incised and low reliefs or

painting on a flat surface
ii) three dimensional or free standing sculptural expressions
iii) pelychromatic desizn =odes
iv) compositional expressicns of life forms

v) expression modes involving designs and forms, characteri:zz=zicnas,

sugzestions of ac*ual evistence and movement in space.
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CHAPTER THREE

3.00 Findings

Seventy—-five sculptures were reviewed in the study using the
inventory or checklist of informatien ocutlined in the sgections
concerning "data"™ and "research precedure"., Each sculpture
is pbetozrarhically illustrated except in four instacnes where
they are illustrated by free-hand sketches. Thus, the study has
seventy-one plates and four figures znd are reported on state by
state basis. The plates depict sculptures that were intact,
while the fizures represent those that crumbled or were

withdrawn before they were docurented,

3.1 32auchi State

At *ze tomb of the late Sir Abubakar Tafawa 3alewa,
ligeria's forser Prime Minister in Bauchi town, there was a
colossal 2tstract nen-representational cement cencrete sculpture

of TAFA’A BALEWA MEMORIAL (Plate I).

Flate T

Title; TAFAWA BALZWA
MEMORTAL

Artigt: Unknown
Size: C(Colossal

Medium: Cement
Concrete

Tate: 1978
Iocation; Bauchi

Technique: Cast
directly
from wooden
moulds

Custedian: Federal
GCovernnent

Purpose:; Memorial/
Publicity
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- It was reportedly ordered by the federal government in 1975,
but was cormyssioned in 197E. The memorisl resezbled a
modified capital letter's' standing upside down with tie

apex buried in the ground. It bore substantial indications
of having probably been cast directly from moulds made either
of metal sheets or wocden pianks, For instance, a soxewhat
flattened regular tody thiciness was maintained from the base
to the top, while below its thin crust of cement slip, textures
of the already dismantled mould might still be discermned on
close and careful cbservation, The gigantic strueture far
exceeded in height the tomb in the background which was about
a single storeyed building tall. It pessessed a symmetrical

balance, szooth and even bBut not a polished finishing.

It wzs not clear why the lettér ‘A'Iwas adapted as form to
the memorial rather than a portrait of the deceased person it
éowmemoraied. or why the lester 'A' wag laid up-side down.
Eowever, the non~adgption of.human imagery was zeneralily thought
to do witk Muslim artistic taste which tended to frown at sculptural
representation of humansg, It was also thought that the choice of
a modified capital letter '"A' probably derived frem the first.
letter of the deceased's first name, Abubakar. Unforitunately,
the artist who desizmed and probably produced tne memorial, who
might have shedded some further light on these uncertainties
was unidentified. Fartherzore, even the ever-present tomb
attendant who narrated and explained so fluently the deceased's

life in relation to the sycovolegy embodied in the design of the
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tomb, failesd to draw any relationships between the imposing
abstract rezorial and the deceased. However, other socurces were
seeningly emphatic that the structure was first a memorial to the

Prize Minister, as well as a cognisance to the tomb.

ZAGLE was another public monuzental sculpture in Bauchi town
(Plate II). It depicted in cement concrete a heroic-sized full

lenz<n sta<ue of a bird-like creature in a posture that suggested
thin
aligkhting or taking off. Itqébut well textured features and appareat

lack of cast joints seemed to strongly suzgest that the statue was

zodelled directly in cement on metal frames. It was reportedly

Plate II

Title: ZAGLE

Artist: Unknown

Size: Heroic-3ize
Medium; Cement Concrete
Dates Circa 198L/8S
Location: Bauchi

Technique: Modelled
directly

Cuastodians Bauchi State
Government

Purpose: Publieity

commissioned circa 1984/85 but the author was unidentified. It also
exnibited scze amateurish tendencies that included among other things

undefined features with middling and unaccomplished artistic forms.
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These deficiencies provably derived in part from the produciion
technique o modelling directly in cement concrete which often
tended to izhibit the rendition of delicately sophisticated '
artistic features. Conseguently, despite the statue's pleasantly
symmetrical balance, impegccably white colour and seeming lack of

abuse, itas overall success was substantially compromised.

imame

EAGIE Teportedly sycbolised thne eagle/incorporated in Nigeria's

Coat of Arms ani which Smith (1965:255) in the Nigeria Magazine

No. B7, interpreted as the country's symbol of national strength.
In other words, this statue was intended by the Bauchi State

Government <o inspire nationalism by publicising this national symbol.

Unfortinantely, the statue was dispropoertionately small, when
compared to the expansive roundabout where it stood., In addition,
tae seemingly urzkempt shrubs and haphazardly juxtaposed structures
at the rouzisztout all seemed te coaceal it. Pedestrians and motorists
could and indeed reportedly often wzlked or drive past this gignificant
national syotol without notiecing it even in broad day light. Thus,
it did not appear to significantly enhance the beauty of its

immediate eavironment.

Anotﬁéé.public monuzental sculpture in Bauchi town was the
life-sized, full length cement concrete gtatue of DOGONYARC or FALLEXN
H5RO (Flate III). It was reportedly waveiled circa 1984/35, and
depicted a standing figure of a man with accoutrements and outfits
that resemtled in colour and form those of an armed soldier at the
alert. Theze include a rifle-shaped object held perpendicularly

_ with both hands and complete military-like components comprising
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steel helmet, waterbottle, lunchxit and boot-shaped foot wears.
The statue was probably a product of modelling and castingz

sculpture prccesses. It possessed seemingly life-like features
which were elaborately detailed with celicate creases, drapery

ard sensitive life-lines, However, its amthor was unidentified.

Plate III

Title: DOGONYARC t-=-
FALLEN HEZO

Artist: Unknown

Size: Life-3Size

Medium: Cement Concrete

Date: Circa 198L/85

Location: Zauchi

Technigue: Modelling
and Casti-=z

Custocdian: TFederal
Government<

Purpose:; emorial

The statue itself looked structurally intact with almost clean
polychromed colours, However, Cecay appeared to have set in on
parts of the stand, where cracks were obgerved and the wnite

paint already peeling off,

DOGONYARO or FALLEN HERO was interpreted as a memorial tc all
zembers of the Nigerian Military who paid the supreme price to defend

humanity in general and Nigerian national integrity in particular.
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Two other sculptures also in cement concrete were at the
Telecommunications roundatout alonz Jos road in Bauchd town.
One depicted a life-like imsge of an elephant, the other, a
non-representaticnally abstracted sculptural ensemble. 3BSoth
structures were attributed to Yaxuou Mallum, a graduate of Anmadu
Bello University. They were reportedly commissioned circa 198L4/85
by the Bauchi State Governzent, tut without certainty atout their

specific dates.

The life-sized naturalistic statue of ELEPHANT was remarkably
accomplished with seemingly realistic features (Plate IV). Its
faithful representation was however reported +o be its Zreatest

handicap, as the dominantly musliz community of the state expressed

Flate IV

Title: ELEFHANT

artist: Yakubu
Mallum

Size: Life-=3ize

Medium: Cement
Concrete

Date: Circa 1984/55

Location: Bauchi

Technique: Modelling
and Casting

Custodian: Bauchi
State
Government

Purpose: Publicity

resentment on the grounds that Islam disallowed such sculptural
representation of animals and humans. The statue was reportedly

retained with the proviso that it be shielded from full public view.
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Hence the presence of several cement structuregaround it.

ELEPHANT was interpreted as a symbol of Bauchi State's rich
wildlife that included several globally endangeredsrecies which

constituted potential tourist and revenue yielding Wentures.

WAR AGAINST INDISCIFLINE was the second sculpture at the
Teleccmmanicaticns roundabout (Plate V). It depicted a hercic-sized
abstract non-rerresénzational ensemble with a cross—shaped ground
plan comprising sevenieen cement concrete casts. C(Cne, and probably
the tallest cast the shape of a bar, stood vertically at the

intersection of the cross—shaped ground plan. Three each of other

Plate V

Title: WAR AGAINST
INDISCIFLIE

Artist: Yakutu
Mallum

Size: Heroic-Size

Medium: Cement
Concrete
Date: Circa 19ZL/85
Location:; Bauchi
Technique: Cast

from
Foulds

Custodian: Bauchi
State
Governzent

Purpose: Publicity

bar-shaped casts of varying heights were also arranged vertically in
descending order of height alcong each arm of the cross., At the end
of each arm of the cross, one each of four identigcal casts with

shor+t vertical sides and long slanting arms with serif-shaped tops



wére placed with.fhe slanting arms faging cutwards. Two digtinct
shapes seezed 0 emerge from the symzetrically balamced all-white -
composition. ‘When the entire structure was viewed a3 a single
form, it locked like a crown placed on the ground, It also

looked lixe the Capital letter 'W' when attention was focused on
the two seriffed casts to the left and right which were seen from
the sides. This appeared more vivid when the seemi=gly inverted
V=shape crecated by the top outlines of the verticaliy arranged

cenent casts between the seriffed casts were ineclug=d,

Tkis gculpture ensemble was interpreted as a syﬁbol of "dar
ﬁgainsf indiscipline", a programpme izitiated by the Suhari~led
federal military government in 1934. That the sculpture was intend=d
to pubiicise this programme which was widely seen zs capable of

inculecatiag in Nigerians humane and c¢ivilised behaviour.

A% %tnhe Bauchi State Museum in Bauchi, there wzs a full length

naturalisiic life-sized cezent concrete statue of TXUYPETER (Plate VI).

It was attributed to an unidentified National Youtz Corper who
- reporiedly exploited modelling and casting technigzes to produce.
;ﬁding that it was commissioned alonz with the Massum Complex in
1988, even though it was completed before then. It depicted én
.all-white figure of a standing man with an object —esembling a
.trumpet keld with both hands to the lips of a head slightly

titled Ptackwards. This posture, counled with the Tulbous cheeké
and outfits which resembled a kaftan with cap seem=d to strongly
indicate a Hausa trumpeter engrossed in musical performance. The

statue possessed fairly proporticnate and detailed feagtures., Its



white colcur wnich seemed to lighten the structure also tended to
endow it with the characteristics of sculptures in plaster and
marble., The statue itself looked intact without any signs of

abuse or decay, but the stand appeared to be peeling cff.

Plate VI

Title: TRUMNFEIER

Artist: Unidentifed
Corper

Size: Life-Size
Mediuz=: Cement Concrete
Date: Circa 1988
Location: Bauchi

Techniques Modelling
and Casting

Custcaian: Bauchi State
Covernment

Purpcse: Publicity

Sources at the Museum explained that the statue was part of
an initizl plan bty the organisations to establish an open air
gallery of modern statuaries of past and current Higerian leaders
as well as significant, cultural factors. That stands were developed
within the museum and a full length naturalistic statue of Sir
Abubakar Tafawabalewa who hailed from the State was even received.
However, for reasons of religzious opposition, the statue was refused
to be installed. It was even speculated at the time of this study that

the statue's whereabout was unknown!
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TRUMFETER was interpreted as a cognisance to the state
museunm, an institution which was reportedly committed to
preserving and documenting Bauchi State arts and cultural
relics., It wasg als0o reported to symbolise trumpeters who in
Bauchi state as in most Hausa dominated commnities of Nigeria
periorned essential sccio=-cultural services in close concert with
traditional rulers such as emirs who often maintained them as
part of their court retimies. laybe this statue's non depiction
of a particular person ani its purported cultural significance

were resronsible for its survival,

At the Justice M.A Sanbo Higzh Court Complex in Bauchi, there
wag a heroiec-gsized full length cement concrefe statue of JUSTICE
(Plate VII). It depicted the rigure of a standing but seemingly
blindfoided woman with crown-shaped hegd-wear and an outfit that
resenbled plain cleth tied above her bossom but which covered the
entire lower body. der bare arms were stretched gideways and raised
shoulder high., In $he right hand was held an object which looked
much like a four-edged sword vertically upwards, and in the left
hand another object resembling a balanced weighing scale hanging

doynwards-

The statue's ﬁﬁoggéshaped posturé'appé;iéd to eveoke a strong
feeling of perfect egquilibrium. Also outstanding were the life-like
features which looked realistic. I, was reportedly commissioned in
1991, adding that it involved modelling, casting and welding

techniques. However, its author was unidentified. Unfortunately
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too, it had cracks arcund the elbows which required urgent repairs.

Plate VII

Title: JUSTICE
Artist: Unknown
Size: Heroic-3ize

Medium: Cement Concrete
and Metal

Date: 1991
Location: Bauchi

Tecnnique: Modelling,
Casting,
welding

Custcdian: Federal
Government

Purpose: Publicity

+USTICE was interpreted as a symbol of the courts of law
generally tut that it was gspecifically a cognisance of the High
Court Cozplex. That the crown, sword and weighing scale variously
symtolisea the authority and power to adjudicate that were vested

by law in the Courts.

#HEEEL OF FROGRESS at the Nigeria Industrial Development Bank
(N.I.D.B.,) House in Bauchi was another public sculpture in the State
Capital (Plate VIII). It depicted a heroic-sized abstract represen—
taticnal metal statue of a seezingly robotic and sexless human
figure with somewhat fantastic features. Its head and neck with

parts of the chest and waist were almost completely sealed up,
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adppting all sorts of wierd forms, The remaining parts of the

body were only partially sealed with perforations and yawning spaces.

Plate VIII

litle: #HEEL QF PROGRESS
Artist: Gani Odutokun
Size: Heroic=Size
Medium: Metal

Date: 1986

Location: Bauchi
Technique: Welding

Custodian: Federal
Government

Purpose: Publicity

The figure whose left leg was off the ground appeared to lean with
bath n2ands on an object resemtling a machine comprising wheel-ghaped
and straight linear componen®s. Indeed, the entire structure looked
like a mechanical device being operated. It was attriouted to

Gani Odutokun wno acxnowledged that it was commissioned in 1986

and that it involved basically welding.

#HEEL OF PROGRESS was interpreted as a personification and
cognisance oI the N.I.D.B., a federal government organisation
reportedly vested by law with the responsibility of articulating

policies which could facilitate capital formation and industrial growth



in Nigeria (see N¥igeria Industrial Development Bank Report and

Accounts (1963:9). Also, that the choice of metal as its
medium and human/:achi:e—like imagery symbolised industry and
technology involving metzllureywhich were basic ingredients

for contemporary modern industrial growth,

NOSTHZRN KNOT was another public sculpture in Bauchi (Plate IX).
It depicted a herocic-gized abgtract non-represeantationazl simecture

comprising an interlaced pattern in metal wires zounted atop a

Plate IX

Title: NORTHERN KIOT
Aritst: Unknown
Size: Heroic-Size

Cement Concrete,
Metal

Medium

Date: Circa Mid-1980s
Location: Bauchi

Technique: Casting and
delding

Custod ian: Bauchi State
Government

Purpose: Beautification

rhombic structure surported by a cylindrical stem with two disc-
snaped components towards its top, all in cement concrete. This
all-white composition stood at the centre of a large nut-shaped

structure about 0.5 meters high and also painted white. Its author
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upwards at about forty-ive degrees from the vertical stems about

midway to their tops.

and sited ateop an earth

of the rocundabout. Th

“he entire structure was painted white
zound which rose gently from the edges
author was unidentified, but it was

Te commisgioned around the mid-1980s.
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Title: Unknown Artist: Unknown

Size: Herovic-3ize Medium: Cement Concrete

Date: Circa Miz=-1980s Location: Bauchi

Technique: Cast directl Custodian: Bauchi State
frcm zoulds Government

FPursose: Beautilication



composition. The secornd set of arms protruded outwards slantingly
upwards at about forty-Iive degrees from the vertical stems about
midway to their tops. The entire structure was painted white

and sited atcp an eartnh zound which rose gently from the edges

of the roundabout. The author was unidentified, but it was
reportedly suspected to De commissioned around the mid-1980s.

Unfortunately it had pcs=ters.

Title: Unknown Artist: Unknown

Size: Hervic-3ize Medium: Cement Concrete

Date: Circa MizZ-=-1980s Location: BEauchi

Technique: Cast directly Custodian: Bauchi State
frem zoulds Government

Purpose: Beautilication
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This untitled sculpture was recortedly purely decorative.
To> ornament the vast rcundabout at one of the gates to the ancient
Zaueni city. This objective appeared significantly zchieved,
probably becazuse of the sculpture's pleasantly white colour and
constructivist forms whnich tended to stand ocut pleaszntly from the
brownish earth mound atcp which it stoed and tane seerminzly well

maintained shrubs that surroundied it.

In sucxary, ten sculptures, all in the round were documented in
Bauchl state, and were zll located in Sancd jtre 3tate Capital.
Naturalistic znd abstract non-representational sculrz*uvas were
represented., Ilowever, only the latter were sited in -n3 close to
the walled ancient city where resiients were reportedly mostly Musliz.
Zepresentational sculjtures, especially those with huran images aprezred

to Te restricted to parts of the town where residents were observed <c

comprise people of varied religious inclinations.

Zenue Staze

At the zates to The 31 Airbourme 3rigade of the lligerian irwmy,
Yakxurdi, there were life-sized statues of P:2.TRCCT=iS (plates AI
and XII). They depicted huran figures in ocutfits th=t resembled
zilitary camoflage uniform, holding with both hands rope-like
components of objects that were shaped like parachutes. The
rostures adqpted for the statues were strongly sugzestive of
arzmed military combat personnel gliding through the zir as
if having been dropped from an aircraft in tne gky atove., Zoth

statues pogsessed lifz-like features which were seeminsly realistic.
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This seeming realism was further enhanced by the astatues' clean
polychromed simulative ¢lours and wholesome structures which

revealed no indication of abuse. Both Tigures were observad

to be in cement concrete and were probably the products of

modelling and casting techniques, hence the life-like characteristics.
However, the parachute-shaped components definitely required welding

becausge of their media of metal rods, metal sheets and wire netting.

Plate XI

Title; FARATRCOPER
Artist: Unknown
Size: Life-3ize
Medium: Cement Concrete,
Metal rods and
metal sheet
Date: Circa 198L/85
Location: Makurdi
Technique: Modelling,
Casting and
welding
Custodian: Federal
Government

Purpose: Publiecity

Both statues were attributed to an unidentified sculptor, but
were reportedly suspected to be commissioned circa 1984/85. They
were said to be cognisarces of the Airbourne Brigade of the Nigerian
Army. Adding that the imagery of a soldier holding onto a parachute

represented military air drop of pegxsonnel which were often required



very likely to pass througzh, In addition, the statue's hervic-size
made it alzost a compelling sight to passers-by even from gonsiderable

distances zway.

Plate XIII

Title: CKAKAKI or
TRUMPETER

Artist: Solomon Akiga

Size: Heroic-3Size

Fedium: Cement Concrexze

Date: 1985

Locations Makurdi

Tecknigue: Modelling zand
Casting

Custodian: Benue State
Government

Purpose: Publicity

Unfortunately, posters appeared to overwhelm the structure, thus
mazing it look more like a billboard than the state symbol it was
probably planned to be. It was acknowledged as tne handiwork of
Solomon ixiZa, graduate of Ahmadu Eello University, who reportedly
exploited zodeeling and casting techniques to produce in 1985. It
possessed somewnat Tulky naturalistic features with rough undetailed
finishingz.

OKAXAXI or TRUMPETER was interpreted as a symtol of Benume State's
rich musical cultural heritage, That it was commissioned by the state

government to publicise this indigenous art culture, as its contribution
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10 current nationwide campaign for eclectic cultural education,

documentation and preservation.

A 1ife _gjzed full lengtn cement concrete statue of DRUMER
was located at the High level roundabout in Makxurdi (Plate XIV).
It depicted a bare chested male figure in outfit that resembled

a loincloth and seated astride on a drum-shaped object lying on

Plate XIV

Title: DRUIMER

Artist:; Solozon Akiga
Size: Life-Size
Medium: Cement Concrete
Date: 19838

Location: Makurdi

Technigue: Modelling and
Casting

Cugtodian: Semue State
Government<

Purcose: Publicity

its side and sealed ©%:Y 3 one gide. Two smaller drur-shaped objects
lay by; one also lying on its side to the figure's left, the other
facirg upwards to the righnt. The figure's raised face, raised and
scmewhat opened right hand seemed to combine with its bestrided

legs and left hand placea flatly on the sealed circular side of the
central drum—shaped object to create the posture of a drummer manning

trree irurs at cnce!l
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Thig statue was also acknowledged as the handiwork of Solozon
Akiga whom sources maintained produced by modelling and casting
processess, adding that it was coamissioned in 1988. It possessad
somewhat cubistically stylised and naturalistically representational
features. The hands and sealed sides of the druz-shaped objects
were naturalistically representational while the remaining parts
of the compcsition appeared to be cucistically stylised with
undulous ané planular muscular formations. Thne cutistic featurss
seemed to contrast pleasantly with tre naturalistic and represezsatiozal
ones, especially the creatively arranged circular shapes to achoeve
formal and tex*ural variations. Again, elements of abuse were
evident in the form of posters on the figure's head and central

drum share.

DRUMMER was interpreted as a sy—bol of Eenue states varied djance
and musical culture, That it was ye: another atiempt by the stat
government to propagate and acknowleige the stats's rich culturzl

heritage.

At the roundabout close to the state headquarters of the Kigeria

Police in Makurdi, there was a heroic~-sized cement concrete stazue

of DRUMMEES (Plate XV). It depicted a tripodal tiform resembli-g

two human figures leaning back to back on one another in posturss

that looked like drurmers performing. They shared between thex a

single torso and three legs but each had separate heads, arms and
drum-shapes. One drum shape loocked like Kalangu (talking drum)

aaaled

sealed on just one side, but the other one which was also larger was

on both sides, This statue was anthropomorpnically stylised a=i
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alrost totally bereft of details except basic outlinear shapes of

the figures, musical instruments and drum stick. The tripodal legs

Plate XV
Title: DRUMMERS
Artist: Solomon Akiza

S8ize: Herovic-Size
ledium: Cement Concrete
Date: 1988

Location: Makurdi

Techniques: Modellirz
and Casting

Custodian: Eenue 3tate
Governmen <

Purpose: FPublicity

of the 3ttue i N Uc I a-ice and enduring firmness.
Unfortunately, there were indications of abuse also in the form of
pesters. In addition, the drumstick held by the figure with

lzrger drum shape had an object resembling the exhaust pipe of an
automobile attached to its already cracked and distorted curved end.
Tnis extension was confirmed by sources not to be part of the originzal

aesign of the statue .

DRUMMERS was also attributed to Solomon Akiga. It was reportedly
cmmissioned in 1988 by the Bemue State governzent as yet another
sy=bol of the state's rich dance and musical culture which it was poised

to0 preserve,
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At a small garden park close to the Government House, Makurdl,
there was a cement concrete FCUNTAL! (Flate XVI). It comprised
a circular saaped pool with centrally located eylindrical spout
adorned with three equal disc-shapes in terrazo., The walls of the
pool and vertical stem of the water spout were lined with tiny

tiles. Even the pavexzent surroundiag the poocl was in terrazzo.

