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GREAT ilT ) (ARCHITECTURE, MUSIC etc) IS CARTAINLY NOT FOR
A PRE=CRDZINED ALD PRIVILEDGED MINCRITY, BUT IT IS NONETHELESS
CERTAINLY FOR A\ IINCRITY = NOT THE CHOSEN Pk BUT THE DEVOTED

FEW WHO GIVE EFFORT AND ENERGY TO LEARHING TO UNDERSTAND IT,.



A_LESSON FROM T DESIGNERS ACHIVE OF THOUGHT,.

Some critics or architects/artists in certain periods have tricd
to formulate laws of their designj but it always turned out that poor
architects did not achieve anything when trying to apply these laws
while great mastcrs could break them and yet achieve a new kind of
harmony nc one had thought of before,

The truth is that it is impossible to lay down rules of this kird
because one can never know in advance what effcct the architect may wish
to achieve,

However this does not prevent any cne from discussing matters cf
taste although it is said that we cannot arguc apout it does not
mean taste cannot e developed,

The strict adherence to this rules has some effect on the patrcons
who are morc attracted by the forms of the past than by the new
possibilities, being satisfied with imitation thereby neglecting the
opportunity for creativity - the result is a psrametric kind of
architecturc,

There is nced for creativity as one artist puts it,

mAny artist who copies or re=enacts the artistic creations of the

past; who is incapable of introducing his own wepsion of visual

images into cur constantly changing and ever vegetating,

physical environment has no claims to a creative and meaningful

leadership role today"1l
= Uche Okeke (ed).
1 Ref, From a paper presented at the seminar on "The inter relatiomship
of the arts in Nigeria University of Lagos, centre for cultural
studics Yaba Lagos.




When o talll of architects! achicverints some people
wonder how {his con be measdured,

There is newd to realise that aréhitucture does not exist
in an empty soocoy that no architect is indenendent of
predecessors ' models, that he no leus thun the scien tist and
the philosophicr iz part of a specific tradition and works in a
strctured ared of proilems.

The e rec of mastery within this <framewerk and, at least
in certain poricds the freedom to modlify thesc strigencies are
presumably nari .. the complex seale by vhich achievement is being
measurcds

Ther +Tere vhat is required of uws as living architects is
our own pur: undl contribgtion - thet which we can claim authorityw
regardless o: the duiount for the archiltuct doos not sclve all the

problens, bu: only sezks to solve and dranatise a few,

SUTITUR -



DESIGN, ADSTRACT ON_ ARTS GALLERY WRITTEN BY ADAMU NoSs

The cholec of any design teopic results from the inner thougq/of Lo
designer and being motivated by some factors which could he ocial,
pollitical ocr cducational,. _ , o

The reasons for the designers cholec of this topic is not far fetch:

It is a truc statement that some aspects of our life have been higl. -
neglected for gulte a long time. Thiz aspect is the visual arts Whic!
is by ne mesns the least important in cur struggle for cultural
AWareness, _ _ i _ . _

As a resull of this negligence the joy deriﬁed from the products cf
the creatlve genuls of Nigerian architect is felt by the elites alone
It is the helief of the designer therefore that this creative gernutis is
better placed in public trust. o

Por any successful realisation of this there i5 need to keep the art
work in our museums, art galleries and monuments which is accessible t-
the public. It is in the light of this that the designer has chosen tt.o
art galleries as a toplc of this thesis, ,

No desicn can be achieved without set goals and objectives., This
objectives arc already enumerated in the intrcduction. In a nutshell
however 1t involves the following steps

- Research

~ Analysis of the data

~ Production of a design based on the owners needs and the data
cul lected, . S

= To sec to the implementation of Lthe project,

In any desidgn there must be an achievement regardless of the aroun
Considering the attitude of Nige ians touwards the Gallery it is my hopc
that the eveolving design will be able to greate the awareness needed
in thc people, a source of public enlightenment , and as a means of
educating the people, Besides a gallery which will create its own
spiritual climate, one where the artist can find entlchment for his worrs
and thought and where the public can absorh that artistic culture
which the modern splrit demands.
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CHAPTER L
INTRODUCTEQCH