Plate XVI

Title: TFCUNTAID

Artist: Unknown

Sizes Iife-Size

Medium: Cerent concrete, terrazo aznd tiles
cate; Unknown

Techaique: IModelling, casting and tile laying
Custodian: ZEenue 3tate Jovermment

Furposes Besutification and publicity
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Equidistantly above the pool were located life-sized
naturalistic cement concrete statues of an elephant, a leopard
and a lion, which based on the formal accomplishment of their
features were probtably the products of modelling and casting
techniques. These statues were variously painted in diIferent
colours, but all had their heads raised up with open moutns  f7c-
in? jnwards towards the water spout as if in disdlogue. However,
the artist «o produced the fountains complete with statues was
unidenti fied. Similarly, their commigsioning date was reportedly
unknown, toough it was strongly suspected to be around the
inception oI temue State after its creation from the former

Berme-Plateau state in 1376.

Two functions were attributed to FOUNTAIN. That it was
primarily crnamental, to beautify the surrounding envirsrament,
And that the animal statuss probably symbolised Berme state's
rich widelife. Although the fountain and faunal statues looked
structurally intact, there were indications of neglect. The pool
had dried up completely and from available information, may have
been so for a considerably long period. No one could say for

sure when last the fountain was in full working condition,

There was also at the garden par'l a cement concrete sculpture
group of NIGERIA ASMED FORCES (Plate XVII), It comprised a
neroic-sized naturalistic statue of a man in outfit and
occoutrements resexbling a soldier with raised and opernsd right
hand as if signalling a stop sign; miniature images of an aeroplane,
arzoured tzn1x and a ship, The soldier and armoured tankc were painted

deep green wiile the aeroplane was painted in military camoflage and
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the ship had a deep blue colour with white streamline.

Althcugh the artist who produced tae sculpture group was
unidentified, sources said it was commissioned in 19687 by the
Benue State military govermor during trat year's Arced Forces

Recremtrarce Day Celebration. The sculptures' detailed features

Plate £AVII

Title: NIGERIA ARMED FORCES
Artist: Unknown

Size: Heroic and miniature sizes
Mediums Cement concrete

Date: 1987

Location: Makurdi

Technigue: Modelling and Casting
Custodian: 7Federal Covernment

Purpose: Publicity
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and seeming perfect compositional balance indicated that they
were probably fashioned by modelling and casting processes.

Purtherzore, they were structurally intget with no traces of ghuse,

NIGEZRIA ARMED FPORCES was interpreted as symbol of <he Nigerian
military as well as a celebration of its role as an indivisible
unit in sustaining national unity and integrity. That the soldier
and armoured tank represented the Nigerian Army, while zhe aeroplane

and ship represented the Nigerian Airforce and Nigerian Havy respectively.

Although no explanation was attributed to the soldier's
demineering heroic-gize, it might be suggestive of the seeming
leaderghip role enjoyed by the infantry persomnel. Since the
rilitary becare actively involved in the governance of lLigeria in
1965, the ofiice of the Commander in Chief and Head of 3tate or
President appears to be the exclusive monopoly of this wing of .the

*

armed forcesl!

Also at the garden park close tc tﬁe Governm;nt House in
Makurdi there was a full length life sizedlcement concrete statue
of DANYARO the FALLEN HERO (Plate XVIII)., It depicted the figure
of a man standing astride with outfits and accoutrements that stronglj
suggested a soldier. The outfit included items that looked like a
steel kelmet on the head, a short sleeved shirt neatly tucxed inte
a broad velted trousers, the legs of which were tucked into boot-
chape footwears. Accoutrements included two water bottle-shsped
ovjects tnat seemed to hang in front from the shoulders and a
rifle-shaped object with rather bulky and clumsy lookinagz features

held in the soldier’s raised right hand,



-122 .

The seemingly well balanced statue possessed an accomplished

smooth finishing with even monochromed greenish 3°-2%%. Itg

Plate XVIII
Title: DOGONYARO the
FALLEN HERO

Artist: Unknown

Size: Life-5ize

Medium: Cement Concrete
Date: 1987

Location: Maxurdi

Technigue: JModelling znd
Casting

Custodian: Federal
Government

Purpose: IMemorial

accurately naturalistic and representational features were strongly
indicative of the use of modelling and casting processes of
production. The statue's vertical posture and raised right

arm seexed to be suszestive of success of some sort. llaybe

an indication of victory, or acknowledgement of cheers for some

major breaxthrough. It was reportedly commissioned in 1987, but the
artist who produced it was unidentified, However, it was structurally

intact with no signs of abuse.
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LCCNYARC (FiLlzN EZERO) was interpreted as a memorial to
all mexters of the .igerian military who perished in active service

defendirg tze fatnerland,

There wWas another cemeant concrete statue of DOGONYASO (FALLEN
HERO) at the spaci’'“s multipurpose Ibrahim Badamasi Babtangida Square
in Maku=3di (Plate XIK). It nad a similar postare to the statue in
plate XVIII, except that it was colossal in magnitude (over four
meters 2igh) and possessed more dynamic and better accozrlished
naturalistic features ani finighing, DJMost ouzstanding was its

gl==21-- snaped rifle and its wodified position in the cozposition

Plate XIX
Title: ICGONYARO
(PALLEN HERO)

Artist: Tope Tusuf
Xolawole

Size: Cclossal

Medium: Cexment Concre=e
Date: 1289

Location: Makurdi

Technigue: Modelling and
Casting

Custodian: PFederal
Government

Furpcse: Memorial

wnich expressed zovement. There was also the raised —iscular right
aTm wnich seemed to combine with the left legz to create a diagonal

axig *nat apreared to constitute the statue's main cozpcsitional
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DOGCNYARC (FiLLEN EERO) was interpreted as a memorial to
all gexmters of the .igerian military who perished in active service

defending tne fatnsrland,

Taere was another cement concrete statue of DOGONYAZO (FALLEN

HER0) at the spaci’“s multipurpose Ibrahim Badamasi Babanzida Square

in Makurdi (Flate XIK). It had a similar posture to the statue in
plate X7III, except that it was colossal in magnitude (ovar four
meters 2igh) and possessed more dynamic and better accomrlished
naturalistic featurss and finishing., Most ocutstanding was its

gl==c1- s2aped rifle and its wodified position in the cozposition

Plate XIX
Title: DOGONYARO
(PALLEN HERO)

Artist: Tope Yusuf
Xolawole

Size: Colossal

Medium: Cement Concreze
Date: 989

Location: Makurdi

Technigue: Modellingz and
Castingz

Custodian: PFederal
Government

Purpose: Memorial

wnich expressed movement. There was also the raised cuscular right
arm wnich seemed to combine with the left lez to create a diagonal

axis “mat apreared to constitute the statue's main cozpcsitional
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dynamism., This statue was reportedly commissioned in 1939 and was
attrituted to Tope Yusuf Kolawole, wro,based on the structural
features of the sculpture probably exploited modelling and

casting tecnniqgues.

Several reasons were advanced for commissioning this colossal

statue soon after the one in plate XVIII. Top~most was the central

+ra
PR

locaticn of, spacious sqaure within the town that was ideal for
gover-zent as well as non-governmental organisations’functions.
That since the statue was a memorial to national service and was
people oriented, it deserved to be made accessible to as many
citizens as possible, Thne sitinz of this statue at the modern
multigurpose sqaure had an advantzge over the previous one located

at the goverrment residential wnich was indeed a low density area of

the town not frequented by a majority of residents.

At the main roundatout in Yandev, an agricultural research and
farm traininz centre, there was a heroic-sized cement concrete statue
of FAZVER (Plate XX), It depicted a full length figure of a seemingly
striding bare-chested man holding a cutlass-shaped object in the right
hand and in the left hand supported on the shoulder another item that
looked like a hoe., The statue possessed somewhat naturalistic
features with the parts representing bare anatomical features
and hoe painted earth brown while parts that represented tae
cutlass blade and pair of shoris were painted silvery white,

Its posture seemed to strongly evoke the feeling of a strolling
farmer gazing iantently to the right side ag if admiring a healthy

crop field,



o2 statue was reportedly a donation to Benue State Government

by tne Zotary Club of Gboko which commissioned it in 1978, Its

Size: Heroic-3ize

Medium: Cement Concrete

Date: 1978

Location: Yandev

Technique: Modellinz
and Castins

Custodian: Eenue State
Governme

Purpose; Publicizy

fairly Zetailed features and marks taat resembled cast joints

(33

appear2d to strorgly suggest tre exploitation of modelling and
castins techniques to produce iijalthough' the author was unidentified.

Z12¥Z3 was interpreted as a syzbol of agriculture and 3

cognizance to Yandev Farm Training Centre. Although no interpretaticas
were rxolered for the adapticn of lccal farming implezents, they
protatly indicated the significance of indigenous farming techniques
and lczal peasant farrmers in aZricultural production in Bemue State

and zzyce the country in general.
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dynamism. This statue was reportedly commissioned in 1989 and was
attriouted to Tope Yusuf Kolawole, who,based on the structural
featurss of the sculpture probably exploited modelling and

casting techniques.

Several reasons were advanced for commissioning this colossal

statue soon after the one in plate XVIII. Top-most was the central

re

locaticn of/spacious sgaure within the town that was ideal for
government as well as non-governrwental organisations’functions.

That since the statue was a menorial to national service and was
people griented, it deserved to be maie accessible to as mnany
citizens as possible. The sitinz of this statue at the modern
multipurpose sqaure hkad an advantage over the previous one located
at the government residentialﬂwhggg:was indeed a low densgity areg of

the town not frequented by a majority of residents.

At the main roundatout in Yandev, an agricultural research and
farm training centre, there was a heroic-sized cement concrete statue
of FAZLER (Plate XX). It depicted a full length figure of a geemingly
striding bare-chested man holding a cutlass-shaped object in the right
hand and in the left hand supported on the shoulder another item that
looked like g hoe., The gtatue possessed somewhat naturalistic
features with the parts representing bare anatomical features
and hoe painted earth brown while parts that represented the
cutlass blade and pair of shorts were painted silvery white.

Its posture seexmed to strongly evoxe the feeling of a atrolling
farmer gazing intently to the right side as if admiring a healthy

crop field,
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Three ill-fazed life-sized cement concrete statues were
docucented ia 3bczo, a Zccal governrent headquarter., They
possess=d sczawnat naive representational features and were
reporteily ccrmissioned circa 1988 by Gboko local Government,
but their authors were uridentified. They were titled FiUZER;
BUGZis =2rd I=(?.32, and were physically insrected by the researcher
in 1521 con site. Cowever, shortly afterwards in 1552 wren attempts
were mate %C pnotcyraph them, they wWere discovered cruzbled, Their
free-hand illustr:tions ars based on what the researcher saw in
1991 wrnich ccoul:i still Te verified with the Local Council

Autrority ofliciz_s,

FiolZ3F depic=el iz i ure of a1 ztooping man holiing with
botn hands 2 - zmé€ 22 sct in 2 manner that appeared to

sugsest tilling -2 sreu=ni (Figure 3).

Flsure 3

Titles PFAUTZR

Artist: Unxnown

3ize: Life-3ize

iledium: <Zerent Concrete
Date: Circa 1988
Location: Gboko

Technigue: I‘odelling and
Casting

Custodian: Gboko Local
Zoverrment

Purpose: Publicity
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Its naive anthropomorphic features bore characteristics that were
strongly indicative of the use of modelling and casting techniques.
Turther—ore, there were forxmal alements that looked like cast

Joints, shnile it lasted, the statue stood at the J.3. Tarka roundatout.

FPARER reportedly sycbolised agriculture which was purported to
te the =ain economic activity in Gtoko loecal government ar=a, That

is to say, it was intended to publicise this agrarizn ecci.:xy,

BUSEAS depicted a seemingly furry and awiwardy-ornez, tailless
cuadruped about the size of a full grown sheep but without
cesemblances whatsocever to any particular domesticated

anizal or wildlife (Fizure 4). The statue was prodbatly modelled

litles BUGHAS Location: Gboko
Artist: Unknown Technique: VNodelled iirectly
Size: life=3ize Custodian: Gboxo Local

T = Government
¥Yeiiun: Cement concrete

Purpose: :fublicity

Tate: Circa 13¢b
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directly in cement concrete on armatures, as there were no indications
of cast Joints. In addition, the structure apreared rather bulky for
the sosewhat feebly shaped limbs. It was located at the roundabout

by the public zate to Tor-Tiv's palace,

BUGHAS reportedly symbolised a mytnolezical creature purported in
many oral folxlores of +he Tiv to swallow humans alive! }Maybe the
extensive recreation of the foliktales involvinz this mythologtcal
choraeter for educationa’® and entertainment purposes by tae Gboko based
Kwagh=-nir composite theatre group was indicative of these myths

(iigeria Mazazine lo, 120, 1976).

|
IZCPART was the third ill-fated statue documented in Ghoko

(figure 5). It depicted ine figure of 2 long tailed hornless

lzck agsots all over its cement zrey body. Its

guadruzed with b
hindparts were _cwored on the folded aindlimbs but the foreparts with
yawning mouth were suprorted ty :ie perpeniicular forelimbs. The
gtatue's nalive features, telishel Jindshing and joint-less outlook

szemed to susgest that it was sclelled direcetly in cement concrete.

wWnile it lasted, it steod outaide Tor-Tiv's Zouncil Chacbers.
|

The asscciztion of this statue with royalty was gensrally
thouvght to symbolise ceriain probasble ~—ythical links between the Tiv
and lsopards. Mayove, to*emisz of zcxe sort in which lecpards were

held in high egteen ty tne Tiv,

Thus, thirteen pubtliec sculptures, all of tiem in the round were
documented in Bermse gtate. They ranged from life-sizes to coloasals znd
ware either rendered in a single sculpture medium each or combined

saveral media.
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Title: LECZARD

Artist: Unzmown

Size: Life-3ize

¥edium: Cexment Concrete

[ate: Circa 1988

Location: Gooko

Technique: Direct Modelling
Custecadians Gboko Local Governcent

Purpose: FPublicity

The scu_ptureswere sited in only three towns, namely fakurdi,
sboko, znd Yandev. Five each of these sculptures were ccmmissioned
vy the Federal and Eenue State Governments, while three were

found %> belong to a local sovernzent,
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Kacuna State

At the Nigerian Defence Academy (N.D.A) in Kaiuna,
there was a full lergth life-sized cement concrete statue
of MILITARY CADST (Plate XXI). It bore outfits that looked

lize ceremonial military attires which included a ‘acket

Flate XXI
Title: MILITARY
CADET

rzist: Unknown
Size: Life-Size

Mezium: Cement
Concrete

Daze: Unknown
lccation: Kaduna

Technique: Modelling
and
Cagting

Custodian: Federz.

with white colar, a white belt zand drawn sword with its sheath
heli in place by white zloved hands in a posture suggestive of

an officer.

The statue was naturalistically representaticnal with
life~like features. However, its white eyeballs with black

pupils seemed to scaringly stare viewers in the eye, Similarly,

polychromed outlook tended to beset it with an aobsessing



manikinish look, despite the pleasantly smooth finishing and
cemfortable eguilibrium, Although the statue'’s author and exact
comrissioning date were anony-ous a2nd unknown, its cemen® concrete
mediuvm gnid life=like features zppesred 1o sugzest that it was a
product of modelliirpg and casting technigues, Its clean colours

and whelescme structure were a2lso suggestive of ajequate maintenance.

FILITART CATET was intérpreted as a cognisance and symbol of
the §.T.4i. with its primary function of groonming and training

career military officers.

A¥ tne One Yechanised InZantry Division Eeadquarters of the
Nigerian Army also in Kaduna, there was g life-sized cezent concrete
statue of ~TITE ZEARGER {Plate XXII). It depicted an immaculately
wnite seri-stylised creature that resembled a horse standing erect
as a human Tteing on its left nindleg, with the raised rizht
nindiliab slightly shot forwari as if mayching. The erected and
serated zane seezed to combine with the curved tail to =uzgest active
tody moverent invelving the dissipation of much energy. This statue
was attritu<ed to Yurphy Ajayi, one time lecturer at the Ahmadu
Belle University, who confirmed that he exploited modelling and
casting teckniques to fasrdon it in 19%1, in time for the

commissicning of the Brigade Zeadquarters of the Nigerian Aroy,

WHITE CHARGER was interpreted as symbol of a particular live
horge the rank of a regimental sergent-major (R.S.M.) rear=zd by
the division as its syzbol or "Mascot" (The First 1991:L5).

Thnis gource attrituted the croice of a horge as the symtol ef
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One Mechanised Division to the animal's dedication, discipline,
courage and sportisnness. Qualities which the miljitary was

reportedly encouraged to imbibe. Adding that horses' agility

Plate XXII

Title: WHITE CHARGER
Artist: IMurphy Ajayi
Size: Iife-Size

Medium: Cement Concrete
Date: 19N

Locaticn: Kaduna

Technigque: HModelling
and Castinz

Custodian: PFederal
Government

Purpose: Publiecity

was the guidinz inspiration to the officers and soldiers of the One

Mechanised Infantry Division.

BUILDING THE NATICH was a life-sized cement concrete statue
at the National Youth Service Corps (N.Y.S.C.) secretariat in
Kaduna (Plate XXIII). It depicted the figure of a man in outfits
resembiing the uniform of the N.Y.S.C., holding in the right hand
a trowell-shaped metal object and in the left hand anotker object

resembling a brick, The statue's posture in relation to a structure
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reseadling an uncompleted brick-zap of Nigeria in front of it was

that of a bricklayer building the map. Its features were naturalistic

Plate XXIII

NATION

Date: 1987

withh almost convincins realism, while the emergzing shapeof tre
was guite representational although soxe bricks were unaligned
the rest. The statue was identified as tne handiwork of Osiyi

Samsoa, Zraduate of Anmadu Eello University, wrhod scurces said

Size: Life=3ize

Title:; BUILDING THE

Artist: Csiyi Sazsom

Medium: Cement Concrete

Location: Kaduna

Technique: odelling,
Casting and
Brick-layins

Custodian: Federal

Governcent

Purpose:; Publicity

map

to

was

commissioned in 1987. That the human figure involved modelling and

casting while the bric<-map was the result of brick-laying. The

sculpture's pleasant colour and structural wholesomeness were

strengly indicative of probable adequate maintenance.



DUILDING THE JATI(N wag laserpreted as a symbol oI the
N.Y.3.,C. schexe and distinguishing feature of its Kaduna office.
That the imagery of a Youth Corper/bricklayer at work :za an
uncompleted Nigerian brick—map represented the scheme's
imrense contribution to nation building which was still
continuing., Also, that the several unaligned bricxs oI the brick

map indicgted uncompleted national developmental projects.

According to the National Youth Service Corps Hanibook

(1973, 1975), the ¥.Y.S.C. scheme was inaugurated in 1373 by
General Sowon to afford Nigerian graduates of tertiary educational
institutions tne opportunity to serve the country and zo familiarise
then witz other parts of this vast and great countiry such that

national unity could be enhanced.

At the Xagfuri roundatout over the railway crossirz in Kaduna,
there was an abstract non-representational sculpture tiItled WAR
AGAINST INDISCIPLINE (Plate XXIV). It depicted a colcssal
structure atout ten meters nigh in cement concrete, metal pole
and actual Nigerian mational flag, Judging by the rezilar body
thickness, texture and straigzht edzes of the sculpture'’s parts in
cment concrete, they were probably cast directly frca prefabricatez
metal or wooden moulds. Viewed from 31} the roads lin<ing the
roundatout, the sculpture resembled a seriffed capital letter 'W!'
with an actual flagpost and Wigerian flag atop the inverted
V-shaped part of the letter which was zlso modified to lock
like capital 'A'. Thus, the sculpture depicted the letters
WeA.I., the letter 'I' represented by an actual flag gost and

flag, It was reportedly commissioned in 1984 by the Kaduna state



goverraent, and possessel 21 overwhelming symmetry with a
comfortatle equilibrium., Its immense magnitude made th=
structurally intact white coloured sculpture visitle frcx

consideracle distances awzy. Zowever, its auther was unidentified,

WAR ASAINST INDISCIFLINE reportedly symbolised the zovernment

progrz=re of that theme inaugurated in 198L. That the Lettersv.A.I,

Plate XXIV

Title: Wi AGAINST INDISCIPLINE
Artist: Taxuowm

Size: Colossal

Mediums Cexent concrete, metal and cloth

Date: 1%cL

Location; Xaduna

Technique: TIirsct casting and welding
Custodian: Xzduna State Government

Purpose: ruclicity
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were abbreviations of the theze. That aesthetic and teautification
purports wnich were also part of the programze were responsible
for according the sculpture a colossal status. From all indications,

this beautification intent geemed substantially achieved:

Another public momumental sculpture in Xaduna was the cement
concrete NORTHITI KIOT at the roundatout along Anmadu Bello way

junction to Kashim Ibrahim House (Flate Z4V). It depicted an

Plate XXV
Title: NORTHERN KNOT
Artist; Unknown

3ize: Colossal

VMedium: Cement Concrete

Date: 1IN

Location: Kaduna

Technique: Direct Casting
Custodian: Kaduna State Governzent

Purpose: Beautificaticn and Fublicity
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interlaced pattern called zorthern knot which Heathcote (1976)
observed had an oriental origin but which was now well entrenched
in the hansa art of ihe nox»thern states of Higeria. The
nen=representational patterm which full view appeared on all

the rvads linking the rouniabout was borne by seriffed V-shaped
gstructures standing on on=2 of their serifs all of which rad circular
fholas big arnough 0 cendain sjquatting adults, and whose walls were
rainted green. Its zuthor was unindentified but it was reportedly
commissioned in %951 a1d fashiened by casting directly from
prefabricated wcoden —oulis, The geculpture was structurally
intact and rossessed near jerfect symmetry, but had signs of
abuse and icprogper malintenance in the form of posters that almost

1,
4.

renjered it an eye=szore,

This sculpture reporteily*possessed primarily aesthztic and
beautification purports} Jo enhance the physical beauty of the
expansive rruniazout whici Iroa all indications was substantially
achieved, Thers were nowever suggestions that the sculpture
probadbly hai soze northern volitical conotations, sincé.the
northern knot patternwas considered by west people as a northern
symbol, hence its wiiespread incorporation in cleth embroidery,

buildings ané even tne2 national currency!

At the Lugard Jall rcundabout also along Ahmadu Bello way
in Xaduna, there was 2 cerent concrete FOUNTAIN (Plate XXVI).
It comprised an ormate circular cement base with a non~representational
structure creatzd by arranging three funnel-shaped compcgents probably

also in cerent and surzounted by a pattern resembling tre northern <797



i" welded metal. E7 this use of cement and metal as media, the
fountain might have Teen fashioned by modellinz, casting and

welding technigues. Its author was unidentified while it was

Plate XXV1
Title: TFOUNTAIN
srtist: Unknown

3ize: Colossal

wedium: Cement concrete and welded metal
Date: Circa 1560

Location: Kaduna

Technigque: Modelling, casting and welding
Custcdian: Kacuna State Governaent

rurpose: Begutification

painted in the colours of digeria's national flag, green inter-

changed with white. Its exact commissioning date was unknown, but
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1t was suspected to te circa 1550, since the Wizeria “agazine

Mo, 71 (1981) carries the fountain's photograch.

FCUSTATIY reportedly had an zesthetic or beautifying purpert.

The iigeria Msgazine o, 71 (1961:309) notes in this regard

"oeautiful roundazouts and ornamental fountains" of Zaduna, This
aesthetic consideraticn gt31l appeared parazount in <he current

producticn of putlic soulptures Uy *tne Kaduna state zovernment, as

ck

only non~representaticnaal and constractivist forms were mostly
patronised. Tais Zountain sculp£ﬁf@'see:ed to substantially
achieve tne purroge Ioxr wnich it wes established, Its dominantly
circular shapes and Trizht colours contrasted pleasantly with the
natural vegetzticn in the vackzround, The green-whiie-green
colourg ¢f %tha sculifurs in recent itices however appeared tol
furtrzer susgess na:iona;istic_purpcrts of propagatirzs the naticnal
£12z, Unfortuna‘ely, *he recurreace of posters wnich defiled the
gtructure ware gu- <3

ive of atusa vty the public on thze cone hand,

and grogs derelicticn of duty by its custediaznsg on tae other.

Two neroic-sized cement concrete statues of INI3AR HORSZMEY
were at the Lurbar Sotel Kadgna. Cne depicted a COLCIIAL FOLICE
CCUSTABLE located at tae entrance gate (Flate ZVII), the other
an ENIR'S PiLiCE GUARD which stood at the exit gate (Plate XXVIII).
Both equestrain fi.ures were atirituted to Jen Ekanem (one time
. lecturer at the ismadu 2ello Unjiversity) whom sources recalled
produced in 1576 for tne federal govermnment of Nigeria preparatory
to the second ‘forld 3lack and Africaﬁ Festival of Arts and Culture
(P.B.S.T.2.C.) neld in 1377, They combined cement concrete and

welded metal requiring mcdelling, eczsting and weldinz tecnniques.
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Plate XXVII

— o —

itle: COLONIAL FOLICE

CONSTABL=

Artist: ZEen Ekanem

ize: Heroic=Size

Mediumy Cexent Concrete zrnd
weldied letal
Late: 1676
Location: KXaduna
Technique: Modelling, Caszting
and ~2lding

Custodian: Federal Goverr——ent

Purpose: Mezorial/Publicizy

Plate XXVIII
Title: BEMIR'S PALACE GUARD
Artist: Een Ekanem
Size: Hercic=3ize

Medium: Cement Concrete zand
Welded Metal

Date: 1976
Location: KXaduna

Technique: Modelling,
Casting and

Custodian: Federal Government

Purpose: IMemorial/Publizity



The statues were representationally naturalistic, with nearly
life-like features which recorded such details as facial
life-linss, decorative patterns and sensitive drapery. Even
the animals' mane and tail hairs were depicted with remarkably

convincing naturalism.

Zoth statues bore in their right hands spear-gshaped objects
and in tme left nands thin objects that resembled reins also
attached to the btridle-shaped coadponents arcund the gquadruped's
moutns. The riders' outfits in their entirety were reminiscent
of Zausa attires. An ornate headwear resemtling an ermbreidered
cap, witz a tight sleeveless jacket on tep of a gown for the
poelice ccnstable, and a turban-snhaped headwear with elaborately
ornate s2wns for the palace guari wnose mat also bore signs of
lavish decoration., Tne equestrian figures seemed to exhibit
calz digmity in their somewhat sealed lips and eyes that gazed
intently azhead. Zven the horses appeared relaxed withk all their

feet in resting positions on the ground.

DUR3AR HORSEMEN were interpreted as syrvols to the durbar
event of 7.,2.5.T.A.C. 77 which held in Kadura, and distinguishing
enblems for trhe Durbar Hotel also establisned for the event, In
this regard they were memorials to durbar and F.E.S.T.A.C. 77
as nistoric events,and cognisances to the Hotel, The colonial
Nigerian Police and the Emir's Palace Guard which the statues
depicted were also mmemonical. They symbolised authority and

power associated with governance in Nigeria of the recent past.



Thnere was a full length life-sized cement concrete statue
of KNOWLEDGE at the National Library of Nigeria (N.L.N.),
Kaduna (Flate XXIX). It depicted the figure of a man in outfit
resenblirz kaftan, complete with cap and trousers, leaning with
the right elbow on an object resembling a pile of books arranged gqg

ca top of the other., Its posture of a man with the left hand

Flate XXIX

Title: XNOWL=DGE

Artist: Alimotu Osuni

Location: Kaduna

¥odelling z=3
Casting

Technicas

Custodian: TFederal
Government

Purpose: Publicity

olded to zthe back, the right leg placed on a block-shaped otject

andg slightly lowered face seemed to create an imagery of a reflective

]

thoughtful mood. Maybe pondering over some information from one of

the many documentary sources he leant on?

s naturalistic apd representational statue was attrituted to

glimotu Csunde, a Lagos tased professional artist, whcm sources

indicated ielivered preparatory to the commissioning of the Kaduna



-3 -

national library complex in 1986, Its cecent concrete mode and
seemingly additive formal elements were strongly indicztive of 1its bteing
a product of mcdelling and casting technigues, The siatue possessed

a monochromed dall grey colcur which distinguished it Irom the
surrcunding vegetaticn and cmostly white buildings. In additicn, -

it was structurally intact with no sizsn of atusge.
KICHIZDGE was interpreted as a cognisance and syctel of the N,L,T,
and its primary objedtives assigned by the law establishing it.

According to the National Bitliograghy of direria 1984 {(1985:3L4) and

the dational Library of Nizeria, OCccasional Papers Jo. 2 (198?:7), tha

fonetions of the J.Lule included arong other thinss th= acquisition
and provision of comprehensive docwrents; encouragemen< of intellectual
efforts of Yiserians thrcuzh the use of docuzenis to s=nerate free flow

of information =z2d knowledge that could f{oster nationzl unity.

At the purtzla Moharmed 3quare in Xzduna, there wzs an almost
life-sized cemeni concrete statue of ICSCUYASC the FLLIZN HERC
(Piate XXK). It Zepicted a stanﬁj.ng figure resembling a soldier at
the attention with a rifle-shaped object also held ver<ically to
the ground on ihe right side as if on guard, The statue was

rveportedly coucissioned arcund 1988, but its author wazs unideantified.

a.lthcmgh it po.sseel.set.i:..:x.étﬁraiistic repfezentational téndeﬁcies,
the statue was at best naive with such formal inperfections as'abnomally
short abdocen, grolesque right axm with undetailed hani, thick znd cluzosy
rifle-ghaped object. These formalistic fallacies seexed to strongly
.indicate either crude artistic taste or cutrizht artis<ic incapability

of its autzor.

A close lcok at the statue revealed scars on its nose, front
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rim of the hnelmet-shaped head wear and right earlobe, 3Setween

the toot-shaped foot wears and benind them, there were concrete-like

Plate XXX

Title; DOGONYARC the
FALLEY HERO

Artist: Unknown

Sizey ILife-Size

lledium: Cement Concrete

Date: 1988

Location: Kaduna

Technique: MNodellins
and Casting

Custodian: TFederal
Governmen=

Purpose: Memorial

substances that were exa—ined by the researcher and found to be
actual cement concrete that probably originated from the head of the
statue, This observation was necessitated by the fact that when the
researcher arrived to nave a snapshot of the statue, several children
clustered around it ard in turns kicked, knocked and slapped it.
It was also learnt that several similar statues had preceeded this
one, out that they were destroyed by unknown persons suspected to
ce religious fanatics.

Again DCGONYARC (PALIEN HERQ) was interpreted as a memorial to

deceaged .iigerian military men who paid the supreme price in active
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service, That wreaths were laid periodically at the foot

of the statue to commermorate these national heroes,

At t=e .igeria Industrial Development Bank House ia Kaduna,

there was 2 robotic yzetal statue of #HEEEL OF PRCGRESS (Flate XXXI).
It depict=a a full length life-sized abstract representational

figure of a man leaning slishtly backwards, with the rizht hand

FPlate XXAI
Title: WHEEL OF
PACGRESS

Artist: Ben Ekanem
Size: Life-Cize
Mediuzs; Metal
Date: 1976
Location: Kaduna
Technique: Welding

Custcdign: Federal
Governmenat

Purpose: Puolicity

fixed onto a handle-shaped protrusion of a metal contrivance
comprisizz spoked serated wheel and a large semi-circular wheel
also ser=ted on the curvated edges. The figure’s posture in
relation %o the contrivarce was stronzly suggestive of a

man cperzting a machine.
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The statue's author was identified as Ben Ekanem whom
gources indicated delivered in 1976 to the N.I.D.B., a federal
organisation, The metal medium gnd jeointed components of the
statue were strongly indicative of the exploitation of welding
sculpture technigue., Its cubistie abstraction, especially of the
numan figure seemed tc endow the statue with intellectual
conceptions ef form. TFealures were devicted from several
perspectives. While most parts of the human figure possessed
uneven planular muacle-~shaped elementsg,others such as the knee
and fingers were almost entirely stripped of any muscle shaped
features, revealing mere skeletal framework. S5till cther parts as

the eyes and lips were gaping nollow cavities.

Like the statue in Plate VIII, this WHEEL OF PRCG3ESS was
interpreted as a cognisance of the N.I.D.B_, and its primary
functions of articulating policies that could enhance industrial
development and growthk. Inat the exploitation of metai as medium
and the adaﬁtion of mechanical and robotic imageries were indicative

of metazliurgy and machinery in modemm indtsirial enterprises.

At the Command and Staff College (C.S.C) Jaji, there was a
heroic—gsized cement concrete staiue of CHARGING SOLDIER (FPlate XXXNII).
It depicted the figure of a soldier in a posture thal was suggestive
of a rush to attack. LegZs were agitatingly apart while beth hands

¢lutched 5 bayoneted rifle-shaped object.

The statue possegsed seemingly well calculated features with
life-like rendition of both human and man-made elements of design.

It also exhibited a dynamic expressive posture. Edward BEjembi,
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a graduate of Ahmadu Bello University was identified as the
statue's author., He was reported to have exploited modelling,

casting and welding techniques to produce it in 1901. Indeed

Plate XXX

Title; CHAKRGING sSOLDIEZR

I

-

Artist: Edward =jembi

S5ize: Heroic=Size

Hedium: Cement Concrete lMetal

Date: 1981

Location: Jaji

lechnique: Modelling, Casting, ~elding
Custodian: Federal Government

Purpose: Publicity

the statue's media and subtle features are indicative of these
processes. Thne greenish military colour of the statue which loocked

intact and almost fresh as well as its wholesome structure appeared
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to strons 7 suggest zcequate Zaintenance and an enduring

workmanship,

CHAZ3_..G SOLLIZR was interpreted as a cognisance of the
CeS.Cey a z=ilitary instituticn whose primary function cenired
around gracaing and training top ranking senior military officers
on whem <=2 arcuous tasx of zilitary administration and national

defence was vested.

Still within the C.3.C. Jaji, there was a life-gized cement
concrete statue of 3IGJALLING SOLDIER (Plate XAXIII), It depicted
a life-lizz Zizure of a solaier with the right hand raiseca above the
head and :alz facing aownwarcs. In the left pand was teld a rifle-
shaped oc =2ct with its nuzzle pointed slantingly upwaras to the

figure's = t.

The :zzztu? was attritutei to Ben Ekanem, whom sources indicated
ne producsi circa 198L4/85 by xmodelling and casting technigues.
Indeed, i<s cexent concrete zode and delicately detailed features
which were alzost convincingly realistic were stronzly indicative
and reminiscent of these sculpture techniques. Its colours,
which difZsrentiated outfits from parts that represented
bare anat:zical features were intact. So also was its
structurz. zcmponents wnich together indicated probable

adequate zaintenance and enviable artistry.

SIG.i:LLING SCLDIZR was interpreted as a symbol of
signallirs communication often used by the military to

convey mezsz=es. [hat the statue allegorized signalling
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Plate XXXII1

I'itle:s SIGNALLING SOLLI=R
Artist: Een Ekanem
3ize; Life-Size

Medium: Cement Concrete,
w#elded Metal

Jates Circa 1964/65
Location: Jaji
Technique; [odelling,

Casting, ani
Welding

Custodian: ederal
Government

Purpose: Publicity

communicatisn in its entirety involving morse code, radio messages
or mute ccxzzunication gestures which trainee military officers were

taught at tz2e (C,5.C, and zdmonished to master.

Cn tre arch of the main gate to the Nigerian Army lepot Zaria,
tnere was z life-sized, full length cexment ccncrete statue of
CHARGING ZUFFALO (Plate XXXIV)., It depicted a life-like
representational figure of a horned quadruped resembling a wild
ox in a seszing frenzy with its head slightly lowered as in an
encounter. TIhe statue wore a faded dark grey colour and possessed
proportionately detailed anatomical features which also looked intact
without cracxs or indications of abuse. Its author was unidentified,
wnile its commissioning date was only reportedly suspected to be around

tae mid 15cUs when there was an upsurze in military recruitment to meet



the needs of the civil war. Iis cement concrete medium and rounded

formal features obviously tendsd to indicate it was probably a

Flate XXXIV

Title: CIARGING BUFFALC

Artist: Unknowm

Size: Life-Size

Medium: Cement Concrete

Date: Circa =id 1960s

Location: Zaria

Technique: DModelling and Casting
Custodian: Federal Government
Purpose: Publicity

product of modelling and casting processess.

was
CHARGING BUFFALC/interpreted as emblem and cognisance of the

Nigerian Army Depot. Although no reasons were attributed to the choice



of this wild animal as exblem, it prcobably derived from its
sturdiness and perseverance in cozmoz®. which seemed to correspond
with the desires and yearnings of the Nigerian Arzy. That like
the puffalo, the military should te resilient, firz in resolve,
uncomprising and unyielding in coxzbz3, always determined to

succeed in whatever endeavour assigned them. Hence the xilitary

motto of ™0 going back™ or, forward ever backward never.

Ca the roundabout clese to the secretariat of the liizerian
army _Lepct Zaria, there was a life-sized life-like representational

statue of JUBILANT SOLDIZR (Flate KKAV). It depicted in reinforced

rlate XXXV

n3: MBTT AN
L1t 13: JUBILANT

SOLDIER
Arzist: Uniknown
3ize: Life=3ize
Mediuz: Cement Concr-=ze
Iate: Un<nown
Location: Zaria
Technigue: [odellirs
and Casti=z
Custodian: PFederal
Governme=-<

cemen< concrete a figure that appeared somewnat rugged and neavy

featu-ed with outfits and accoutrements that resemcled those of an
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armed sgoldier. Its seemingly heavy studded features looked
cumbersome, capadle of obstruciing swift discreet movements

required ¢f a combatant. In addition, the statue possessed
anatomical fallacies and formal inaccuracies, For instance, the
¢pened right palm locxzed zuch too large ana naavy while the rifle=
gsnaped component was iiguroportionaiely bulkxy and clumsy. Futhermore,
its black and leaf green eclours seemed to endow the statue with a

child=like ingenususness.

Although its anthior znd exact coumissicning date were anonymous,
tne statue probably involved mozelling and casting tecknigues,
Indeed its cement courcrete zode and seemingly inflated formal

elements were sitrongly indicative of the aiiitive modelling process.

JUZITA0T J0LDIER rersrtadly addresed saveral factors, That its
cumpergome outlook symbeolised fatigue associated with sustained
training at the depo- whicn all successful trainees must experience.
and tha* its posture wiaicrn was reminiscent 5f signrallirg communicatiza

was indicative of gizZnaliliing skills alsc inculcated inte trainees,

There was also a life-sized, life-like sztatue of GYMNAST at

trhe physical training {¥.2) unit of the Jigerian Army Zepot

L4

Zaria {Plate X¥4VI). It depicted in cement concrete a figure in
a posture whien stroazly indicated a sportsman regembling a
gyznast with legs wide ozened and supported by the arms cn

an objéct that looked lixe a wooden donkey. The statue
possegsed proportionately detalled features with polychromed
patination that differentisted outfits freoxz parts representing

bare anatomical features, delineating hairs, eyeballs and pupils,



o

However, its author and commissioning date were anonymous,
wnile its cement concrete mods and accurate formal stricture
indicated it was probably a product of -odelling and castinz,
It also possessed a seering pleasant sy-zmetry from the Dback

ani front views. (n the sides however, the diiagonally slanting

TV

anabdil L

st 4 oM
JiiatAJ4

: Unknown

Life-3ize

r; Cement Concr=ie
Unknown

ions Zaria

Tecnnizue: Modellins

and Castir=s

fustcdian: Faderal
Governmen-<

urrpose: Publiecity

lezs v the donkey's

to> and slanting legs.

GYMNAST was interpreted as a distirguishing feature of the
P.7., unit as well as an allegory of the tenefits derivable from
sustained physical exercises znd trainirz which was mandatory for

th2 military. Toat healtnhy azile bodies represented by the statue's

<1y trimzed features were z=ot only d

®
1]

iracle but necessary



prerequisites for zealthy minds and maximum productivity,
especially in the zilitary.

5till at tne .Jigserian Army Depot Zaria, there was a life-sized
statue of SQUATTILG SOLDIER (Plate XXXVII). It depicted in cement
concrete a fisure szat resembled a soldier sitting on his right

neel, loc<ing straiznt ahead and clutching with both hands a

Plate XXXVII

Title:; SQUATTING

SOLDIER
Artist: Unknown

Size: Life-3ize

Metal
LDate:; TUnknown

Location: Zaria

rifle-shaped objec: with a broken barrel, its buit placed on the
grcund between the legs, This posture seemed to evoke the feeling
of a soldier awaitiznz instruction or opportunity to commence action.
Ine statue tended towards life-like representation but possessed
rather mijaling quaiities witn UMDY features, schematised

lour

undeveloped hands z=3 fingers, Its faded ©°*

Medium: Cement Co-

Technique: Nodell:i-
Castinzs
Weldins

Custocdian: Federal

Govern=-z=nt

Purpose: Publicit:r

indicated that parts

—ete;

-y
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which represented nare anatomical features and foot-weé.rs were
probably paintsd tl-ck, outfits liglleafl green and the rifle-
shaped ccm*ponent_orchreous. Its author and commissioning date were
reportedly unknown. However, the cement concrete mediuxm 2nd umpy
formal elements seecmed to indicate the use of additive sculpture
prcecesses involwving modelling and casting,while the metzl component

urther suzgested welding. its faded colours and proken rifle-ghaped

component were pretadly irdicaztive of lackz of maintenance.

This stztuz reportedly symbolised training at the depot in
warfare and combatt readiness involving weaponry, a cracial aspect of
military enterprise. That the statue was intended as a reminder to

trainees ani the general puodlic of this distinquishing military exper=isa.

TANIING SO0L3IZE was yet another statue at the Migerian srmy
Zepot Zaria (Plate XXAVIII}. It depicted a life-sized figure in
cement cgncre=ze Irat resericled g soldier standing with the lelt
-eg placed siightly ahead of the rig‘nt one as if Icr stavility,
and clhuteching with toth hands a rifle-ghaped object with a

Dayonet-=znared coaponent at its muzzle,

The statue's posture seemed o be indicative ¢of an arzed
vigilant scidisr ¢tat could commence firing at the sligntest sight
of any suspieious zovement. This statue alao possessed lumpy
formal eiements that were strongly indicative of the exploitation
of modelling and casting techniques generally associated with
representational ¢ement concrete sculptures. It was polychiromed
with faded leaf zreem outfits, black foot wears and bare anatomical

features znd orcarecus rifle-shaped component, Unfortunately, its



author and commissioning date were rerortedly unxnown.

The statue was interpreted as a symool of combabt readiness

and wvigilance which were inculcated into the military while on

STANDING SOLDI=R
Unznown
life=-3ize

Cement concrete,

1
celali

T=chnique: Mcdelling,
casting, welii=-g

ian: Federal

~

Gorernmant

~aTrpose:; Publicity

training at the depot and .hich they were expected to zaintain
throughout tzeir military careers. Tnat the task of national security

and defence d4did not permit laxity or unpreparedéness at any given time.

All the statues documented at the Army Depot in Zaria possessed
some similarities. They had lumpy features and somewhat middling
qualities which suggested that they were probably the handiworks
of the same sculptor. They also possessed similar polychromed

pattern in wnich parts representing bare anatoaical features and

foot-wears were painted tlack, while outfits wsre painted in shades o: -reen,



ther ¢O-=on pnenczeno were anonymity concerning their authors

‘

At toe gate to the Nigerian iilitary Scheol (Jd.M.5,) also
in Zaria, there was a nercic-sizelu_ll length statue of BOY SCLDIER
(Flate XXXI{). 1t depicted in cexent concrete a figure that looked

like a teenzger in attires and bearing an acccutrement that resembled

those of tn ilitar; These includei a deret-sgnzzed head wear,

Flate XXXIX

= el COR
Title: BQY SOLDIER
Artigt: DMurphy Ajayi

Size: Heroic-=Size

Yedium: Cement Concreze,
Metal

ate: 1985

Lecation; Zaria

Technique: IlModellins,

rasti

._--_..L.l L ...'_".I.f"_

Custodian: Federal
Governmentz

Purpose: Publicity

somewnat oversized tooi-shaped footwears, representations of baggy
trousers rolled at the lezs and shirt with sleeves rooled to the
elbows. It nad in tze left arm items that locxed like books,

and in the right hand a rifle-shaped cbject held vertically with its
ruzzle peint2d upwards. The posture was sugZestive of a strolling
teenage solilier. Its feet appeared firmly planted to tre ground thus

evoking a feeling of ccxplete equilibrium, ts life-like presentation



lcoked well zccomplished except for the clenched fists that appeared
distorted. _ooking more like clusters of rhizomatous rcots or

VYo = ) 2a

stuzplice 2:nds of leprosy victims that terminated at the .*

The szztue wore a clean and fresh lock with a seemingly wholesome
structure. It was attriouted to Murphy Ajayi who acimowledged
exploitinz =—ciallinz andi casting tecrhnigues to produce in 1985,

Tris was cofirmed Ty other sources w-o Sald it was a replacecant

tc zn earlizsr statue now discarded because of its miniature gize

H

ard weatnerszi conditien.