1.
ART,_EXHIBITICH GALLERY,
INTRODUCTXLY

Higeria bein the largest African Country has varied art forms
which dalcs as far back as the Prehistoric times when Rock Painting
and engraving flourished in the area sirctching across the Northern
boundary of thw Country. Excavations has unfolded the Country's
wealth of traditional sculptures prominenet among others are the Nok
Terra Cotti sculpturc of the Niger Benuc confluence, the Ife
and Benin bronze castings, etc,

Due to the mulitivalent nature of MNigerian artists it is easier
to classify iilcerian artists on the bnsis of the epoch and tradition
in which they exist rather than on the type of work they produce,

In looking at the trend of Nigerian arts twe entremes could be
reachcd viz the traditional art and their ertists oneone hand and the
Nigerian contcmporary artists on the other,

Between thesce two groups is the revolutionary transitional phasc.

The treditional artists who owe thelr creative genius to the
mother carth designed for priests, Chiefs, communities and their
works are littercd about in shrines, palaccs and community parks.

The conteiporary artists include the formally trained
intellectuals and the ultra modernists, The formally trained
intellectuals arc thc poineers who trained abroad - Chief Aina

Onabolu, and the products of the Nigerian art schools,
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Prominent in this group are Yusuf Grillo Erhabor Emokpae etc, The
ultra modernists are the products of the Ulli Beiert's experiemental
school, prominent among others are the Tuin Sceven-Seven, Fella
Adaranilc etc,

The transitional artists include Ben Envonwu and Mrse. Etso
Ugbodagasligu,

At this juncture it is worth looking at the Patrons of these
group of artists,

The tranditional artists were being patreonised by priests,
Chiefs and their local Gommunities,

Beside these ve have the colonial civil servants, enterpreneaurs
and the religilous missionaries who dictated in the matter of taste,
The abode of these art works are the houses of the civil servants
and Churches,

When the colonial masters leff, the arts patronage shifted to
the hands of the Migerian elites whose efforts were being frustrated
by the high price of the Nigerian art, llowever the few collections
are littercd in our pups, parks, restaurants, Churches and private
galleries,

From the abeve analysis it can be scen that the purchase of
important creative works of art that should properly belong to the

people at large lies in the hands of a collective few,
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IT I3 MY Tnfbl“ THEREFORE THAT THIE CRBA”IVE GENIUS OF NIGERIAN

RN R e Palyiaiy

ARTTSTS MUSY [0 190D IN PUBLIC TRU

e e e -—.4—.-—-;..‘...-_- -

As one artist lamented today, Nok, Igbo Ukwu, Ife and Benin
relics ol our past have become priceless becauvse they are ne
longer produced., Tomeorroew, these contenperary art pieces that we
triffle with or wostly ignore shall be scen by subgequent generations
of Nigeria as vital relics of their pact, It shall be seen then
that we hard neigther foresight no®R sensc of appreciationt,

Since they constitute the hall maric of our civilisation they
have to he kept in I3WUSBULS, GALLERIHAS _and MONUEENTS which have
vital lini with the past, Lo

ARTS GALLERY (MAME AND DEFINITTON) The question of name however

is a matter of taste and convinience, Arts Gallery, Art Exhibition
centre, Lhe Museum of modern or contenporary arts are examples
of common attributcsa.

The problsm of arts Gallery definition has not been properly
solved by any litrature without subjective reference to the objectives
and function of the gallery. However a simple and explicit definition
is that given by one of the artists “"That the art gellery is where
the ereatlve vorks of art are put into "work". This goes heyond the
formal definition thot the gallery ic the repository for art works.
Gﬂg&gﬁg OBJNCTIVES AL FUNCTIONS. | .
le To serve as tir repository for art ;tir craation
2. To promote tho creative genuis in Nigerian art and that of the

state in particular,
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3. To praasclte research, art education and appruciation,

FUNCITONS |

44 To acquire and collect Nigerian worlk of art mainly palntings,
graphics, sculptures etc.

5. To erganizse art competition

6. Organise workshops, lectures, Seminers and Conferences

7. To maintain a documentation centre on art and artists

84 To increesc circulation of art works and increase revenue through
the reproductlion and sale of pest cards subject to the copyright art,

Ve To serve as a recreation centre

| 10, To serve as a transient exhibition centee for local and international
exhibitions cither by individuals or groupa

DESIGNER GDSECTIVES

1._Collection o¥ all necessary data coupled with oral interviews

| of artists and be;pie of varying educational socico=-economic and
cultural, background,

2. Selection of a site, collection of slte data physi;al, dlimatological,
envirenmental .. coupled with.oral interviows with éociologists,
planning autheorities etc.