EQY 37_-I=ZR was interpreted as a cognisance and symbol of the
Nee3. 222 <ne type of education it provided. That the school

-

ignzl post-orizery education intertwined with
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military resizentation and tutelage represented by imsges of books

ard rifle -zstectively. Adding that the purrose for such integrated
ecazcation -wzs e iraining of youths with gound academic backgrounds
wro wWere z_:3c consuzated militarily a=d prone to pursue professional

military careers.

A herciz-sized portrait bust of I.5.M. TAMUSA ZAKARI KUMASI in
cexent ccnsrets was at the parade ground of the N.M.S.,Zaria (Plate XL).
I= denicztei z life-like raotust figure with a head wear that resembled
military oZlicer's ca» and an insignia on she shoulders that locked
like Nizeria's Coat of irms, It was also agttributed to Murphy
A3yl who acxnowledsed employing modelling and casting technicues,
ard whicr z=ctably enabled the successful rendition of its substantial.y
detailed f2ztures with rich textural and sensitive lineal qualities.

Tre bust w2z intact striacturally and in its monochromed military

gr2en coiciration.
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The 3statiae wore a clean and fresh lock with a seexingly wholescme
structure. It was attrivuted to Murpny Ajayi who acimowledged
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Tris was co-Jirmed ty other sources w0 Sald it was a replacecent
tc 2n earlisr status now discarded because of its miniature size
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N.X.3. an3 e type of education it provided. That the school
izparted cooventicnzl post-orizery education intertwined with
military resizentation and tutelage reprasented by images of books
ari rifle -zsypectively. Adding that the purrose for sucn integrated
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Wi were a_:z: consuzated militarily and prone to pursue professional

military ca-eers.

A hergic-sized portraii bust of I.5.M. YAMUSA ZAKARI KUMASI in
cexent ccnzrete was at the parade ground of the N.M.S.,Zaria (Plate XL).
I: depiczei z life-like ratust figure with a head wear that resemblad
military oZlicer's cap and an insignia on jhe shoulders that looked
like Nizeria's Coat of irms. It was also attributed to Murphy
AZayi who aczkxnowledsed employing modelling and casting technicues,
ard whicrh s=ctably enabled the successful rendition of its substantially
detailed fsztures with rich textural and sensitive lineal qualities.

Tre bust w2z intact structurally and in its monochromed military

reen co.ciration,
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was a less than 1life-sized abstract

vniversity Convocation Square, 3amaru (Plaze
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erns cn cone side that looked like the interlaced northern

ani an Arabic inscripfion surmounted on the fourth corner

Fiate ALl
e = st i fal Lt Al '_'"_'
Title: EZDUCATION FC=
AL L aa
ATr=lst: surpay Ajayi
i Aalnw Tif -
aolZes JEl0OW Lile-=3lZe2

[echninue: IModellirs

and Castizs

Castodian: Federal
Governme=zt

Parpose: Publicity

-cze=ge shaped component also with relief patterns on one

tnat resembled letters 'M' enclosing a flower vase. Ihis

ensencle of a triangular znd a rnombic shape measured about 0.5

meters nizh wWas zounted azcp a stand about 1.5 meters beneath which

were

ngraved the followizg:

STUDENTS UNION
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ARey PLAOTEING DU A YZi3 OV CORN
w#Bad PLAINING FOR A IBECAZIZ FLANT TRAES
AZ3 FLANHING FOR LIFEZ TRAIN AND EDOCATE MEX
ze sSulpture looked siructurally intact, though its faded
cement grey colour ssemed to indicaie raintenance laxity. I1ts author
wa3 idznzified a2e lMurphy tlaryi, who zcknowledged he produced it in

"

A

75 ty zeielling and casting processes.

ZIUTADICH FCR LIFE was reportedly an extolznent and propagation
of modszrm academic trazining zs a tasic requirerent in contamporary
moderw s:icisty. That although the crest of Arzadu Belle University
symooliszd Tniversity education ard training in general, it was
primarily iaiended to sCinowledze 23 rublicise the institution's

exanp-zxy ani ploneerinz role in zivaacinz the course of education.

w — -

TAZIT OF ATMALU 3RLLC JUWIVZRSITY in cement concrete was at tne
instizuticn's zain Campué, Szzapu (Tlase XLII). It depicted a2
triansulzr snaped non-reuresaantational structure about 1.5 meters

igh wiin ralief patterns and inscriptiong that were rexiniscent

of trhe iogo of ihmadu Eello Tniversity on both sides. This was
mountej on 3n arched structure alszo atout 1.5 meters hich with a
horizontal tar oetween ther. The zntire structure had a vale green
colour wnile all the inscripsions z2-4 satterns were white, thus makinz
them To ssand out distinetively freoo a distance, This was regardless
of tr2 fact tkhat the inscrip%ions znd patterns on the triangular
shapel cozponent were reliefa, whilz those on the horizontal slab
were snrraved, probably by impressing zhe characters wvhen the cast

wdag wsT. Thnz pattern ani inscriptiion on the -<riangular compariment

rasemcisd tn2 northern knot and ar iraosie inscription respectively, the
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CREST OF AYMADU 3ELIC UNIVERSITY was interpreted as a cosnisancé
of the institution which possessed powers to confer degrees and other
priviledgses associated with the promotion of education in the higher
branches ¢cf learning. A distinguishing emblem indicative of the
pnysical location of the university. Adding that as a sculptural
form it derived its existence from the special coavocation held
in 1989 to confer ®a =Zgnorz=y Doctor of Laws of the university
on hisg.excellency Ali Saiic ¥, President of the Supreme Military
Council ard Head of State of the Repuolic of Niger.

L R 4 .., faces to
A similar CREST, although below life-size was on the

the gate of Ahmadu Bello University Main Campus Samaru (Plate XLIII).
Unlike tze previous crest nowever, which had all inscriptions in
wnite, tnis latter one which wore a deeper green colour, had the
inscripticn below the trianzular shaped component in green. Also,
while the former crest was reliefed on botn sides, and an extension
of the arcred component trne latter one was only reliefed on one face
and merely attached to the zate wall, the arched space bteing the
extrance tc the university premises. It was also attributed to
Murpny Ajayi who acknowledged employing modelling and casting
techniques, adding that it was part of the legacy of the special

convocaticn of March twenty-fifth, 1%39.

CREST ON MAIN GATE too, was reported to possess a

distinguisning purport, tut with an added ornamental intent,
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To decorate and beautify what might otherwise have been a tare

Plate XLIIT

Title: CRZST CN MAIN GATE
Artist: DMurphy Ajayi
3ize: Zelow Life-Size
lMedium: Cement Concrete
Date: 1989
Location: Samaru
Technigque: I[odelling and Casting
Custodizan: Federal Government

Purpose: lMemorial and Publicity

anc monotonous gate wall.

At the National inimal Production and Research Institute (N.i.2.R.I)
Shikxa near Sararu, there was a life-sized cement concrete statue =2

MILKING A COW (Plate XLIV). It depicted the figure of a wocman



squatting beside the left hindleg of a horned quadruped resenoling

a fat cow with ratust breasts. The woman bore in one hand an

object resembling a bowl, focussing her attention on the animal's
breast, her other hand stretched towards it in a mamner which was
suggestive of milx extraction. The life-lixe figures were attributed

to Murphy Ajayi wno reportedly employed rodelling and casting technigues

Plate XLIV

Titles MILKING A COW

Artist: Murphy Ajayl

Size: Life-Size

¥edium: Cement Concrete

Date: 1984

Location: Shikka

Technique: Modelling and Casting
Custodian: Federal Government

Purpose: Publicity
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to produce in 198L. Indeed, marks resembling cast
Jjoints were observable, while its cement mediuvm was a further

indication of probable use of medelling and casting processes.

The Iigure of the cow was seeningly intact, but the woman's
nand stretcned towards the cow's breasts was broken at the wrist.
In additizn, the entire sculpture was encrusted with somewhat
unpleasant dark patches that ;:nade it an eye sore and which
indicated probavle maintenance laxity. rurthermore, overgrown

snruba were a1t the verge of concealing it from public view.

MIZKZ«3 A OC4 reportedly symtolised N.4.P.R.I. and its primary
function ¢ regearching into livegtock with a view to improving and
propagatirg then, In other words, that the sculpture was a

cognizance of the research inatitute,

At tne department of fine arts, shmadu Bello Undiversity, Zaria,
there was a colossal WOK PORTRAIT JEAD in cement concrete (Pla;te ALV).
It dericteld a seeming facsimile of the classical Nok terracotta
head with its characteristically pierced eyes and lips as well as
elaborately elegant coiffures. Hewever, it had cement grey
colouraticna, rather than the golden bisque red colour associated
with surviving ok classical terracotta finds. It also possessed
unconcealed cast joints that indicated it was a product of modelling
and castizg processes that often involve cement concrete sculptures.
The portrait head was atiributed to E.A. Ifeta, once lecturer at
the Ahmaduz Bello University, who rerortedly produced it in 1976
by modelling and casting processes. That it was ordered by the

federal gevernment of Ni<seria preparatory to FESTAC 77, as part



of the host country's monumental sculptures arcund the National

p—_—

Theatre and main veasue of the festival. However, for unknown

Plate XLV

Artist: E.,A. Ifeta
Size: Colossal

Medium: Cement Concrete
Late: 1976

Location: Samaru

Technigue: Modelling and
Casting

Custodian: Federal
Government

Purpcose: Memorial

reascns tte portrait head never arrived lagos. Its dirty grey crustation
and sligntly damased lower lip are probably indicative of this forlormness!

NOK FORTRAIT ZE4D was reported to be a memorial to the ancient ok
civilisation, todate Nigeria's oldest known artistic heritage which
sources maintain flcurished circa 900 B.C. — AD. 200. That like

the statue of Zueen Zmina at the National Theatre, the portrait

head was intended as a national monument of historic significance.



ATRICAYN 7:¥ILY was a nigh relief sculpture in cement concrete
on the facade to the arts gallery at the department of fine arts,
Samaru (Plate XLVI). It depicted an abstracted representational
composition about 2.80 x 1.50 meters, comprising six anthropomorpric
headshares with scnematised bodies. The largest and oval headshape
laid horizontally was in the centre at the top background area

erind two zlzcst egual-sized circular headshapes, between which
were twe s=zller cut unequal circular headshapes, Distinguishing

formal elements of %he relief included the adapticn of concave and

convex face srnapesy depiction of facial features as mere bulging

Plate XLVI

“itle: AFRICAN FAMILY
srtist: 3Ben Ekanem
S5ize: 2.0 x 150 meters

“Yeaium: -ement Concrete

¢hnique: odel
+5.00.20138 rFeger
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AFRICAN F2¥ILY was a high relief sculpture in cement concrete
cn the facade to the arts gallery at the department of fine arts,

Sararu (Plate XLVI).

(W)

It depicted an abstracted representational
coomposition about 2.80 x 1.50 meters, comprising six anthropomorpni

headsnares with sccoematised bodies. The largest and oval headshaps

laid norizentalily was in the centre at the top backzround area
J k

benind two =zl7cst egual-sized circular headshapes, between which
were two gzzaller out unegual circular headshapes. Distinguishingz
formal elements of the relief included the adapticn of concave and

convex face snares; depiction of facial features as mere bulging

Plate XLVI

Zitle: AFRICAN FAMILY
tist: 2en Ekanem
Size: 2.80 x 150 meter

Yedium: cement Concrete
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components of varying shapes; and somewhat strange humaﬁ imégery;
Thnese forrs which were clustered together in a narrow horizontal
picture frame tended to evoke a seemingly esgoteric epirit world
scene painted red with a glowing bisque red effect which stood
out distinctly from the surrcunding blue facade. The anther was
reportedly Ben Ekanem, whom scurces indicated produced in 1982 by
modelling and casting techniques. Its wholesome state and colour

were suggestive of probable adequate maintenance,

AFRICAN FAMILY was reported to be a cognisance of the arts gallerxy
and symbol of the creative family of artists whose works were exhibized
therein. That the depiction of a polygamcus African family was
indicative of many and different artists that could contribute
significantly to artistic dialegue and education by exhibiting

at the gallery.

Still at the depart=ent of fine arts, Samaru, there was a
neroic-size” ARGENT PORTRIAT HEAD in cement concrete (Plate XLVII).
It depicted a human head with astonishingly accomplished life-1like
features <hat fesembled those of a caucasian by the deep-set eyes,
pointed noge, gseemingly longish but trimmed nairs and outfits that
were suggestive of a jacxet atop a shirt and necktie., The portrait
nead had a clean almost fresh earth brown colour as well as a
wnolesome structure with polished finishing., Unfortunately
hewever, there "rg,wound round it at the top an object
resexnbling an electric cable which tended to suggest abusze and
misuse, Its author was acknowledgedly Gabriel Bamidele of the

Centre for Yigerlian Cultural Studies Zaria, who confiraed that
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he producec it in 1573 through
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modelling and casting technigues.

was repcrted to be initially a project for examination purpose,

PORTR
LVl ilas o

=3

pamlc

Gabriel

1973
Location:

Technique: M

Federal
Governmen<*

Custoaian:

Purpose: Memorial

the status of a memorial to

repre but who was

sented now deceased,

reportedly neld in high esteem for his contributions to art education
in Nigeria. ccording to Eabalola (1392) in Art History Newsletter
Vol., 2, No. 2, Charles Argent a British national was the second

substantive 2

University.

head of tk=zt

eleven consecu

Charles

ead of the departzment of fine arts of Ahmadu Bello
That ne was the Ifirst full Professor appointed as
cepartment, a position which he reportedly held for

19631973. This source also credits

LUl

t for initiating the four-year degree programme ncw operated
S5ello University.
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There was a life-sized abstracted triformed cexzent concrete
sculpture at the Conference Hotel in Kongo (Plate XLVIII). It
depicted three stylised human figures with elephantine legs,
elongatead necks, schematised heads and torsos shaped like turtle

shells. The armless sculpture's plain white figures with

Plate XLVIII

Title: CONFERENCE

Artists Gani Cdutoxu=,
designer and
Gabriel Bacilele,
sculptor

Size: Life-S5ize

Medium: Cement Concrete

Date: 1978

Location: Konge - Zaria

Techniques Modelled
directly cn
armature

Custodian;:; Federal

Government

Purpose: Publicity

undetailea plate-like zbdomens and pierced in some parts together
with the tnin elongated necks tended to strongly suzgest that it
was modelled directly in cement concrete on metal frames. This
was confirmed to be tne case by its authors Gani Cdutokun who
reportedly designed it and Gabriel Bamidele who acknowledged that

ne proauced ‘tin 1978,
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The circular compositional pattern azdapted for this sculpture,
together with the mostly stooping posture of the figures scemed
to evoxe an agitating emotive feelins of discourse tetween three
dialeoguists wihe all appeared deeply involved, In addition, their
curvated f.rms seemed to produce a picturesque effect against the
straight=eized flat walled buildings ia the backeground. Farthermore,
the sculpture’s clean fresh white.colcur appeared to suzgest sustained

caintenance.

CONFEZENTE was reportedly a cognisance of Xongo Coﬁference Hotel,
established by Ahmadu Bello University to provide suitable facilities
such a3 auilitoria and public official residences for attendants of
conferences, zublie lectures, workshoprs, seminars and symposia
often organisea or hosted by it. In ¢<her words, that the sculpture
first and Isre-ost putlicised the hotel, It was also a symbol of

dialogue z35 a significant educational cvrocess.,

At the Nigerian College of Aviaticn Technology (§.C.A.T.) Zaria,
there was a heroic-sized abstract noo=representational sculpture of
AIREQURJIE (Plate IL). It depicted in cement concrete a sculpture
in the round which was an amalgamatioa of four dissimilarly shaped
components which together looked likela rocket projecting vertically
upwards from a stand. The ccmponents tended to taper at the top and
broaden at the lower parts, ctut maintained regular btedy thicknesses
frem the bases to the to;s.Therdﬁere dcninated by straight and
curvilineal features. Conseguently, tre sculpture resulting
from their aralgation possessed an alrost pointed forepart with
a broad hindpart. The sculpture was attributed to Cornelius

Agim once a lecturer at Ahmacdu Bello Talversity,who acknowledged
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that he cast it directly in cement concrete from prefabricated

wooden moulds in 1989, It was structurally intact with a monochromed

redish colour that stood out distinctly from the
vegetation and buildiznss. However, its location

meant that the public nardly ever took notice of

AIRBOURYNS was rerortedly heraldic. That it

Plate IL
Title: AIRBCURNE
srtist: Cornelius :giz

Size: Heroic-3Size
Medium: Cement Concreze
Date: 1987

Location: Zaria

Technique: Cast
directly from
prefabricated
wooden mculds

Custodian: Federal
Government

Purrose: FPublicity

surrounding
in an unkempt garden

it.

symbolised N.C.A.T,,

wnich corprised four distinct schools, Namely, the flying school,

air traffic services school, aircraft maintenance school and radio

maintenance school which together preduced or trained all the required

in Nigeria's aviation industry.
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RISEN CHRIST was a life~sized full length cement concrete

walllol
statue at the 3aint Joseph's Seminary, Zaria (Plate L). It
depicted a male figure in a seemingly flowing white raiment
standing beneath a canopy also in cement concrete with a

flourescent electric tuve. This statue was also attributed to

Plate L

Title: RISEN CHRIST
Artist: Cornelius Agim
Size: ILife-3ize

Medium; Cement
Concrete

Date: 1989
Location: PEasawa - Zaria
Technique: Modelling
and Casting
Custedian: ZHoman
Catholic
Mission

Purpose: Publicity

e o

Cornelius Agim wro confirmed that he produced it in 1989 by
modellinz and casting processes, That it was part of the new

Saint Enda's church tuilding replacing a fomrer one destroyed in

1987 by people who were suspected to be relizious fanatics., The
life-like statue possessed seemingly realistic features with gestures

that tended to evoze a reflective and prayerful feeling,



RISE CHRIST was reportedly heraldic. That it symboliseda the
church and seminary where students and theologians were groomed

and trained for christian ministry.

Some innovations were cbserved concerning this statue.
One was tme provision of lighting facilities tc iluminate it at
night, T-e other was a2 canopy to protect it from direct raindrops
and sunrasrs which could encourage decay. Maybe the statue's clean
and fresn colour as well as wnolegome structure were direct results

of these innovations.

At tne palace of the Chief of XKagoro, there was a full length

life~sizei statue in cezent concrete of WARRIOR (Plate LI). it

flate LI

Title: WARRIOR

Artist: Christopher
Swanta

Size: Life-Size
Medium: Cement
Concrete
Date: Circa 1980s
Location: Kagoro

Technique: NModelled
directlyon
metal frame

Custodian:; Kaura Zocal
Govern—ent
Purpoge: Memorial/
Publicity

depicted a figure that resembled a man in colarless and sleeveless

loose outfits with trousers rolled to the xnee seeminzly takinz aim



with an arrow. The accoutrexents tourme by this figure of an
archer included itezs that looxed like a bow and arrow, an axe,
a quill of arrows znd a sheathed knife, which all tended to te

indicative of an izaigent simplistic traditional technology.

The statue was identified as the handiwork of Christopher
Swanta, graduate cI ihzadu Fello University, whom socurces indicated
produced circa 13€Cs withou: stating a specific year. Its rather
emaciated schematised forms tended to indicate that it was probably
modelled directly in cement on metal armature. However, it possessed
seemingly accurate troportion and almost realistic accoutrements.
The barbed wires at its feet wnich appeared to constitute el=ments
of abuse to the researcner was reportedly intended to deter curious
viewers from fondling with <he statue., TUnfortunately however,
cracxs were manifested at tnhe nands where the bow and arrow were
previcusly held. Indeed, tiie -“ow seemed to have shifted peosition
downwards, apparently distorting nat was previously rezorted to

be a tensely pulle: pow-string.

4AFRILA was re-ortedly a zemorial to the purported warlikxe ancesicrs
5f ths Xagoro, a s —oecl now cherished by XagorangThat i+ was
commissioned by trhe Xaura local govermzent as an emblem of

Kagorans whose turzoried lesendary war exploits reportedily rendered

them L.wvinsibleeven to the dreaded Hausa-Fulani jihadists.

There was at ..o village a heroic-sized representational portrais
of 0K HEAD (Plate LII). It depicted in cement concrete a rather
armateurish imzge oI a terracotta head reportedly recovered from

the tin mining pi:s arcund ok village in 19L3. This portrait head
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was attrituted to Eabilz lok a graduate of Ahmadu Bello University
who reportedly produced it in 1984 by modelling directly on
armatures. Its solid structure and schematised features

as well as flaking effect as in a plastered wall were all

indicative of this direct modelling technigue. The oblongular

Plate LII

Title; NOK HEAD

Artist: Habila Nok
Size: Heroic~3ize
Medium: Cement Concrete
Date: 1384

Location: Nok

Technique; Medellead
directly on
armaturs

Custodian: Nok
Com=muni Ty

Purpose: Memorial/

Publicity

head snage ips whica seemed to extend further backwards than

in the original terraccita model did not appear convineingly pierced.
Conseguently, it had a rather wierd uncharacteristic Yok expression,
However, the coiffures and trianzual shaped pierced eyeballs managed

to convey some semblance to the terracotta model, although only

sligntly. Unfortunately, elexnents of nezlect in the form of flaking
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or peelages were cbservel. These were attributed to the fact
that for a long tire the portrait head served as a support to

2 btrecen sisnboard wnich probably agzravated the flaking,

NOK XZiD was reportedly commissicned by the Yok community
as cognisance to Nok village and memeorial to their (Yok ethnic
group) ancestors yho ars widely reported as the authors of tre
famous ok terrazotta sculptures. In cther words a publicity for

present JoXx inkahitants and the ancient lok civilisation,

In summary, thirty-:iwo public rmonumental sculptures were
documnented in Kaduna stzte. A majority of them were free-standing,
although +hey addregsed severai themeg and exploited various =eiia
that regquired distinetiva technigues. The sculptureswere located

in Yaduna zetrorolis, Jaji, Kagoro, Mok, Zarla and its envircnas,

f

Flatean Itate

At The road juneticn betwesn the Tlatesu gtate Ministry of .crks
Central .orkshop znd tiie Union 3ank Fle in Jos, there was a “ricple
hezded seulpture composition of NCK MEMCRIAL (Plate LIII)., It
depicted ‘hree identical out colossal replications .in cement
concrete of Jema'a Head (.Jok terracottsa Head) arranged such
that a full front view was sezen from all the roads that cooverged
at the junsticn, The rmemorial was reportedly commissioned in 1556
by the Jos Fuseum. It was painted red, probably to similate the
Disque red colour of tne figurine it represented. Although the
characteristie triangulazr ghaped and pierced eyeballs, pierced

lips an1 elavorate ceifures assocciated with Mok sculptures

were maintained the me-orial appeared to possess mediccritic features,
J .



- 179 _

Indeed it was uncomparatle to the accomplished success recorded

in Plate XLV. Furthermore, posters were randemly pasted on it

Flate LIII

Title: XNOK MEMORIAL

Artist: Unknown

Size: Colossal

Fedium: Cement Concrete

Date: 1988

Location: Jos

Technigue: FPFodelling and Casting
Custodian: Federal Goverrment

Purposes Merorial/Publicity

thus rendering it an eye sore, while its autzor was reportedly
unidentified. Yowever, its cement concrete medium, cast joints and

texture were strongly indicative of the use of modelling and casting



NCK

Museum in Jos as well as a mezorial
archaeological finds.
Jema'a Head after which this zemorial was fashioned
in 1943 and was arong the archaeolozical items that

nucleus of the

MEMORIAL was rerortedly a cognisance of the lNational

to the Jema'a head and other

According to 25 Years of Jos Maseum (1978)

was discovered
formed the

Jos Museum which was commissioned in 1952, This

ek el

probably explained its choice to symtolise the museum.

At

statue of WAHRRIOH in

stridinzg

cuseum in Jos, there was a full length life-sized

plaster (Plate LIV). It dericted in a seeming

figure ¢f a bare chested man with 1l goircleth

posture the

Plate LIV

AARZIOR

Gbola Art
Gallery

Iife-Size

Title:

artist:

3ize:
Plaster
1990

location:

¥edium:
Date:
Jos
Modellinz and
Casting

Technique:

Federal
Governmen t

Custodian:

Purrose: Memorial

which was reminiscent of tanned anizal skin tied around the waist

and extended slightly below :the xnees,

daist was an

Also depicted arcund the

a sneatrzed sword.

lize
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Another ;bject resembling a itrumpet was held with the rizht hand

to the lips and in the left nand a spear-shared object that was

taller than the figure. The statue was gquite accomplished with polished
finishing, accurately detailed and seemingly realistic features. Iis
author was identified as Gbola ;rt Gallery, 2.C. Box 09, Ikeja Lazos.
That j+ was prciueced in 1590 and donated to the ruseum in the same year.
Itz life-lixe features znd viazster medium indicated that it was either
the product of zodelling and casting, or dirsct modelling, but by an

experienced master sculptor,

JARATICR wzs interpreted =zs a memorial tc all traditional
Aigerian warriorg of e not so digtant past who participated in
nurerous inter-community wars to praserve their cultural identities.
That it was a ncstalzic referernce to past events that probakly enhanced

the emersence of modern digeria from its several nation states,

Alsc at the Jos nztional museumn, there was a full length life-
sized statue of ANTELOFE (Plate LV). It depicted in cement concrete
a gquadruped witz cylindrical and annulated horns, gracefully long neck
and sleexly built limbs., It was painted illusionistically with gold
dust and dark grey colours 3o simulate an oxidised bronzeware look.
Although its autror was unidentified, it was reportedly commissioned

eirca 193€, a product of modelling and casting techniques.

AXTZLOFE was interpreted as symbol of the wildlife reared
at the zoological garden of the Jos national museum, The zoo

wag re crtedly established in 1958 to preserve captive and



Plate LV

Title: ANTZIOQOFE

Artist; Unknown

Size: Life-Size

Medium: Cement Concrete
Date: Circa 1988
Location: Jos

Technique: Modelling a=d
Casting

Custodian: Federal
Government

Purpose: Publicity

denizen wildlife, so=e of which were rare and of endangered species.
Presently the zo0 contained assorted fauna, birds and reptiles that

served educational ani tourist purposes,

JUSTICE was a full length life-sized cement concrete statue at
the Federal Court of ippeal in Jos (Plate LVI). It depicted a life-like
figure of a btald-headed man with seeminzly closed eyes, dressed in a
loose fitting outfit that resexbled a plain cloth tied over the left
shoulder extending to the ankles. An cbject which resembled a weighing
scale hung from a single finger of the left hand raised above the head,
while a sword-shaped object was held in the lowered hand in a manner

that was suggestive of a man acout to slash something.
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The statue's subtle features and cement concrete medium

indicated that it was probably a product of modelling and casting

Plate LVI

4. Titles JUSTICE

Artist: Unknown

Size: Life-Si:ze

Medium: Cement Concrete
Date: 1989

Lecation: Jos

Technique: DMNecielling
2 Casting

Custodian: Federal
Gecrerrnment

Purnnge’ Puslicity

technigues., In zaiition, it exhibited some marks that resembled
cast joints alsc asscciated with these sculpture techniques.
However, the autnor was unidentified although it was acknowlecgedly
commissioned in 139, Furthermore, it was intact structurally and
in its sirulated ctronzeware colours of gold sheen and dark grey

that are akin to gatina.

JUSTICE rerortedly symbolised the court of law., That it was a
cognisance of the Federal Court of Appeal Jos as part of the federal
government of Nizeria's commitment to establish a just and hu-ane

society by upnolidinz the rule of law and equity.
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rian lLabour Ccngress (N.L.C,) Secretariat in

burdensz-e object which resembled a lmge rock boulder supported

Size: ILife-Size

Medium: _ement Concre=e
™ 4:"‘\"“'!

Jate: I,EI’

- R
Tecmigue: IModellins
(o g vy
ang Castin
~ e SR
Custocdizn: Nigerian
Labour
Congress
Parrose: Publicity

2.¥.Te fro= Znugu. who reporiedly precduced it in 1987 by modelling

agtiz< tecnnicues. The richly textured statue was encrusted

g < 3 - 4 3 o i
ligh=ns that Zave it a cuil zrey colour, However, 1t was
tur=i_v intact with no e_ezents of abuse,



LASCUR was interzreted as a cognisance of the Nigerian
Latour Congress Secres:zriat in Jos and a symbol of the nearly

impossible werkinz condiitions that Nizerian workers reportedly

cocntended witz. In other words, a personification of suffering

| - = e s - P 13 &3 . - 3+ T T o i - 1~
and deluzanising working conditions that tre Y.L.C. was reportedly
corxittes tvo irprovias 4arcush ccllective bargaining 5T 7ialosmie wislih
employers of laigur
- =Y P W et B

At the Materniiy Zospital alse in Jos, there was a life-sized,
life-like statue of MCTE=ZR ANT CHILD in cement concrete (Plate LVIII).

It depic=ed 11l lengtz figures of a seated woman with seemingly robus-<

LVIII

4°)
=
[
o
@

Title: MOTHER AND CZIIC
srtist: Edward Ayuba

Life-Size

[¥3]
[ =)
™~

ze

Medium: Cement Concrete
Date: 1987
Location: Jos

Technigue: Modelling arnd
Casting

Custodian: Roman Cat-clic
Mission

Purrose: Publicity

breasts z2nd an unclothed cnild fully stretched on her laps. The

bare-foote

(1]
o¥

woman wags sczntily dressei in outfits that resembled a

~e3l1tic

W
b
(o]
b
=)
o

tied zrcund the bossom to the legs. The statue
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was attributed to Zdward Ayuba, formerly of the Plateau State
Council for Arts and Culture, who reportedly produced it in 1987 by
modelling and casting techniques. It was structurally intact and

had a monochromed ochreous colour,

MOTHER AND CHILD was interpreted as a cognisance of the Maternity
Hospital established ty the Catholic Mission and a symtel of tne
Comprenensive Medical Care provided mt the Hospital. Ia other words,
a personification of tne intensive, heart-warming meiical atteantion

and concern for human life that was only comparable to filial relaticnship.

area close =¢c Plateau state government secretariat Jos, there was a

life-sized statue of SCMBI (Plate LIX)., It depicted a life-like

Mecium: Cement Concrete
Date: 1988
Iocation: Jos

Technigue: Modelling and
Casting

Custodian: Plateau State
Government

Purpose: Publicity

figure of a man holdinz to the lips with both hands an object resembling
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a cow horn. Sccoutrerents and costumes depicted on the statue
reportedly represented iznce and musical instruments of the Ngas,

a major ethnic group indigencus to FPlateau State, Foremost wag the
horn=-shated odject callzd Sogbl, reportedly a signlficant musical
Instrument. Also depicied were a headgear said in practice to be

made of tuffalo hairs and ostrich quill feather; an apron-shaped

outfit wern at the nind vart from the waist also reported in

practice to be fashicned from wild and domesticated animal skins;

and another i*em depicted on the forepart believed in practice to

be fashicned from loczlly woven sloth, Other items dericted on the
gtatue resembled a sheathed sword snd = bag reportedly fashloned in
practice roc a fibrous *tree barx, The statue was structurally intact
and possessed a3 monochrorced cchreous colour, except the horn-shaped
musical instrazment whilca kad a silvery white colour, This sculpture was
attributed to Tayo ldegoni of the Federal College of Education Panxshin, who

reportedly exployed med:lling and casting techninues to produce in 1988,

3CI=1 was interpreted as 3z sywbol of tihe dsnce and rusical

cultural heritage of the 'gas. In other words, a cognisance of

Hgas ethade gsroup ani a celetration of iz community's cultural
coraitted

trait wiich government was reportedly to preserve and propagate.

FALZEN HZRO or DOGLHYARC was a life-gized statue in cement
concrete at the Flateau state zovernment secretariat in Jos
(Plate 1X). 1t depicted a life-like figure of a soldier with
items that resembled a bayoneted rifle, a steel helmet, stacked
kits and other military related accoutrementa., The posture of this
statue wzs strongly suszestive of a combatant in action, probatly

cnarging forward to =tad an orronent. It was polychromed, with



parts toat represented care znatczmical features painted red, outfits
and rifle were in green, waile foot wears and baycnet were painted

olack z-3 wnite respectively, The glcssy paints seened te cccbine

DOGCXYARO
Artist: Un<wown
Size: Life-3ize
Medium: Cezent Concrete
Date: 198C

Leceation: Jos

Tecaniques

Federal
Sovernment

L
IS
Ui
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Purpose: lMermorial

e lalal

with tne siztue's polisied finisninz to evoke a scmewhat eerie
cosmetic,zrtificial lock which was akin to idealised utopian ~COK
Altnousz tzme statue's author was unidentified, it was reportedly
comriszicnzad in 1300. Its acccaplished features and cexent zedium

botu seezed to indicate that it was very protzbly z product of modelling

and casting techniques, In addition, its wholescme structure and shiny

fresn ccleours tenied tc suggest zdequate maintenance,

to decezsed mecbers of the .'igerian irzed Forces who laid down their

Y =y
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The cnly difference observed teiwee

the former was reportedly c

in plate IXI was

-

MUsSIC

Rayfield road juncticn in Pukura

|
zgxnowled

MiKiR was a heroic-sized cezent concrete statie at

n tonese statues was that whereas

CIT1 88

ioned in 1986, the lat<er illustrated

edly unveiled in 1588.

the

- -

(Plate IXII). It depicted a life-like

Plate XII
Titles MUSIC MaX=zR

Umoh 2nd J.C,
Tumilayo

Zeroic=3ize

cement Concrete

Location: TEFuxurau

Tecrninizuze: czellias =22
Czstin

Custcdiznz Flateau 3tz*e

Government

Purpose: Faplicity

figure of 2 seemirsly
held in a position wric

in —usical perforuance.

gsee~inzly =obile

it with much move-ent,
tc comoine with its ple
who_esome structure

5zld-kezded man with a ruge

.

Was strongly suggestive of a

harp—snaped object

=

ician engrossed
It rcsgessed substantially detailed features,
ezotive countenance that tended to endow

Ziition the rich textural variation seemed



dis

tinctly from the surrourding vegetation and other zan-mzde

structures, Furthermore, the accoutrements and outfits depicted on

statue resembled treditional dancing costumes and aarp of the

L14)

Berc:, znotzer major ethnic group indigencus to Flateazu State. “he

statue was attributed to an artist simply identified as Umch, but

¥ enjoyed consiiesrable assistance from Joszepn C, Fuzilaye

- - ixY aamad 3 -1 - — 2 - 15" 1 - ac el - e -
acinowlecdzed that thery exzloited zode.ling and casting technizuss
rroduce it in 19N .

¢f the Bercz. That its lccation in Fukura was probably indicative
of the claiz by thig ethnic sSroup as cne of the main indigenous
inhabitants of Zuxuru =znd its environs. 5 view zalso exoregsed ty

rmes (1934) Znd Feex (1371).

Zzel Ce

ment concrete statue ¢f BACK TO L.YD (Flate LXIII).

Y iaw—

=
. ' 2t S . =

3ize: Heroic-=3ize
Medium: Cement Concrate
Date: 1987

Location: Bux<uru

Tecrnique: Moifellirnz

Purrose: fyblici+ey
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It depicted a life-lik2 starding human figure with outfits that

resembled the uniforms of zne lHational Youth Service Corps.

The figure tcre in the risz+% zand an otject that resembled a large

hoe also rrorted by <ne rigzt shoulder, while tane left hand held

a book-shapei object close zc its chest., This statue was atiributed

to Joseph Oyexunle rurilays, sraduate of Ahmadu Bello University who
explained tazt he emplcyel =cielling and casting tecknigues to producs

it in 1987, 1t was ir4zc< s:tructurally and in its ochreous Tonochrc=s3d
colour whicn seemed tc sntzance the substantially accomplished natural: stic

features.

817K TC L2ND repcrzeily syzbolised the Federal Covernmeat Agricultural
Frograrce initiated by tne 3:7ari regime in 1984 which zdmonished Niszerians
to embrace farming, nc zazter their profession and staticn, That the

adaption of =<re lzticmzl Ycuth Service Corps imagery sijnified the

organisation's endcrs:zenz, carticipation and propagaticn of this

those who exzoraced it zni trhe nation in general.

There +wzs8 at tie Jigseriz Police Staff College zalso in Fuxuru
a life-sized statue in c==ent concrete of FOLICE C:FICER (Plate LXIV).
It depicted a full le-c-<: muzan figure in a scemingly streolling posture.
It was painted all : 3c: sic:zpt some features on the parts resemblincs
the cap, Jacket and tzok whita were painted in various colours.,
These included an emtlemaztic component on the headwear which
resercbled an elepnant wita two crossea baton-shared insignia
surcmounted ty the iza—-e ¢I zn eagle and three pip-like 3ilvery
components cn each snzuliar, Others were a whitish rectangalar

sraped itex reminiscent ¢l z name tag above the right treast pocket;



a circular shzped ifitem that lcoked like a white badge and Ireen,

white, green colours as well zs a lonz hecrizontal column of assorted

Title: POLICE CFPICIZ
1

ist: Joseph Cyelunlie
Fumilayo

Size: Life-3ize
vedium: Cement Concrs+
Date: 1989

Location: Eukuru

Technigue: Yodelling ard
Casting

Custocian: Iederal
Governmen=

Purpose: FPublicity

cclours adove the left breast pockets S53ill other items looked like
tuticns cn tne pocket covers =ni zlons the Jacket flap, while the
cen4srzl part of the becx-shaped object was painted white, The

statue's sutrior was reportedly Jeseph Cyekunle Fumilayo who acknowledzed

that he exploiteéd modelling =nd casting techniques to produce it in 1335.

POLICZ CFFICER was inter-preted as a cognisance (heraldic) of the
Mizerian Folice Staff College Zusuru whizh groomed and trained
asenior officers of the “igeria Police Force. In other woris, 2

sy=20l of rrofessicnal police education,
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Four full length
established ty

Jecretariat in Ilangu.

fe-sized statues in cexent coacrete alledgedly
the Marnga Loczl Government were located a2t the Council

Tney were all reportedly comrmiszsicned in

1950 and were atiributei to Jchn lapoleon Nyamdi, a l:zcturer at
tae Plateau State Collezse of Zducation Akwanga, who coafirmed
that he exploited zmodelling zrd castiang sculpture tecznigues, The
statues exhiovited redisz monccarozed ceolourg, and teried towards
life-like decicticn of figures althouzn with varying Iegrees of success.
FAAUSR cdepicted 2 stoopirnzybare-trunked human firure with a trouser—
saaped outfit rolled azove the xnees (Flate 1xV). I* neld with both
hanés an object which resexiled a larie hoe in a manrar fnat strongly
Plaze IXV
T4 T a0 P 2O
- - - Sk
Artist: John Napolecn
Syamdi
Size: Life-Size
Mediuzm: Cement Concreze

late:
Iocasion:

Tecrnique:

(o

&
0
ik
Q
tl'l
.|

Purcose:

1590

Mangu
Modellings
Casting

E- |
wh

Mangu Local
Government

Publicity
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intact with no indizations of abuse.

Two meanings were ati=ibuted to FARMER,. One, that it symbolised

farzing which reportecly ccoastituted the most significant and widely

practiced economic ac-iviTs of inhotizants of Yangu loczal Governms=xt

Area. 3econdly, that it w=s intended to puvlicise the federal

AP £ T 2 s I T . £ and o B 5 o) o T3 e il = - ca i g e | =
Zoverazent poliey wnicrn zZ—pnisned Jligeriang to actively
- 4 - = - e - - e M e N
participate in sgriexiturz_ production,
DT.T AN iia maytr Ay Treamdd ulnture st 1 al ¢ il
(Lul:NG was anotrer ;azdi sculpture at the local council

secretariat in Mangu (Flzze IXVI). It depicted a somewhat croucha3

- -~ ™ - PAaT A e - - y Bel-HEN Al % W mamean £ e s =
igure of a man holding tc the lips with btoth hands a flute-shape:z

Govermzent

FPurpose: FPublicizty
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of a man seated astride on an object which resembled a long wooden
drum sealed on only cne side which also had spike-shaped protrusions
that served as legs. The posture of the figure in relation to the
drur—chaped object was stronzly indicative of a druwzer in action.
The laft arm was raised at atout shoulder lavel and the right cne
lowered, its hand towsrds the sealed side of the legged drumeshaped
object, Eoth hands wers flat with thewtrazizht fingers held clese
togetiner., -The statue had a headgear which resembled in shape
the nheadgear terme by the statue iliustrated in plate LXVI.
There was depicted on the statue's btack a bag~ shaped item which
was reported in practice to Te made of goat or sheep skin., inother
iten z1s0 reportedly scurced from small animal skins was depicted
on toe figure's tackx at tne waist over an item which recembled in
share a pair of shorts, Unfortunately, this statue rossessed
mediccritic feé:ures with middling quality of workmanship.
For ingtance, tnz left zrm was grotesquely disterted a2nd
seecingly disprerortionately longer than the lower arm, In
addition, the generzl finighing of the gtatue was unpleasantly

rouzh, particulzsrly st the cast jolints.

qAHW:T was interpreted as a gymbol of the dance cultural heritage
of trne Ron, =znoiher malor etnnic group previcusly indigenous to Hansu
local government area,.bﬁt waich was zceorded a new loczl governnent
called Bokkos in 1%52. That the statue was a cognisance of the
Ron ethnic group and g propagation of its mosat celetrated

cultural heritaga.
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MAT WziV=R was interpreted as a symbol of Pyez, another major

ethnic group indizencus to langu local Governzent 'rea, who were

iA]

reportedly acccemplisred mat weavers., In cther worcs, that the

statue was

W

coznisance of the Fyem ethnic gxroup =znd a propagation

of its most celebratsi socio-economic speciality.

211 trhe statues in Manzu were structurally intact with no

at the Flateau Ztate Ceollege of mducation in .xwanga there were
two full length heroiec-sized statues in cement concrete. They were

both attritited toc Jchn YNapoleon Nyamdi, who indicated that he
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ecnnigques to produce. The

- - - = - — | T a= F T | . - I 4 3
sculptures were pl2=zzantly sccomplished wit:h talanced cemposition,

life-l1ike features =zn=i so-ewnzat poelished finishing.

co~nissioned in 1537

Tiztle: ACADA

Artist: Jokn Napoleon
Jyzmdi

Size: Herolc-3Size

Mediums; Cement Concrets

Lecation: Akwanza
Technique: Modelling znz
o PP R

Custcdian: Platezu

Purvose:; Publicity
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that lockel like an acade—ic gown cczrrising tasselled znd flat
sguare—-torsed cap, locse~fitting gown Wit bazzy sleeves and a
hood wocrn cver a seemingly well tzilored suit. The figure
¢lasped with Toth hanis a c¢ylindriecally srtzped object which

was reciniscent of 2 rolled docunent., Thae statue exhibited

elesents ¢ zdejuate mzintenznce in its wholesome structures and

ACADA Wwas interpretel as a2 cognisance of the College of Educatico
Axwanga, 2n scucational institution wiich was reportedly devoted to

training tsachersg., 1In ctzer woris, 22 zllsgery of a learned society

= PR | &= S T e E e R 3 P g
where zcaisnic activities ef learning, researcrn and teaching were
Th2 gregeCiz2%iom 01 1% residencB.

sy = P = 4 - - (T80 I - 45 = . £ B ,.TDbER
aucatlicn -~LvWanza was a Lerclc—slzel, fui:l lengtn statue of Hanllen
(Flate 1X..;., -T Gerlctec in cezen? cg¢ncrete a life~lige reclining

Flate ILXX

Title: GEADER
Artist: John Napoleon
Nyamdi

Size: Heroic-5ize

Location: Akwanga

Technique: IModelling
and Castins

Custodian: Plateau 3=z
Governcens

-

Purpose: Publicity



figure of a woman lying on ner side, supporting her slightly raised
torso with the right arm. Also depicted was an object which resemblad
an opened took on wnich *~e figure's face was seeningly focused.

Its left hand suppeztad wn=%t looked like the book's opened leaves,
The statue was rerortedly ccxmmissioned ia 1950 along with the
College's =ain litr=ry. 2:s accurately detailed features poasessed

a swooth sriny finisaing, tronze-like colours and whelesome structursa.

REAZZEER wWas interpretsi as a cognisance of the college library
and crucial facility in tis guest for and acquisition of knowledzge
ard wisdom. Thne ses=mingly relaxed reclinins posture was explained
ty its autnor as an expression of the pleaisure derivable from readirs
and librar ussge, -3iinz tnat it was an ¢uonishment to students z2ad
library users senerzlly tc devise recreational iinensions to trne search

for knowledge.