3. Belcctlion of clicnts patrons and evolving a programme or design

= brief based con the data and in consultation with the clients
or patrons.,

4, To probe into existing art galloerxies both local and internaticnal

te find out the response and hehaviour of usersi and to find out

the design merlts and demerpits.
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5. To evolve an architectural design capable of serving the functional
or operational aspect and in response to the cultural, political,
sociowecononic, and climate based on the analysis and synthesis of
the data ~-1llected, the complex should serve the following purpose:-
~ as & repository centre for art works,

- as an art education centre

- as a trainsient, exhibition centre

~ to provide administrative facilitics for the gallery,
~ as a recreation centre,

6, To sec to the implementation of the project,
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DESIGN APEROACH - |
The aim of any aréhitééf.!; to provide ééfisfaction for his
clients curiocsity through his design, This satisfaction can only be
attained when the architects try to know the problems involved,
without which no solution can be provided., It is believed that the
solution to any problem is inherent in the problem,
"IE is my belief that ls of the very essence of every problem
tbat it qontains and sgggests itg own solutiont

g

~ Louls 3Suliivan,

In.récognistion of this fact therefore the designer underwent
a4 research programme to find out the problems connected with the
arts Gallery,

This researeh includes the pﬁysiégl participation i n oral
interview, discussions with prospective users, The designer finds
This method to be best after considering the attitude of the pecple
people touvards gquestionpaires and other férms of regearch methods.

The positive response of the people ftowards tﬁis method could
be as a result of the non committed nature of the interview since
there was no vritten document. Moreoveyr it was so casual that the
people concerned didn;t feel that the answers they gave were of any
importance o the interviewer, o o

Tae result of the interviews showed.that most'Nigerians or people

from this area have no reason for liking the works of art.

L
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It also shuwed lacl of awareness in tho pubiic on the importance
of visual xt In our culture,

Besidus sone roeocarches carried out in other parts to know the
behaviour ol aris (Gallery visitors wero studicd, This comcs under
the chaptor relatoed studies.

The designor also recognised the inportance and effect of
environmentel fictors, climatic and physical factors on the arts
Gallery, Datas verce collected on this uspocts and analysed,

To go avout =my new design there is need to look at existing
ones so that one cin know what is happening ¢s one writer say,

"e do not dosign a new object to satisfiy environmental nceds

from scratchia We try to find out whitt is happening in
the usc ol thoere objects or compl.:iis ot the moment"

w Kcith llensone

The ain iz Lwiever not geared tovards any fault finding but to
lecarn from cth © © :ople's mistakes,

Thus tihv: Jdusioner undertook casc studics of some existing arts
gallerics in h: country and other parts o’ th. worlde This aspect
is trcated in choptor three,

Apart from thoe intcrviews and data collected the designer
undertook soue studics in attempt to find some solution to scmc

perculiar problums In the design of an arts Gallurye
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To this effec£ the section og reiatéd studles is fully devoted
to this aspect. The designer hopes that it will be of interesting
reading to future gallery designers and it could be a basce for further
studies, The studies were on cultural influence, Behavioures in,
hodology, effect of light, Relative humidity, environmental hazards ct:.
For any successful realization of desilgn goals and objectives
there is need for a comprehensive brief since this is the foundation
on which the dJdesign rests, The brief is set out putting into
consideration the owners objéctiées.ana some constralnts arising from
the environment, politifal, economic scclal and some legislative bye
e _ . -
Thus ona of the tasks df the desi&hef is tﬁe setting out of the bric
in consultation with the client. The full contents of the brief can
be seen in chapter five, The lasf aspect of this text deals .with thrc

main body of tho Jasign.