Thers previciszly exiszed a heroic-sized abstracted representatizcnal
netal statue of USIZY iNL 3:C4TH in kwanga (Figure 6). It depicted =
stylised zcomerthic trifcro that resembled giraffes or camelopards
with mostly flattenzd feztures of one hind part of the animals
represented which cc=priseil the rear legs and parts of the
abtdomen, Two ferezarts cf the animals were adepicted as follows:

Cne ccmprised the zead and slender neck raised vertically upwards
as if reacning out Zor scrething abcve. The other forepart had its
nead turned backwaris over the shoulder. From several positions
around tre statue, front views and complete side views stood cut
clearly, At . other zojints nowever, caly -‘,‘p?sﬁlzgar view emerved,

although with twe ne2ads »ni necks in different postures.
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Joseph Cyekunle Fumilayo laid claim to the statue's original

design, tut szid he did not know the artist who produced it,

Figure 6
Title; UJITY .ND
GrRCUTH
Artist: Unxnown, cutz
design clzized

by Josegh C.
Fumilayo

Size: Herolic-Size
Medium: Metal
Date: Circa 1989
Location: Akwanga
Techniques: ‘Velding

Custedian: Akwanga
Local

Governmen*

Purpose: Publicity

incorgcrating several modifications on the original desisn wnich he

did not elabcrate, z=ven the local council which reportedly estatlisred
the stztue cculd not identify its author and exact commissicning date.
However, soze sources indicated that it was probably commissioned

circa i 9::90

USNITY 0 GROWTE was interpreted as a symbol of national conscnance
and prcsperity whicrt Sueccessive lligerian Zcvernments were purportedly
comnitied tec achieviaz, That the triform —epresented tne defunct
regionzl blecks of neorth, east and west with their dominantly

Hausa, Igbo znd Yoruta laauzage Sreurs wnicn like the triform could



ccoperate to maxe .ligeria a trcsperous naticen.

while the stztue lasted, it was bedecked with elezents of abuse

by the putlic znd naglact by iIts custodians., Ccuntless posters appearsz

to compete for ever: availatle space on the siructure's mostly flat
surface, Unfortinazely toc, zround the last juarter cf 1993, when
tae researcher attexzpted tc Tesnap tais statue, it wss discovered
withdrawn. .o rsastns were =zzted by the lccal ccuacil =utrorities
for its withdrawzl., However, rumours seemed to sussest that the
withdrawal was trotatly a rersonse to otjections raisec oy a religicus
orznisaticn that 72 statue w23 too close tc its prayer round. IThis
inapcility zo zac.iirs the stzTue's photosrach necessitated its

illustraticn ty a Iree hand szetch.

There was 2zt tne maia carzet rocundacous in Jos, = zclossal full
length stazue cf MAZKET 4W(iL.0 (plate IXXI). It depicted in cement
concrete a gigzantic lifb-like-figure of 2z robust and seemingly
preznant mother carrying on 7n2r head a larse tasin-ghared
container. The lozd was suprorted with the left rznd while a
figure which reserkled a bare-todied child with outstretched ams
and opened left hand was held 2lose to the mother's rizht side with

her right hand,

This statue was attributed to Joseth Creskunle Mimilayo who
confirmed that re produced i+ in 199, idding that he used mostly
modelling and casting techni:ues for the woman's fisure, but exploited

modelling directly in ceren®t 2concrete to render the balty's figure.
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The statue's pesture and otrened routh were reminiscent of a

hawker advertising her wares by probably anncuncing |

Tovernzent

Purnose: Pablicity

A e

Its entire tody weicht seemedi %o rest on the left lez wiich appeared

- -~

=

to be fir="y planted to the grcund as the right one was slightly
rzised with only tae tip of ine fzot touching the srounid. All

features of ths statue were pleas=zntly accomplished
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bronzeware colours.

MARK=T WCMAN was reportedly a cognisance of the Jos main market
in the background with yellow components, A personification as it
were of a2dvertisement of wares which was a significant part of the

economic activities at the market.

Custedian: Flzteau Stat

Titl e TLRKET HOMAY

srtist: Jogenk Oyekunle
Ay =3ilave

Size: Cclossal

Mediumsy Cezent Concrete,



tles MIBKET #HOMAN

irtist: Jeosepk QOyekunle
Fuzilayo
3ize: Cclossal

Medium: Tezent Concrete,
Wada
: A tal
Date ' 1§54
Location: Jos
Tectmnigue: Yedelling an:
Casting

Mistodiarn: Flzteau Stata

Jovern-ent

Purnose: Publicity

Its entire tody weight seemez %0 rest on the left lez wiich appeared
to be fir=_y planted to the srcund as the right one was slightly
r2ised with only tne tip of *re fcot touching the sround., All
features of the statue were pleasantly accomplished witz sirmulated

bronzeware colours.

MARKET WCM: N was rerortedly a cognisance of the Jos main market
in the background with yellow ccmponents, A personification as it
were of zdvertisement of wares which wasg a2 significant part of the

economic activitiesg at the market.
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In suzmary, twenty putlic monumental sculptures were documented
in Pla*eaun 3*ate., The sculptures were all in the round and sited
mostly in Jos the state carital. -Other towns that h=ad public
sculptures were Akwanga, Fuxuru and Mangu. Custodizns of these
sculptures included the federal, state and local governments as

well zs a religious orzanisation and a labour union.



czizram TR

The seulptures are first discussed according to theirx
geographical location and widegpread disiribution, their
custodians and states of repair. Then bazed on the
reccznendations of Sreene {1940), Panofsky (1955), Mills
in Ctten {1971) and Barnet (1982), the sculptures are classified
usinz the following criteria: media and technique of productions
foroal characteristics observing style, whether free-standing
or relief, abstracted or naturalistic, images and motifs
expicited, colour aznd patina. Finally, intrinsic contents

of *he sculptures are assessed based on their ascribed roles,

Distribution

Seventy-five sculptures were documented in all (see Talle 4.1).

Table 4,13 Sculpture Distribution

State Jo. of 3culptures Percentage
Bauchi 10 13.33
Berme 13 C 17.33
Kaduna 32 - 42.67
Plateau . 20 ' 26.67
Total: 75 100

Ten of the sculptures were in Bauchi state and were all
gited in the state capital Bauchi, Thirteen were in Eenue
state and gited as follows: HNine in Makurdi the state capitalj;

one in Yandev, an agricultural research and Farm Training Centre;
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and three in Gboko; a local gov.ern;ment council headquarter.
Unfortunately, all the three sculptures in Gboko crumbled shortly
after they were commissioned. In Zaduna state, thirty-two
sculptures were recorded. Eleven were in Xaduna metropolis

and state capital; two at the Command and Staff Colleze, Jajlj;
one each in Kagoro and Nok; while Zaria and its environs had
seventeen sculptures, Twenty sculptures were documented in
Plateau state. Ten were sited in Jos the state capital; three
each in Akwanga and Bukuru; and four in Mangu. This distribution
pattern revealed that only thirteen towns had public sculptures.
They cozprised all the state capitals, a few local government
headquarters and places with significant public institutions

(see fizure 2).

Custodians of Public Seculptures

The study revealed that custodians of these sculpiures included the
Federal, States and local Governments as well as the Catholic Misgion;

local Communities, Students Union and the Nigerian Labour Congress

{see tabdle L1.2).

Table Ly .2: Custodians of the Seculptures

Organisation %o. of Sculptures Percentage
Federal Goverrment h2 56
States Governments SR 19 25.33
Local Governments : 9 12
Roman Catholic Mission 2 2.67
Local Community 1 1.33
Students Union 1 1.33
Nigerian Labour Congress 1 1.33

Total: 75 100
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The feoderal government through its agencies established forty-iwo
public sculptures., The orgzanisations included the Nigerian Army,
the Higerian Police, Higerian Civil Aviation Technolegy, aznd the
Nigerian Industrial Tevelorment Bank, Others were the Yational
Youth Service Corpa, National Library of lNigeria, and the National
Commi ssion for useum and Nomuments. There were also the National
animal Preduction and Resezxch Institute, the Tederal lMinistry of
Justice, Ahmadw Bello University and Durbar Hotel through the
Federal Ministry of Trade znd Industries. The sculptures established
by these organisations are illustrated in plates I, III, VII, VIII,
XI, XII, XVII, AVIII, XIX, XXI, XXII, XXIII, XXVII, XXVIII, XXIX,
XX, KAXT, XXIT, XXXITX, XTIV, XXV, XAXVI, XXVII, XXXVIII,
XiXTX, XL, XLII, XLIII, XLIV, XLV, XLVI, XLVII, XLVIII, IL,

1III, LIV, Iv, LVI, 1X, IXI LXIII IXIV.

Twenty-five out of thsse sculptures were in Kaduna state alone.
The remaining seventeen were sited in the remaining three gtates as
follows: Four in Bauehi state, five in Benue state and eight in
Plateau gstate. 3ut why did the federal government allow such
lopsided establishment of rublic sculpfures, favouring Kaduna

state core than the rest?

Perhaps, Kaduna's long standing status as capital - first of the
defunct northern region ané now of Kaduna gtate may snadé some light.

According to the jigeria Msgazine Wo. T4 (1961:307-309), Kaduna

was chosen by Lord Luzard in 1912 to replace Zungeru as Capital of the
northern region. Adding t-at "by 1913 the detatchment of the West
Africa Frontier Torce previously based in Zaria was transferred to
Kaduna", preobably in recogmition of this new status. This source

further reveals tnat z legislation was officially passed in 1356



t§ make Kaduna “a Capital Territory independent of any Province or
local Governzent Unit”. These statuses as capital of the northem
region and Capital Territory may have necessitated the estatlishment
of the central government's presence in and around Kaduna, It is
even posszible that the relocation to Zaria from Ibadan of the
Nizerian College of Arts Science and Technology (¥.C.i.S.T.) which
included the department of fine arts in 1955 was in recognition of
Kaduna's political status. In other words, even under colonial
governrent, Kadung and its environs attracted considerable presence
of Jigeria's central government. Its third status as state capital
came with the creation of north-central state in 1967. Later,

in 1976 it became capital of Kaduna state, a status which it

gtill retains, These statuses probably further encouraged the
establishment of the federal presence, Today, it may not be an
overastaterment to say that nearly all arms of the Pederal Government
of Nigeria are physically represented in Xaduna and its environs,
The implications of these in terms of infrastmectural facilities

and services need to be overemphasgized!

Bauchi, Berme and Plateau state on the other hand only came
into existence as they are presently constituted in 1976, They
 are yet to have the presence of the federal government firmly

egtablished within their territories., It is not uncommon to

_ :v gsee federal government institutions in these states operating in

temporary structures, It is therefore possible that the long
egtablished presence of the federal government in Kaduna state
was responsible for its substnatial number of public monumental

sculptures. Conversely, it is quite probable that the absence



or not so much established physical preséﬁée of the Federal Goﬁernhént
of Nigeria in Bauchi, Benue and Plateau states was responsgible for tseir
relatively few sculptural possessions. This position does not in any
way lose sight of other factors that could have militated against

the propagation of public =onumental sculptures.

Given the éfforts of zhe federal éovernment in esatablishing pubiic
moourental aculptures as revealed in this study, one would have exgpected
the gévernments of Batchi, Benue, Kaduna and Plateau states to follow
suit, To commigsion sculpiures that commemorated outstanding
personalities and historic events, or which advertised pet programmes
by government. Unfortunately, their score-boards in this regard were
anything but impressive. Only nineteen sculptures (25.33%6) were found
to be commissioned by thes= state governments, These are illustrated in
plates II, IV, V, VI, IX, X, XIII, XIV, XV, XVI, XX, XXIv, XXv, XXVI,
LIX, IXIT, IXIX, LXX and IXXI. 3ix of these were commissioned by
Bauchi state govermment; five each by the Bernue and Plateau states

governments and three by *he Xaduna state government.

Moat sources tended %o blame these unimpressive efforts by
the state governments on —urported meagre financial allocations
to this sector., This unfavourable attention zccorded public sculptures
might be attributed to the following reasons. Perhaps, as aspects of
Nigeria's modernist art, rublic monumental sculptures were still
unfamiliar at the states level as significant commnications and
historical documentary media, It is also possible that misconceptions
deriving from colonial harg-overs and religious biases against sculptural

art forms as indicated in chapter one of the study were still rife,



The study furthsr revealed that four local governments
commissioned nine sculptures (12%). The local councils were
Gboko in Bemue state which estabishled three sculptures illustrated
in figures 3, L, 5 and Kaura local government in Kaduna state with
a single sculpture i’lustrated in plate LI, Others were ikwanza
and Mangu local goverrzents in Flateau state which together
established five sculptures. Figure 6 illustrates the sculpture
established by Akwanzga lLocal Government, while plates LXV, LXVI,
LXVII and LXVIII represented the sculptures commissioned by

Mangu Local Council.

Cther organisat:cns that established some of the sculptures
documented included -re Roman Catholic Mission which produced tkte
structures illustrat=< in plates L and LVIII. These Catrolic
Mission contricutions recall its earlier efforts in 1947 at th

Cye Exiti workshop (Zeier, 1960; the Nigeria Magazine No. 9L,

1967; Oloidi, 1981).

Finglly, three sculptures illustrated in plates XLI, LII znd
LVII, were found to Ze commissioned by the students union of Ahzadiu
Bello University; Nox Community and the Nigeria Labour Congress
respectively. Two instances of sculpture donations were recorc:d.
These were in respec=z of the sculptures illustrated in plates

XX and LIV,

Maintenance

[ne study rave=_=1 that the sculptures were in varicus states

of repair (see Tabla 4.3).



Table ', 3: Staz2s of —eveir of the sculptures

State Intact Intact but Tamaged or Crumbled Withdrawn No. cof
itused Cracked Sculpturas
Bauchi 7 2 i | - - 10
Benue & L - -3 - 13
Kaduna 24 4 b - - 32
Plateau 16 4 - - 1 20
Total: 55 11 5 3 " 75

Fifty-five sculptures were intact and in fairly goc? states of
repair. They had clean fresh colours that gave the impressions of
adeguate mzintenance by their custedians., 3even of thes= illustrated
in plates 1, II, IZI, IV, ¥, VI, VIIY, were in Zsuchi stzte., 3ix
others iliustrsted in plates XI, XII, XVI, XVII, XVIII, XIX,
were in Zenue stata. ¥Xaduna state nad twenty-four scult-ures that
were intact 2nd in zco2 conditions of repair. They are illusirated
in vlates 7XI, X{II, XXITI, xIV, XXVII, XXVIII, XXIX, XZXI, XXXII,
LXITT, XALLIV, KEKTZ, AXXVIT, XXXVIIT, ¥XXiX, XL, XLI, X_III, XLV,
XLvI, AL7VII, XLVIIZI, L, LI. Aalso in this category were =ighizen
sculptures in Flateau state. They are illustrated in pliztes LIV,
Lv, LvI, LVII, LVIIi, LIX, LX, IXI, LXII, LXIII, LXIV, 1%V, LXVI,

LXVII, IXVIII, LLIX, LiX, IXXI,

Compératively, 702 0f Bauchi state'’s ten gculptures were in
fairly good conditions, while 53,859 of Benue states thirteen
sculptures also looked intact structurally and colourwise. In
Kaduna state 75% of ita thirty-two sculptures were in Zc=3 ccndition,
while GCjt of Flatezu state's twenty sculptures were zlsc in [P9C staiz

of repair.
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However, the picture ezerging frem this analogy should be
taken with cautious optimisc. On the surface it is suggestive
of adequa%e maintenance of *he sculptures., That except for
Zenue state which had only slightly over fifty percent of its
sculptures in fairly good szates of repair, the remaining three
states had on the average over seventy percent of their sculptures
in good ccnditions., These zay not be due to maintenance work after alll
®ased on =:e commigsioning dates of these structures, only nine precedel
1980, These are illustrateé in plates XX, XXI, XXVI, XXVII, XXVIIT,
XTI, XEI, XLVI, XLVIII. T=is means that the oldest public sculpture
in the st:iy which is jllustrated in plate XXVI was only zbout thirty-
four years old. The remaininz majority of sculptures were mostly
below twenty years in age as they were commissioned from zround
tke mid 1530s onwards. Thus, the seeming structural wholesomeness
2nd clean colours of these gculptures could be attributed to their
very recen: production rathsr than any concerted or sgsustained

maintenance requiring renovztion or repairs!

Eleven sculptures looksd intact structurally, but in one way or
the other they exhibited elements of abuse, Posters and randbills as.
well as graffito defaced them, concealing and degrading their formal
features. In some instances sculptures were even ccnverted into
propa, as supports for elec=rie cables, entangled bardb wires or
broken sign-posts. Two of <rese illustrated in plates IX and X
Wwere in Bauchi state; Four cthers illustrated in platesg XIII,

XIv, XV, XX, were in Berme state, In Kaduna state, four sculptures
variously possessed elementz of abuse., They are illustrated in plates
ixv, XXVI, ALVII, LI. Platez: state's share of tnis sculrture 33WUSe

w23 reflected in the sculpture illustrated in plate LIII.



-l

These instances of abuse and misuse of public sculotures
were probatbly indicative of artistic apathy which stemmed from
ignorance or cheer wickedness Ly the perpetrstors, and negligence
by custodians of these sculptures., As a matter of fact, governments
(custodians) through their zzencies appeared zostly to blame for

these condernable acts of sculpture degradation.

Good planning required that adequate public enlightenm?nt
carmpaigns and publicity ougnt to have preceded ths jntrcduction of
medern public menumental sculptures, To explain the philosophies
behind ther and the meanings that they were intended to convey to
viewers, Similarly, publie inruts infto their designs, media, and
stylistic cutlcoks stoull have been sclicited and incorctorated.

Above 3ll, committees of virtuous eminent professionals should have
been establisned to approve final designs for each item; tc supervise
their production, putlicise z21d maintain them, Such cozmittees should
comprise artists, environments! designers, Jjournalists, =ducationists,
engineers znd other perscns <r professional bodies significantly
connected ts public sculptures and town planning, In acdition,

lawg safeguarding these sculpiures needed %to ve recomenied and be

- fully implemented by this ceonittee,

Unfortuantely, no such provisions were found to exist, Neither
were steps found to be taxkern to perpetuate and protect <mese structures.
Moat spurces indicated that the sculptures more or less sprouted like
mishrecoms without any words explaining or introduecing tmem. Consecuently,
the general rublic appeared largely ignorant about their meanings
(primary, secondary and intrinsic) and role in society. Hence the current

spate of atuse gnd misuse =er2 recorded.
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Another disturbing facter asscciated with these sculptﬁres

was the incidence of decay. Three sculptures illustrated in
Ifigures 3, 4, 5, crumbled shortly after they were commissioned,
. ®ive others depicted in plates VII, XXX, XLII, XLIV' LI], were
either varicusly cracked or were peeling off and might soon collapse,
ITwo probable reasons were tnought to te responsible for these premature
dacays znd ii'apidatory ccnzitions which sources indicated were neitrer
+he results of deliberate assults nor accidents involving extraneous
facters, They perhaps derived from poar workmanship or deliberate
1se by sculptors of inapprepriate and inferior materials. Such
decays counld also have regul+*ed from connivance between dishonest
sculptors aad unpatriotic government officials to accept or acquire

substandard sculptures as if they were of superior gualityl

One ingtance of sculptir- withdrawal was recorded. It involved
*ne sculpture illustrated in figure 6. This unilateral and unannounced
withdrawal by its costodians is condemnable. Courtesy demanded at least
zrat the public whose tax money may have beén used to establish the

sculpture deserved to be informed of its withdrawal.

Other lapses associated with the sculptures included inability

to trace the na7T 8 of some 27 their sculptors, and in some cases their
commi ssioning dates. The naxzes of sculptors in respect of forty-three
sculptures (57.33%t) were estabtlished with sufficient assuracnes about
treir guthenticity, They ares illustrated in plates IV, Vv, VIII, XIII,
v, Xv, XXI, XXIII, XXVII, XX¥III, XXTX, XXXI, XXXTI, XXXIII, XXXIV,
XL, XLI, XLII, XiIII, XiIV, X1V, XLvI, XLvII, XLviil, IL. L, 1I, LII,
1iv, LvII, LvIII, LIX, LXI, iXIr, LXIII, LXIv, LXv, LXVI, LXVII,

IXVIII, LXIX, LXX, LXXI. Howsver, the authors of three sculphires (LL"")



illustrated ina plates II, III, VI, were found to be uncertain,
Information in these regard were conflicting, thus makins it
difficult to accept any one as the zost authentic, RegretablY teoo,
the nazes of sculptors in respect cf twenty-nine sculptures (38.67%)
were said to be entirely unknown, They are illustrated in plates
I, 11, vii, ix, x, xx, XIir, xvi, xvii, xXvIiri, xx, xx, xxv, Xxxv,
XXVI, XXX, XXXIV, XXXV, XXXVI, XX(VIT, XxXXviir, LiIr, Lv, LVI, LIX,

figures 23, L, S, 6.

The coxmissioning dates of the following fifty-two sculptures
(69-~33%:) were established with sufficient assurances atout their
authenticity. They are illustrated in plates I, VII, VIII, XIII,

A1V, XV, XTI, XVIiI, XVIII, XIX, XX, XXII, XXIII, XXIV, XX/, XXVII,
XXVIII, XXIX, XXX,XXXI, XXXIII, XXXIX, XL, XLI, XLII, XLIII, XLIV,
XLy, XLvi, XLvii, xwviri, 1L, L, LII, LIII, LIV, LVI, LVII, LVIII,
LIX, LX, IXI, IXII, LXIII, IXIV, L7V, LXVI, IXVII, IXVIIT, LXIX,

IXX, 1LiXI. However, the commissioning dates in respect of seventeen
sculptures (22.67%) were conjectural, Sources indicated uncertainty,
claiming that they were either not prresent at the times the sculptures
were established, or that they were at those times not directly involved
in these sculptural activities. The sculptures are illustrated in
plates II, III, IV, V, VI, IX, X, XI, XII, XXVI, XxXXIII, LI, LV,
figures 3, L, 5, 6. Finally, the commissiong dates in respect of

six sculptures (8%) could neither ze traced nor even guessed.,

They are illustrated in plates XXI, XXXIV, XXXV, XXXVI,

XXXVII, XXX7III.
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These instances of unestablished names of sculptors and
commissioning dates of scme sculptures as well as uncertainties
either about some narzes of sculptors or commissioning dates are
cases for serious concern, They probably derived from sheoddy
deals involving some of <he sculptures, or could be due to
improper record keering cty custodians. Although instances of
anonymi ty and lack of latels may not be unfamiliar to artists and
scholars in the arts of =raditional African societies or concerninz
souvenir art, the spate of anonymity in this study is alarming.
Moreso, when one realises that these sculptures were only
recently produced ty mocisrn artists with academic bacXgrounds.
People who ougiht to kncw the attendant dangers associated with
undated, unlatelled and unsigned works of art. Among other dangers,
these defficiencies could impair reliavle documentation, evaluation
and the identification of such works in space and tize. In other
words, sucn defficiencies could hamper the placement of art works
and historical sources ia proper perspective and in relation to
other sculptures. Thus creating vacuums in any docuzentations

and analysis involving tnem,

In order to correct these preceding ancmalies NOW threateninz
these public sculptures, the following prosranmes cof action are
suggested, First, government should urgently undertake mass
publicity campaigns to educate viewers on *he nature and
significance of rublic sculptures in society. The campaigns
should highlight tnhe various sculpture {ypes nnd meznings or

contents (pricary, secondary and intrinsic) which viewers should seek



to identify in every sculpture monument, In addition, all

existing sculptures should te clearly explained and publicised,
stating the philoscohies ternini them and the meaninzs they were
intended to convey to viewers, In additiongoverament should

undertake a review of the Nazional Arts and Cultural Policy

to include specific sections on public monumental sculptures.

These should spell cut guide’ines and acceptsile national minimal
requirements for establisning and maintaining these sculptures by

all three tiers ¢f sovernmen= (federal, states and local). They
should also enact laws safegu:arding the sculrtures as well as et cus
penalties for non—compliance by the governments and infringements

by individuals ani zorrorate organisations in whatever form, ~inally
all public sculptural monuments should have labels engraved preferatly
on metal or plastic ani te firmly and conspiciously attatched either
to the sculpture itself or i<s stand, Labtels shculd contain the
following information: Theres or titles of %+2e sculptures;

their authors and their brief bicdatay media, dirensions and production
techniques; cormissioning da<es; custodians; -nd the purposes or
meanings of each sculpture. These informaticn should also be
compiled into directories toc te kept at the Information, Cilture

and Tourism Cffices at the Fszderal, States ani Local Governments

as well as MNigerian embassies abroad,

Sculpture Media and Téchniques

Y

The study revealed furirer that a majority of the sculptures wroll
exploi tea cement concrete. . thers combined cez2nt concrete with
metal, terrazzo, a2 industrial tiles, while one exoloi tea

plaster (see tatle <.L),
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Table L. L: Sculpture Media

State/Media Cement Cement/  lMetal Plaster No. of

Metal Sculptures
Combined
Bauchi 7 2 1 - 10
Benue 10 3 - - 13
Kaduna 26 5 1 - 2
Flateau 14 L 1 1 20
Total: 57 14 3 1 75

Fifty-seven sculptures (76%) exploited reinforced cement concrete,
Their external features were in cement concrete but were supported
internally with metal armatures or fraces. These sculptures
are illustrated in plate I, II, III, IV, V, VI, X, XIII, XIV, XV,

AVII, AVIII, XIX, XX, XXII, XXIII, XXV, XXIX, XXX, XXXII, XXXIII,
AXKIV, XXXV, X(XTI, XXXVII, XXXVIII, XXXIX, XL, XLI, XLII, XLIII,
XLIV, XLv, XLvi, XLviI, XivIli, IL, L, &I, LII, LIII, Lv, LVI,
LVII, LVIII, LIX, LX, LXI, IXII, ILXIV, IXVI, LXVII, IXIX, LXX,
figures 3, L, 5, Seven of these sculptures were in Bauchi state;
ten in Benue state; *wenty-six in Kaduna state; and fourteen in

Plateau state,

The choice of cement concrete as mediuz for fifty-seven sculptures
seemed to strongly suggest that modelling and casting techniques as
well as casting directly from prefabricated wocden moulds were in
vogue, In the case of the former, full scale models of intended
sculptures were first produced in clay or other less cermanent
plastic medium, Negative moulds of the ccmpleted models were
taen cast in cemen® concre*~ o nlagster, ~“hese resulting

negative moulds were next cleaned and recast in cement ccncrete =s
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followﬁ: Beginning with fine wet mixtures of the concrete, the

moulds were partially filled and suprorted with light wire mesh.

Next, coarser concrete were added and further supported with

iron rods and allowed to harden for several days, during which

it was watered censtantly to ensure enduring sclidification. The
moulds which must have been cast in compartments for sculptures

in the round were then carefully chipped off, leaving the replicas

of the initial medel in ¢lay, now in cement concrete, The compartments
were then agsembled together and coated around the cast joints and
other prcbable fault areas with fine cement slip to conceal them.

The sculptureas could be exhibiied at this stage, or be painted

in any desired colours before they were commigsicned, ‘Where

the sculptures were reliefs, the same processes Qere followed.

That is, original clay models were rpade, then negative moulds in
cerent concrete cor plaster were cast from which the final structures
were casted in cement concrete, ‘here the relief was small, a single
mould was Castl y but where it was expansive it was partitioned into
gseveral ccopartiments that were later assembled together as orizinally

preduced at the clay model stage.

Modelling directly in cexent concrete required that the processes
followed in clay modelling were exploited., That is, tuilding up
straight away in ce2ent concrete on metal armatures. This process
was reportedly slow, since figures were modelled in stazes, allowing
earlier layers of concrete to hardien well enough before newer and more
detailed layers were added. Thisz continued until the desired results
were achieved. It was okservad nowever, that sculptures so rendered

tended to lack aelicately detailed fegtures as those fashioned through
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modelling and casting technicies, Similarly, cement sculptures
modelled directly in cement concrete did not appear to have
cast Jjoints., They also leookzl bulky and were probably heavier than

those <hat were products of =odelling and casting technigues.

Wrere sculptures were cast . directly in cement concrete from
pre-fartricated vocden moulds, the moulds were first constructed,
enclosing wmetal frazes. Cexzant concrete was then poured in and
allowed to harcen as in the tuilding and construction industries
where lintel and pillars are Zzshioned. Moulds were only disoantled
after <he cast nardened well 2nough. Finishing touches were then
applied before tre structures were commissioned. Some of the
characteristice ¢f sculpturesz =0 rendered include straicht and

curyilineal features as well zs abstractedness.

Fourteen sculptures (18.27;)) combined two ¢r more media. The
main figures were in cement ccnerete supported internally with
wetal frames, while accompanying components were elther in
welded metal, terrazzo or incd:strial tiles, Thaey are illustrated
in plazes VII, IX, XI, XII, IVI, AXI, XXIV, X¥VI, XXVII, XXVIII,
IXI1II, IXV, 1XVIIX, LXXI. Two were in Bauchl state; Three in Benue
gtatey Five in XKzduna state; zand four in Plateau state. ZExcept for
the sculpture illustrated in clate XVI, which exploited cement concrete
for tre animal fizures, with =errazzc =nd industrial tiles to embelish
the fountain, the rest of the sculptures in this group combined cement
concre=e and welded metal. TZe production of these sculptures from
all indications inwolved the zxplcitation of several sculpture
technizues. shile Zodellinx z2nd casting were probably used for

compeonents in cament concrete, metal parts may nave involved welding.
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In the lztter instance, met=l sheets or rods were cut into the

) . . then
required shapes and dimensions,

agseutled or fitted %tcgetrer
by weldinz. Finished works were then painted as desired. Sculptures
' 'that exploited terrazzo and tiles probably adapted terrazzo polishing

and tile l=zying technicues.

Three sculptures (L;) illustrated in plates VIII, XXXI, figure
€&, located in Bauchi, ¥sduna and Platez=u states reasectively were
entirely in welded metal. ‘/hereas the ones in Bauchi and Kaduna
states incorporated open, closed and perforated features, the

one in Clateau state had completely s=zled unornamented forcs.

Only one sculpture (1.3%:) illustrated in plate LIV was in
plaster. “cwever, the wilte colour associanted with this mode
was lacking, Instead, it was painted in colours that simulated
ageing sculptures in bronze or copper, Thus, none of the sculptures

" in the studr exploited bronze, lvory, zerracotta and synthetic medial

Altcough the single plaster sculp<ure in the study could have
exploited mocelling and casiing teciniues, careful pnysical
exzamination Dy the researcrer in conjunction with information from
sources c.osze to the asculptire appeared to indicate that it was

probably modelled directly in cerment ccncrete,

These various sculpture techniques meant that all the sculptures
in the study were additive in nature, They differed significantly
from traditional Nigerian sculpture techniques of carving and
engraving, These new technicues were Zound to be the legacies
of Nigeria's contesporzry codern art schools whose foundations were

1zid in the early 192Cs by Zhief iina Cnabolu and later joined by



b .5

Keneth Crossthwaiie Murray. The seeming vogue and preference

for these technigques was probably a direct result of almost total

dependence in fligeria today on cement and other modern sculpture media.

However, the seeming preference for cement concrete over othexr
sculpture media was purported to be the result of one or all of the
following facters. That cement was available in most farts of the
country at relatively cheap prices, since it was producad loecally
in digeria. alse, that in its soft plastic state, cement concrete
can be worked into almost any imaginable shape even by amateur
workmen, Above all, cement sculptures were purportedly durable
and capable of withstanding Nigeria's varied weather conditions,
This was reportediy based on the experiences in the building and
¢onstruction indugstries, whoge products have been found to last
almost indefinitely, Addéing that since public monumental sculptures
ware planned to last as long as possible for several .enerations,
exploi ting cement was thcught to be the zmost logical tning to do.
Finally, exhorbitant cost factors were purcortedly responsible
for the conspicucus lack of sculptures in bronze or cther
precious metals and stones which were known to possess higher
lifespans tnan cezent concrete products. ‘Thusg, not a single
genlpture was fourd fto be glyptic. Carving and engraving which
in HigZeria's recent traditional past were the main sculpture

techniques were not seemingly exploited!

FPormal)l Characteristics

The sculptures were classified into four categoriss on the
bagis of style; izages and rotifs; free-standing and reliefs;

colour and patina, These categorisations are in accordance with
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the classificatory system adcpted for the study in section 3.6,
based on the recomzendations of Greene (1940), Panofsky (1955),
Mills in Ottea (1971), Barnet (1982) and A<olo (1993) in The Eye

VOI. 2’ HO. 20

b 5.1 style

Sculptures were analysed on the basis of stylistic modes to
identify artistic tastes and preferences of the various communities
in the study. Two troad stylistic types emerged. One gZroup tended
towards naturalism with .ife-like features; the other tended towards

abstraction (see Tatle 4,3).

Taclel .53 3trlistic iodes

Category No, of Sculptures
Naturalisa 53
Abstraction 21
Naturalism/abstraction Combined 1

Totals 75

Fifty-taree sculptures (70.67%) tended towards naturalism.
They are illustrated in plates II, III, IV, VI, VII, XI, XII, XIII,
XVII, Xviir, xIX, XX, XXI, XXII, XXVII, XXVIII, XXIX, XXX, XXXII,
XAXIII, XXXI7, XXX7, XK(VI, XXXVII, XXXVIII, XXXIX, XL, XLIV,

XLv, XLvir, L, LI, LIII, LIV, LV, LVI, LVII, LVIII, LIX, IX,
IXI, LXII, IXIII, IXIV, IXV, IXVI, ILXVII, LXVIII, IXIX, LXX, LXXI,
figures 3, L. #ive of trese were in Pauchi state; nine in Benue

state; twenty in Kaduna state; and nineteen in Plateau state.
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They possessed varied desrzes of fidelity of revortage and
structural accomplishmenz. 3Some were articulately elaborate with
nearly life-like features, expressive gestures, moods, as well as
pleasant finishings that apceared to indicate vast anatomical
dynamigm znd coumpositionzi elasticity. GSuch instances included the
sculptures illustrated iz plates IV, XIX, XXIII, XX¥II, XXVIII,
AAIT, XLIII, LXTIT, LXH(, LXI. Indeed the success recorded

in the gculntures illuastrated in plates IV, XIX, XXVII, XXVIII,
XLV, XLVIII, IXX, LXXI were strongly indicative of faithful
representations of their =odels.

Other sculptures =5 in vlates XXX, XXXV, XXXVIII, LII, LXVIII,
were at Test :edi°?riti° with rdddling qualities that tended to
corprawize tne structural perfection and diversity of natural
forms tney seemed to Zefy all nuances of human znateoy and
properticn degpite the Zzct that they were not the resulty of
deliberate distortions, Zne remzining vast majority of sculptures
that tenced towards natirzlism fell between these two extreme positions

of highly articulate ani mediocritic.

Generally however, -—cst of these sculptures seemed to fall
below the skills and stzmczrds eXpected of the works of modern
professizcnal artists, most of who reportedly had academic training
backgrounds. This unimpressive tendency was attributed in part to
suspected sheddy deals concerning some of tnese sculptures. That
sculpture rrojects were ~:zrily advertised to attract keen competition.

Instead, artists were r£c3tly suspected to L2 either unilaterally
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nominated or selected, often regardless of the quality of work
to be turned in, In other words, that neither sculpture designs
nor contract papers concerming sculpture projects were genuinely

assessed and screened!

Twenty-one abstracted sculptures 28)) were documented,
They are illustrated in plates I, V, VIII, IX, X, XIV, XV, XXII,
XXIV, XXV, XXVI, XXXI, XLI, XLII, XLIII, XLVI, XLVIII, IL, LI,
figures L, 6, Five of these were in Bauchi statej; three in
Benue state; twelve in Kaduna state; and only one in Plateau
state., These abstractions arpeared to derive from deliberate
formal distortions, manipulations or carefully ccnsidered modificatio=ns
based on idealizations of scre sort. Forms were pernars created after
some imaginary perfect stapes or ideag that may o= =ay not have real
practical existence. Consequently, some of tliese structures like the
ones illustrated in plates XXII, XLVI, XLVIII, LII, nac seeminily
fantastic forms that originated from anthropomorpnism, zocororphism
or even cere imagination., Otrzer sculptures like those illustrated
in plates I, Vv, IX, X, XXIV, XXV, IL, bore formal features that
strongly suggested constructivism., They were probably cast. freom
prefabricated wooden moulds, Their forms were dominated by
abstractedness, straight and curvilinear features wita acute and

obtuse angular formations.

Some sgculptures as in plates VIII, XIV, XV, XXXI, tended more
towards cubical abstraction. They incorporated open, closed as well
as perforated forms that emprhasized more than anytiing else,
intellec tual conceptions of fcm, Objects aad figures were not

zerely rerresented as in real life, rather, they combined several
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external, interna®l and cross-secticnal views at different eye

" levels in juxtaposed and superimposed manners.

One sculpture (1.33) illustrated in plate XVI combined
naturalistic and abstracted forms. The fountain exploited geometric
- forma but the animal figures were rot only representational, but

were life-lixe derictions of character and form,

But why did [ifty-three sculptures expleit naturalistic styles
when Jjust twenty-oine were abstracted? PFost sources atiribunted this
geeming prefereance for naturalistic sculptures to the desire to
reach the public. That as public propertieg, sculptures needed
to be understood and avpreciazted by a majority of the viewing
public., Acding tnat naturalistic azrt forrs seemed to attract
more favourable reponses of viewers than abstracted cnes. In
other words, that sculptures which tended towards life-like

representations were capable of arpealing more vividly to viewers,

Al though these opinions were perhaps not tested scientifically
by those wnho neld them, they seemed to tally with similar insinuations
expressed oy some artistic sources. Janson (1962), Gombrich (1967),
and Gardner (1960) all seem to sussest that naturalism in art was
on tiie increase from the palaeolithic period through the ages,
Inproving in refinement end the sizulation of life-like formal
qualitiegs. In this regard, ancient Roman improvements upen Greek
sculptures (themselves believed to bte improved versions of early
Egyptian models) that resulted in life-like portraitures in the
third century ..0. (ibid) are ins*ances that resdily come to mind,
inother instance was the high artisfic renaigsance of the sixteenth

century .D., vwhen zcccmplistedly detailed statues attainzd ungreceden=tai
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heights of life-likeness. These scurces zlsc seemed to infer that
deliberate and concerted visual artistic abstraction, at least

in the western context protably only began around the first

decade of the twentieth century A.D. with Picasso's cubistic
adventures, These preceding revelations geemed to stronzly suggest
that conscious attempts at attaining naturalistic artisti: presentaticns
preceded exreriments in ine abstracted rode., Thus, the coverwhelming
number of na*uralistic zculptures in the study may after 211 Le a
contimuation of this age-long universal practice of naturalism

in art. Besgides, given tne seemringly low level of moderm artistic
perception in thege states and grobably Nigeria in genarail, the
preference for naturalistic sculptures seemed considerszte and

a wise choice.

Nevertheless, the general showing of abstracted sculptures in
the study was impressive, iPost scurces ternded to attrivu<e this
impressive presence of atstracted sculptures to the desire by
their custodians to establish artistic democracy., To represent
both nzturalistic and atsiracted artistic modes, and by s doing
cater for varied artistic tastes., It is however possibple that public
demands and oiases for the abstracted sculpture mode may have necessitated
their establishment. Suth demands ané biases probably hazl their ®»oois
in prevailing socio-political and religious considerations of the

regpective commnities,
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The sculptures were also analysed and classified on the
basis of guch seemingly recurrent design elements as images
and motifa. These included human and faunal imases as well
as motifs and symbols of man-male objects as equipments,

tools and outfits (See Table ks .6),

Table L ,6; Imeces and Motifs

Image _ No. of Sculptures
Huran 52
Faunal . 9
Human/Faunal Combined 3
Jon-representational H

Total: 75

Fifty-two sculptures {(69.3%5) exploited the human figure.
They are illustrated in plates IIT, VI, VII, VIII, XI, XII,
XIII, XIv, XV, XVII, XVIII, XIX, XX, XXI, XXIII, XXIX, XXX, XXXI.
XXXIT, XXXIII, XXXV, XZXVI, XXXVII, XXXVIII, XXXIX, XL, XLV,
XLvI, XLVII, XLVIII, L, LI, LII, LIII, LIV, L¥I, LVII, LVIII,
LIX, LX, LXI, LXII, LXIII, LXIV, IXV, LXVI, LXVII, IXVIII,
IXIX, IXX, IXXI, figure 3, They depicted people of varied
races, age groups, statuses and professiona, Their postures
vere also suggestive of varied activities and vocations while
the features were s*rongly indicative of males, females and
gexlessneas. The dominance of the human figure tended to
strongly indicate man's central position in sceciety as the

pivot and fulecrum of human activity.
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Tour of these sculptures were in Fauchi state, ten in Denue
state; twen®%y in Kaduna state; and eighteen in Plateau state,
éix were busts that presented mainly heads {see plates XL,

XLv, XLVI, XLVII, LII, LIII}). They tended to be quite detailed
in the depiction of features and facial expressicne. Forty-five

were however full length, depicting the entire bedy.

Two gculptures illustrated in plates XLVI and L had anatomical
features and outfits that resembled attires of noneifrican race-ty-es.
The former was strcngly suggestive of a2 Caucasian. Its features
regembled neatly trimmed longish hafirstrands, peinted nose, deep-sot
eyes and thin lips. Even the outfits were suggestive of teoperate
wears resenbling a Jacket atop a shirt and necktie. The latter
sculpture which was full-length, resembled a Jew, the race from
which the personality it represented (Christ) was reportadly
descended, Its physical features looked like long hair atrands
that extended beyond the sioulders, as well as a full= bearded
face, Also depicted on this statue were loasely draped outfits
that were reminiscent of a cleoak or garments of ancient Romans,
and attires of the Zominantly semitic race-types of the mediterranzzn

and miidle east regiona,

However, the overwhelming majority of sculptures with hurman
images exhibited features that were strongly sugrestive of merxhersg
of the Megroid Race. They all bore what looked much like stocky
hairs, brecad noses, thick lips and generally mescular physigues,
Their costumes were also seemingly Uigerian in their designs.

They looked like xaftana with trousers and caps as in plates

VI, XXIX, LXI; flcwing gowng or agbada with embreidered caps and
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turbans (see PlatesAXVII, XXVIII) that were all indicative of

| Hauga Islamic culture. {ther outfits resembled cloth tisd at

the shoulders or chest that extended to the lower parts of the

bedy as in platesVII, XIII, L¥I; Items that very much resembled
loinclothas worn between the false ribs and the pelvic girdles to
cover the fore and the back as in Plates XIV, LIV, LVIJ, LIX,

LXIII, KXV, EXVI, IXVII, These categories of outfits were probably
indicative of non-HJausa indigenous inhabitanta of the states of this
atudy. Still, other dress types represente’l in these sculptures were
distinctively modern. They included uniforms of the military as in
Flates XI, XII, XIX, XXI, XXXTI, XXXIII, 1X; the Nigerian Police
Force as in Flates I{IV; the National Youth Service Corpa (see
Plates XXIII, IXIII;; ard an academic outfit as illustrated in

Plate LAIX.

Cnly six sculptures deplcted ferale fipures either singly or
with other figures (see plates VII, XLIV, LVIII, IXVIII, ILXX,
LXXI). They were variously associated with the legal profession,
healthcare, agriculture, education, arts and commerce, probably to
indicate the significant contributions or roles of women in thesge

economic sectors.

Nine sculptures (12%) employed faunal images. They are
fllustrated in plates II, IV, XVI, XXII, XXXIV, LV, figures L4, S, 6.
Two each of these sculptures were in Bauchi, Kaduna and Flateau states,
while three were in Penue state. They deplcted both liveatock and
wildlife that comprised quadrupeds and a bird, probably to reiterate

the long established relationship between man and animals.
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Three sculptures {4%) illustrated in plates XXVII, XXVIII,
XLIV, all in Kaduna state combined animal and human figures.
Theae appeared to* be sugzestive of the interdependence between

anirals and man.

Fleven sculptures (1h.67%) weré non-representational, They
explclited mostly man-made =rblems and motlifs deriving from alphabets
and gzeometric forma as well: ag crests of institutions and the northern
knot pattern. These are illustrated in PlatesI, V¥, IX, X, XX}¥, XXV,
XXvy, XLI, XLIXI, XLIII, IL. Four were in Bauchi state while the

remalining seven were in Kaduna state,

Also depicted on the sculptures, especially representational ones
were impliments as arrows, axes, bows, hoes, cutlasses, spears and
asgorted traditional musical instruments. These were seemingly
indicative of rudimentary premodern scocieties with simple technology
(see Plates VI, XIV, XX, II, LIV, IXII, IXV). Other emblems and motifs
incorporated into sculpturss suggested romances with modern contemporary
facilities that were associated in one way or the other with advanced
scientific innovations. They included assorted machines as the
aeroplanas, ship and armoured tank, assorted fireamrs and documents
{see Plates VII, VIII, XI, XVII, XIX, XXXI, IVI, IXI, LXIV, LAIX).
These contemporary modern =otifs and emblems seemed mostly associated
with sculptures that had ~ilitary connotations, professional and

aducational purporis.

In the final analysis, the images and motifs associated with the
sculptures in this study all seemed famillar and common place to
merbers of the respective communities. Although several images

and motifs appeared to bse regtricted to certain communities and states,
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some design elements or images with slight modificaticns seemed to
aprear in all the states, The latter might be responsible for the

seeming universality of artistic language.

Amongst several legsons that could be learnt from the images
and motival {embelmatic) repertoire in the study, the following two
seemed to stand cut. One, that they were reflective of the constant
state of flux in Nigeria where transitions from indigencus traditionmal
cultures to more cosmopolitan and complex modern ones were gradually
unfelding. The second lesson was that they were further confirmations
of the now familiar concept that the arts of any society were reflections

of their parent culture's asplrations, experiences and philosophies.

h;S.J Free~Standing and Relief Sculptures

The study further revealed that sculptures were ®ither in the
round (free-standing) or reliefs with somewhat flat backsgrounds

(see Table h.7).