To achleve the dasirad design goals and objectives various design
matheds worce cemploved, These includes the Behaviour contigents of
systematic design, Geometric analysls, morphologlcal analysis and
the use of models. Thesce methods arc fully explalned in chapter six.

Apart from the metheds of design the deslgn consideratlons are

also treated 1ln this chapter which led to the concepts used in the desic.
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Apart from the primary purpose of analysing the design this text
provides a useful bhackground guide to future gallery designers,
This is why the designer has included some chapter such as the related
studies,”

It is the belief and hope of the designer that future readers
will appreciate this small piece and build on it for a prpper
realisation of the necessary ingredients needed for the design of

an arts gallery,
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CIIAPTER_ONE. ST

1.2. NOTIVAZTONS R __ﬁ;"¥ 

The scle molLive behind this project is the dosignerts desire
to make the creative genuis of the Nigerien artist held in the
public trust, This project couldn't have been a reality without
a client or o patron,

It is perhaps necessary here to diraw=up a short list of the
.possible major stdate and public organisations that could be

involved in this patronafe policy namelys-

a) Pederal and state ministries of information and culture
and of Educhation,

b)Y Netional ara state Arts Council

2) Universitiecs and other higher institutions

d) National riuscuns (Antiquities commission

e) Pedcral and state Ministries of works and [lousing

£) Local Governnent Councllse '

In search for @ client therefore the designer discovered that
the federal Government has a plan to bulld a National Arts Gallery
in Abuja and also the bDenue State has o plan to build a culfural Centr.
and an Arts Gallerv. After due consideration the state Government
was chosen az the c¢lient who is responsible for the financing and

implementation of this project,



QUNER_/USERS OIVEGRIVES,

-— .

In any design tiwe client spells out what he really needs or

what hic objcdtives arc. It is thereforc petinent to enumeraté

some of thc objectives of the sponsors of this project,

The art Gallerve is to:.

1.

Za

Je

4.

De
Ga
Te

O

Serve as reposltory for artistic creation,

Promote the creative genius in Nigerlan Art and that of the state

in particular,

Promote rescarch, Art education and appreciaiion

Acquire an. colleclt lUigerian works ol arty wmainly, paintings,

drawings, sulptres etc,

Organise art compet’ tions

Orcanise viorlishops,lectures, seminar and conferences

lientain a documentation centre on art and artists,

Increase gipculation of artworks and inercasc revenue through the

reproduction cnd sale of post - cards subjcct te the copyeright cct
f£for

Lerve as an exhibition centre/local and intcrnaticnal exhibitions

either by individuals or groups,



12,

.. e m—

143 LOC,ZION CTHRIA
.The slting of any project is usually buased on certain criteria
which could be aw.ilability of raw matcrials ~ if it is an industry
market trend -~ nainly hotelds and some commercial projects
Others arc bascd on economical, politic:l, cultural or
cducational criteria,

The loccetion of an arts gallery wnlike the museum neadntt
be based cn the historical or cultural importance of the place,

Arts Gallery which deals with arts colleclion is more or less
like a hotel and it could be owned by individuals, group of
individuals ~ priveate galleries or by the Federal or state Government
Nationcl and state Gallerlies respectivcly.

Unlike the museum or industry the availability of exhibit or
raw materials within the locality is not 2 presarcquiste criteria for
siting a gallerics, This is due to the fact that the art work Could
be acquirsd/boucht from any pert of the country or world and besides
the exhibits arc not necessarily the products of the artistic
creation ol Lhe people within the locality.

From the cbove points the siting of the project in Makurdi is
based more on'ecgnomic, political and social criteria rather than

those enumeratced above,
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131, SOCIAL

If there 1s any part of our culture tiiit has Peen neglected
then it is the ysual arts,

It is & pit 4l Ficult to access any socicky in thrms of its
likness or love for ari due tos-

1. The expensivencss of the few artworls nroduced in the society
2, Lock of encouragumoat from any organisation or instituted body.

However Lhis doces not mean that the people in this place have
no love for artiloriis,.