Table L,7; Free-5tanding and Relief Sculpturey

Type No. of Sculptures
Free-Standing 13
Reliefs 2

Total; ri-]

Seventy-three sculptures (97.33) were free-standing. They
presented themselves for enjoyment to viewers from any directions of
their choice since they were in the round with length, breadth and

depth, Viewers could practically walk round them, clizb onto thenm
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- (if permitted) and physically examine their various components

': to experience textural and formal sensations! All the sculptures

in the study except two in Xaduna state were free-standing. Seven

were colossals {see plates I, XIX, XXIV, XxXv, XLV, LIII, IXXI),

They had huge dimensions which ranged from twice the sizes of

averzgely built human adults, to about five times such sizes,

Infact, the sculptures illustrated in plates I, XXIV, were much
 larger. They towered above the equivalents ia Relshtos single
atoreyed buildings! Twenty-eight others were hercic-size® rising
between two and three meters. That is, 3lightly above the sizes

of average adults, but less than coclossals. These are illuatrated

in plates I, V, VII, VIII, IX, X, XIII, XIV, XV, XvI, XVII, XVIII,

XX, XXVI, XXVII, XXVIII, XxXXII, XXXIX, AL, XLII, XLvii, IL, LII,

Lv, 1XII, IXIII, LXX, fisure 6, The remaining thirty-eight
free-standing sculptures were about life-sizes of averase human

a adults, rising between 1.2 meters and 1.7 meters. They are illustrated
in plates ITI, IV, VI, XI, XII, XXI, XXII, XXIII, XXIX, XXX, XXXI,
AXXIIT, XXXIV, XXAV, XXXVI, XXXVII, XXXVIII, XLI, XLIv, XLVIII, L,

LI, LIV, LVI, LvII, LVIII, LIX, LX, ILI, IXIV, LXV, IXVI, IXVII, IXVIIX,

LXIX, figures 3, L4, 5.

The congpicuous dimensicns and locations of free—-standing
gculptures made them vigsible and inescabable eye-reats for viewers
even from considerable distances away. They significantly altered

the gkylines ¢f their immediate environments!

Only two sculptures (2.67%) illustrated in plates XLIII, XLVI,

were reliefs on walls, Treir ficures and images were elevated from
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the plain backgrounds to suggest natural or solid forms and
appearances. In z:dition, images particularly in plate XLVI
were sur:sri zoseis ic suggest perspective or the impressions of
relative positions and magnitudes as space and distance. Their
fixed backgrounds and picture frames as in paintings seemed to
substantially limit the possibilities of enjoying them, Juite
unlike free-standing sculptures these reliefs could only be
maximally appreciated from few limited viewing positions. In
addition, viewers needed to be quite close within few meters to

interpret their images, motifs and other design elements fairly,

clearly and accurately.

The scemings preference for free-standing sculptures over
relief ones purportedly derived from the desires to effect
noticeably vivid environmental beautification, That their being
in the round endowed them with better dynamics for more far-reaching
beautification capatle of educing viewers' attention than reliefs
which were more or less two dimensional. ™igh cost factors were
also purportedly responsible for the seeming lack of patronage
of relief sculptures, That establashing relief sculptures of
vast magnitudes with similar dramatic effects as in free-standing
ones required huge walls that probably involved enormous financial
sums, HRarthermore, that for reliefs tc be enjoyed as in the round
required columnal structures. That is, walls specifically created
for this purpose 2s in TRAJAN COLUMN in Rome which Gardner (1980),

Gombrich (1967), and Janson (1962) maintain was commissioned A.D, 113.
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A project which from all indications required immense political
will involving financial commitments that states alone or even

Nigeria appeared ill-prepared to mster!

Colour and Patina

dearly all the sculptures were cocated with bees wax mixed
with pigments or simply painted with enamel, emulsion and gloss
paints. These were purportedly intended either to make the sculptures
speciously resplendent or to protect them from direct contact with
atmospheric elements that tend to speed up erosion and decay. In
addition, while some colcurs were said to symbolise certain
institutions and offices, others simlated natural and man-made

effects, Two broad categories of colours emerged (see Table & ,.8).

Table 4,8: Colour and Patina

Colours No, of Sculptures
Monochromed L9
Polychromed 26

Total: 75

Forty-nine sculptures (65,33) were monochromed. They were
each entirely coated evenly in a single colour without differentiating
components that represented costumes, accoutrements or bare anatomical
features, The sculptures are illustrated in plates I, II, IV, V, VI,
VII, VIII, IX, X, XIII, XI7, XV, X7I, XVIII, XIX, XXII, XXIII, XXIV,
XXV, XXIX, XXX, XX{I, XXXII, XXXIv, XXXIX, XL, XLI, XLIV, XLV, XLVI,

XLVII, XLVIII, IL, L, LI, LII, LIII, LVII, LVIII, LIX, LXV, IXVI,



LXVII, LXVIII, IXIX, LXXI, figures 3, L, 6. line were in Bauchi
state; eight in Benue state; twenty-one in Kaduna state; and
eleven in Plateau state. These sculptures' sinzle and evenly
applied colours seemed to act as unifying factors that enhanced
their anatomical and other artistic forms. Trey appeared to
help viewers assess the sculptures as single artistic entities,
thereby enkancing at a glance the identification of their primary

and secondary meanings,

Twenty-six sculptures (31;.6?}\'.) were polychromed, bearing two
or more colours. They were sub-divided into o caterories as
follows: Cne group of sixteen sculptures had colours applied
flatly but distinguishing parts that represented bare anatomical
features from outfits and accoutrements as well as stands. They
are illustrated in plates III, XX, XXI, XXVI, XXVII, XXVIII,
XXXIII, XXXV, XXXVI, XXXVII, XXXVIII, XLII, XLIII, IX, LXIV,
figures 5. One each of these were in Bauchi and Benue states,
while Xaduna and Plateau states had eleven and three respectively.
Although tke distinctively demarcated coloured parts of these
sculptures seemed to enhance the identification of some basic
motifs, they mostly tended to encourage compartmentalisation.
Severing the sculptures into multiple and arbitrary coloured
patterns that seezed to substariially compromise the unity and
three-dimensional effects of tne sculpture formsg, thus hampering
their synthetic analysis as in a single art form. In other words,
the arbitrary colcured patterns appeared to strongly impede the

perception of unity of three-dimensional sculpture forms thereby
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Jeopardising the appreciation of the sculptures as corporate
units. PMost perplexing in this regard were the sculptures
illustrated in plates XXI, XXXVI, IX, ILXIV. Parts that
represented bare anatomical features with such details as

hairs, eye balls and pupils were painstakingly painted in. So
also were outfits with their various components as buttons, badges,
pips, name-tags and whistle holders. Even images of accoutrements
such as books had their covers painted differently from the leaves.
These painted details tended to baffle viewers as to whether they

were looking at sculptures or painti- -

The second group of ten polychromed sculptures had colours
applied illusionistically. The ones illustrated in plates XI, XII,
XVII, were made to look like people in military camouflage, regular
military outfits as well as the adapted colours of the Nigerian
Airforce, Nigerian Army and the Nigerian Navy. Similarly, the
sculptures illustrated in plates LIV, LV, LVI, LXI, LXII1, IXIII,
LXXI, exploited several colours to simulate or fake the feelings
and looks of oxidised bronze or copper wares, The sculptures which
all had cement concrete as medium were painted either dark brownish
or greenigh with gold-like highlights to imitate the looks of aging
sculptures in bronze or copper. In other words, these sculptures

had faked or simulated patina.

The spate of colour avnlication to sculptures in the study
appeared to indicate that plain sculpture forms alone do not
probably educe sufficient attention of, or excitement in
viewers, This seeme to strongly suggest the interdependence of

coloured and formal structural elements in sculptures!
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L .6 1Intrinsic Contents

In accordance with Greene (1940), Panofsky (1955), and
Osborne (1970), the intrinsic contents of the sculptures
were sought. Thege authors describe intrinsic contents
of works of art as the principles or underlying factors that
inspired their production. In other words, the specific purposes
of works of art that are ideological and conceptual, often
requiring verification from some authentic sources particularly
where viewers were non-members of the community that owned the
art forms. In this study, intrinsic contents of the sculptures
were verified from their custodians, since documentary sources

in these regard appeared to be virtually non-existent.

Intrinsic contents in works of art appeared to differ
significantly from their primary and secondary meanings.
Greene (ibid) Panofsky (ibid), and Osborne (ibid) describe
primary and secondary meanings in works of art as the formal
configurations that result from the organisation of pure artistic
forms and motifs with their conventional meanings to create and
present themes like for instance "/heel of Progress", "Parmer",
"Durbar Horsemen", "Reader", etcetera. Thus, while primary and
gsecondary meanings in works of art were structural, intrinsic

contents were conceptual and attributive,

The intrinsic contents of sculptures in the study were found
to be essentially celebrative, Either as memorials to historic
events and persons or as cognisances and symbols that publicized
certain institutions and concepts (see Table L.9). This is to

say that sculptures were fundamentally allegorical and iconic.
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They depicted and presented some subject matters under the guise

of some other subjects of aptly suggestive resemblarces.

Tablel .9; Intrinsic Contents

Concept No. of Sculptures
Vemorials 9
“emorials/Publicity 8
Publicity 53
Zeautification 3
Seautification/Publicity 2

Total: 7

Nine sculptures (12%) were basically memorials to persons and
compunities. They comrzemorated some specific deceased persons and
their designations as well as people not identified by their individual
names, but oy their professions and who were all examplars or symptomatic
of selfless national service. Other sculptures commemorated historie
events and communities now forgotten by most people in many respects,
but which =sither made strong imprints on society or who made certain
gignificant achievements that were todate sources of much glory to
Nigeria as a nation and its admirers. These sculptures are illustrated
in plates III, XVIII, XIX, XXX, XL, XLV, XLVII, LIV, LV. Eight other
sculptures (10.67%) had dual purposes. They were mezorials as well
cognisances (heraldic symbols) to certain facilities or institutions.
They are illustrated in plates I, XXVII, XXVIII, XLII, XLIII, LI,

LII, LIII. These preceding two £roups of seventeen sculptures thus

had as their main concern the historical perspective.
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Fifty-three sculptures (70.67%) were found to be essentially
propagative as advertisements. They were heraldic as symbols
that publicised certain institutions and the principles which
they represented. Others symbolised policies and programmres
initifated by governments with respect to economic ideclogies,

nationalism and culture.

In the economic sector, education and training ecerged to the
fore-front with twenty-two sculptures. Thirteen of these had military
professionalism and training as their tenor. Thege are illustrated
in plates XI, XII, XVII, XXI, XXII, XXXII, XXXIII, XXXIV, XXXV, XXXVI,
XXXVII, XXXVIII, XXXIX, The sculptures tended to depict militaty
personnel in outfits that resembled those of the infantry. However,
their main concern were found to be the propagation of the entire
military. Perhaps, the location of these sculptures within military
educational and training institutions where perscnnel from all arms
of the Nigerian Armed Forces (Airforce, Army, and Navy) received
gystematic tuition was indicative of this planned propagation
of the entire Nigerian military. The institutions included the
Nigerian Defence Academy Kadunaj; Comzand and Staff College Jaji;
the Nigerian Army Depot Zaria; and the Nigerian Military School

alsec in Zaria.

Nine other sculptures were found to publicise several other
gectors of education. The one illustrated in plate XLV highlighted
the art gallery, an important forum for artistic dialozue and art
education. The sculpture represented in plate LXIV focused attention
on professional police education; while the statue illustrated in

plate LXIX addressed education as a profession and vocation,
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Furthermore, the statues ifllustrated in plates XXIX, IXI and LXX
emphasized general education via the exploitation of the library.
Three other sculptures illustrated in plates XLI, XLIV, XLVIII,
highlizhted university education gzenerally; research in education/

agriculture; and dialogue as educational process respectively.

incther sector of the Nigerian economy addressed by the
sculptares was agriculture and the quest for self-sufficiency in
farm produce, This was the concern of four sculptures illustrated
in plates XX, LXIII, 1XV, figure 3. A common feature of these
sculptures was the incorporation of indigenous farm tools which
tendz23 tc strongly sugzest the dependence in these societies on
small —=_gz farzers w.c exploited zostly local traditional farming

techniques.

Tourism was found to be the purport of three sculptures illustrated
in plates IV, XVI, and LV, They depicted sampleg of Nigerian faunal
stock found either in their natural hatit “*® or in semi-natural
conditions as in zoological gardens and which were thousht could
support a viable tourist industry. 3Still other sectors of the
econozy publicised by sculptures were Banking, Industry and
Comme-ce. These were found to be the concern of three sculptures
illustrated in plates VIT- XXI 224 LXXI in that order. Finally,
in ths economic sector were Aviation, Working Conditions and
Healthcare, which were found to be the main purports of the

sculptures illustrated in plates IL, LVII and LVIII respectively.

Seven sculptures were found to possess intrinsic contents with
direct tearings to nationalism. They publicised certain ateadfast

ambitions and philoscphies which Niserians were adronished by
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goveraments to embrace probably because they were thought to be
capable of improving the juality cf life. «hile the sculpture
illustrated in plate II advertised Jigeria's adapted syzbol

for national sreatness and strength, the onz represented in

plate XXIII sought to publicise the need for national sacrifice in
nation buildinz by all lMigerian citizens. Closely linked to this
was the statue illustrated in figure 6 whick reportedly admonished
Jdigerians to %olerate one another and cooperate to achieve peace and
stability wnich were thought to be basic prerequisites for national
prosperity. Cther sculptures included the cnes whose pictures
appear in plates V and XXIV, which were found to advertise the
need for moral rectitude and civility. Also, the sculptures
illustrated in plates VII zand LVI were founi to publicise the
cardinal virties of Jjust dealings, just coniuct, integrity and

respact for tae mi.e of law and equity.

Culture whicn involved ideological heritage and manners in
religious institutions as well as values connected to musical
taste and mythology were found to be the main purports of eleven
aculptures, Zignt of these illustrated in plates VI, XIII, XIV,
XV, LIX, IXII, IXVI and LAVII, celebrated zad publicised indigenous
dance and musical heritases. Fractices that were either probably
handed down Irom generation to zeneration, or evolved over the
years to comtunicate and express formal b=zaty, thought, feelings
and sentizents. These sculptures were also found to propagate the

various conrunities associated with them,

Christizn religion emersed as the main purport of the sculpture

illustrated in plate L., The propagation of this seemingly non-African
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religion (at least in origin) was strongly indicative of cultural
assimilation which presupposes cultural changes that were set in
motion with Nigeria's contact with non-African cultures in the
thirteenth century A.D. as mentioned in chapter one of this study.
Fin3lly, on the propagation of cultural traits, were mythology

and folklore which were found to constitute the intrinsic contents

of the sculptures illustrated in figures 4 and 5.

Three sculptures (4%) illustrated in plates IX, X and XXVI,
were discovered to posses aesthetics and beautification contents,
That they were designed specifically for contemplation and
ornamentation, to please the senses, especially that of sight,
Although all the sculptures in the study had aesthetics mostly as
incidental artistic elements, only these three were found to have

aestheticism as their main intrinsic contents.

Two other sculptures (2,67):) illustrated in plates XVI and XXV
were revealed to have dual purposes. On the one hand, they were
reportedly planmned to beautify their immediate environments. In
addition, they were said to be symbolic of either economic or

political factors.

Thus, the intrinsic contents of the sculptures in the study
were found to be either essentially commemorative of persons and
events, or publicity for institutions, policies and ideas or concepts.
These revelations aprear to tally in all respects with the definition

of public monumental sculptures adapted for this study!



Conclusion

Public momumental sculptures began to make significant debuts
in Bauchi, Benue, Kaduna and Plateau states around the mid 1980s.
Yet, significant gains appear to have been made. The seventy-five
sculptures here documented are strong indications of this new

art culture.

However, concerted efforts might still be required to extend
trese sculptures to the grassrcots at the local governments and
district headquarters. Presently, only the states capitals have
sculptures of some sort which already appear to be far short of
the requirements of such towns. 3everal gardens, parks, major
roundabouts and public btuildings that deserved toc have sculptural
zonuments in these towns were yet to be so provided. In other words,
efforts so far made by both the federal and states governments in
establishing public sculptures in Bauchi, Benue, Kaduna and Flateau
states were still substantially inadequate numerically and

distritutively.

At the local governrents levels, the propagation of public
sculptures was seemingly even more inadequate. Only four local
councils and a single local comrunity had established some sculptures
which indicate that a majority of the local governrent areas were yet
to have public sculptures established in them. However, the
contributions of a relizious organisation, charitable and
labour groups as well as a students union in establishing

public sculptures recorded in the study seemed to strongly



suggest a growing interest in this new art form,
The apate of sculpture abuse revealed in the study is

attributable to either improper artistic education or total lack

: ' %0£ it. Lack of formidable maintenance teams that should safeguard,

fj‘repair and rencvate assaulted and decaying sculptures were other

 likely causes of sculpture abuse,

Premature genlpture decays also seemed t9 pose a great threat

* f to public sculptures. This phenomenon, if left unchecked could

f-_ severely underaine the little successes already recorded,

Aaother major probler tesetting public sculptures was the absence

" of their comnissioning dates, names of tlhieir anthors and similar vital

“ art historical information. These constituted great handicaps fo the

sculptures' documentation and any atiempted use of them as prim

source materials to eatablish the historical pergpective.

Life-}ike representatiénal and abstrACted sculptures were found
to be the main stylistic types. However, the former appeared to be the
most preferred and widespread, probably because of more popular public
demand. Nevertheless, the impressive representation of abstracted
sculptures seemed to strongly suggest a desire to propagate

diverse artistic tastes.

Images and motifs exploited in these sculptures tended to
.Qﬁiginate from the motival and@ emblematic repertoire of the ccmmnjties
that established them, fThis was attributed to the fact that familair
_ gmblgms were probably more inclined to be better understood by in-group
ﬁ;éﬁbers tc whom the sculptures were primarily addressed., These eablematic

and symbolic peculiarities that distinguished the sculptures of indiviizal
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comnunities 2xe atiritutable to regional culitural idiosyncracies that

often needed to be explained to viewers from other coominities.

However, scme emblems and symbols occured in more than one
comzunity, while some few appeared in all the states, perhaps
tecause they were.universally understood., These widely represented
izages and syabols apreared to stronzly indicate some cultural
sinjilarities that were jrobably responsible for among other things

tne universality of artistic language.

The seeming preference for sculptures in the round over relief
¢nes appeared to stronsly indicate the capabillty of the former to
significantly and vividly transform environments and educe public
attention, L consideration which nearly all public sculptures
ware expected to fulfil. Hance their substantial magnitudea that

ranged from life-sizes throuszh hercic-sizes %o coleossals.

Colour application %o public momurental sculptures probably derived
from the desires to make them outstandingly.specious and resplendent to
attract viewerd attention. It was 3lso believed to retard corrisionwhich

tended to aggravate sculpture decay,

Public monmumental sculptures were basically allegorical. They
syubolised scme outstanding eXamplary and memorable persons, dispositions,
achievemeants, events and aspirations that were cherished by communities
whose members were adrcnished t¢ emulate. In other words, they were
visual records intended as stimuli for viewers to uphold and propagate

certain group experiences, philosophies and standards.
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5.2 Recommendations

Be2s)

Having carefully considered the probable benefits derivable frco
the practice of public monumental sculptures, and also having
identified some lapses associated with these sculptures in
Bauchi, Benue, Kaduna and Plateau states, and the need to
further improve this art form not only in these states but the
entire country, the researcher wishes to make the following

recomnendations.

Hecomrendations to the Federal Government

To encourage and promote the practice and high standards of
public monumental sculptures nationwide, the Federal Government
of Jigeria should enact as a matter of urgency laws that make
trhis art form mandatory at all tiers of gZovernment (Federal,
States ani local Councils). Such laws should comprenensively
protect existing sculptural monuments in Nigeria which meet
certain minimal standards laid by goveranment from all forms of
aruse, Furtherzore, the laws should suggest what categories of
persons, events and ideas each tier of zovernment should propagate
sculpturally, stipulating their media, minimal 1ife expectancy,

dimensions and basic information that should accompany such sculptures.

To encourage maximum public appreciation and association to these
sculptures, these federal zovernrent laws should compel the use of
democratic processes in the selection of public sculptural themes,
designs, emblems and motifs as well as the award of contracts for

their production,

Similarly, all custodians of public sculptures should be

compelled by law to maintain full records about them. These should
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include: Title or theme of sculptures and the significance of such
themes to the community; authors and brief biodata about them;
dates of production; media and techniques exploited. Others are
dimensiocns of the sculptures, their iaport or intriansic meanings
and pericdic records of maintenance work., 3Such information could
ensure constant availability of coxprenensive artistic and art
historical data on these monuments, They might also stimulate

in viewers feelings of btelonging znd pride of asscciation with

the sculotures.

Reccmmeniations to the rFederal, States and Local Governrents

The federal government through its information, culture anad
education outfits should in conjunction with similar institutions
at the states and local sovernments orzanise and vigorously pursue
public enlightenment campaigns on the nature and significance of
public momumental sculptures, stressinzs especially their roles in
national cevelopment. These governments should also document all
existing public sculptures within their jurisdictions. They shoulad
identify clearly the objectives and historical imports of such works
as well as the benefits intended to be derived by individuals and tkre
entire ccuntry from the sculptures. Such documents should te ccmpiled
into directories and bte widely publicised within the country and even

beyond, through ligerian embassies abroad.

Governments should establish forridable maintenance teams to
ensure security and proper care at all times of public monumental
sculptures. Such teams could be sub-units of major standing technical
committees set up at all three tiers cf government to advise and

implement policies on public monucental sculptures.



5.3 Saggestions for Muture Studies

e
e

Some observations were made wbich could form tne basis for
future studies, Firsi, there was a seeningly impressive |
representation of the military in the study. Yineteen sculptures
had military connotations, In other words, next after educational
phenomerna propagated in the study Ly twenty-one sculptures, were
military factors. These are i{llus*rated in plates II1I, XI, XII,
XVII, XVIII, XIX, ¥4I, AXIT, XXX, ZXXIT, XXXITI, XXXIV, XXXV, XXXVI,
XXXVIT, OXVIII, XXIX, XL, IX. Wiy was the military so well

represented sculpiurally?

Another observation was that only four individual persons
were commenorated sculpturally as exampl®rs of selflesa national

services (see plates I, XL, XLVII, L). Why were trhere so few

sculpture memorials of individual zersons?

Thirdly, only five sculptures possessed assthetic®

primary concern (see plates IX, X, XVI, XXV, XXVI). What are

the protable reasons for the seening neglect of wholly aesthetic

“_? factorz "ipdigzerian ~odern public sculptures?
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