Archeolocicol studies has revealed that some relies of past
arts works in this arez among which you have the Igala mask and
casing, The Idome nasks and Tive

Az earlicr stated in the introduction most of the artists are
groduands from tie Higerian arts scheols, This implies that there
are artists in Uhis area who are among this graduates,

Thd fact that most pubs, resturants, hotcls, chief's Palaces
in this area arce being decorated with artworlis shows that their
interest which ncods to be increased,

With the location of Gallery in itiic plecc pecople will be
enlightened »nd cduceted on areas wherc they cre ignorant.

It is vorth not ing that the stute cuonire feor arts and culturc

has already ongacad in international competition organiscd Ly
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main depressions
The site in cuesllon being on the bank of the River Benue
slopes into the river with an average ¢gradicent of 1 in 5.
are

However thuryf/arcas of steep slope particularly as one moves

towards the river ie dorthwards.

1442, 30IL

Generally the soils identified in the Zlood plains are mostly
hidromogphic cllgvial clays with poor drainage characteristics,
and to a lesscr ciitent vertisoils with casier draining of a total
surveyed arce of about 320,000 ha, 115000 apstiream of Makurdi and
85000 ha betvecen Loloja and Makurdi, 160 000 ha or 46%
were found te He sulved for intensive develonment and 210 000 ha
or 51% were found to be unsuitable, due to unfavourable drainace
and topo¢raphic condition,
Site Soll The soll of the site in particular has some perculiar
characteristics, The soil consists of sedincentary rocks
intersperscd with sonc metaper, hic rocks standing up toc the heicht
of 3,5m, The site being on a sloping ground is being washed by grotr
water thercby eixposirng the bare gedimentary rocls with some patche:

of alluvicl clay soils,
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14434 DRALN/AGE

The ggasonal streams and the Bemice iver constitute a2 Natural
drainage syscenm, c¢icept for the area earmurked for industrial sitos
on the South West of the proposed development area, where the drainac.
will have to be fortified,

However, tailing the site in particular the slope creates
a natural gradicnt thereby cvasing the flow of surface water
and those in pdn.g Little or no effort is roequired in egeps

of drainage except vhere the system is in opposite direction to

that of the site slope,.

Makurdi hos @ hot humid type of climate and thus posses all
the charactcristics of this type of climatic zone although
slightly modified by some local factors.

pue to the effort of this climate on tihe art Gallery it is
worth looking inteo the various components ol the climate. This

incélude Temperaiure, Rainfall, Humidity.

1444, TENPIRATURE
From temperature recordings and graplis plotied the mean mentnl::
temperatfire has two peaks which is typical of towns within this

climatic zone, Cne occurs in March and the other in December,



17, - '

o PRy .
It alsc has o Lowperatyre range of 77 with the highest in Morch

and the minimus in July. (see fig 1)

1.45 uuIpITy B
Makurdi being situated in the hﬁt hunié clihaté hés a very
high relakive humidity and this is further modirfied by the presence
cf Lhe River Denue wnich is the seole determinant of the lecation

of Makurdi.. .

Although there are noe comprehensive data on this climatic
components Lhe Reogscarcher was able tocather this informations from
the meteriological station which is about fen years old and five
years of relovanl sorvices. Datas were collecked for the
numker of year and graphs were plotted to arive at the results
used for these project,

Makurdi has o nean monthly relative huwaidity of 94,2 which is
hirhest and ocaurs in September and wsually at 06 hours while
the 1o@est g in January.

Graphs of relative numidity were plotted Zor 66 hours and 015
hours of the day wvhen the relative hunidity is hiﬁheét and lowest
respactively (sec Jic 1) _ :' ) 'ﬁﬁ'

1,46, RAINFALL,

Makurdi has thoequitomial rainfall chaxactofistics angd also

been modliied by the local factors such az {he presence of the

river Beme o - . ' ‘.
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From Duati collceted it has an average rainfall of up to 200
centimctres, ‘ o
It alse La all the characterlztics of places within this

1.

rainfall zone f{sen fic. 1)

1447, VEGETLIION - R

Makurdi has the guinea savana type of vogetetion with tall
grasses intercepted ulth average fall trees uhich bhave a girth
of up to 1.%m and a ganopy of about 3 w- 4.

The site hovraver has its own perticular wlerc vegetation
probably causcd by the topography and the soila

The sive being rocky and on a sloping terrain the soll cover
is being washod avay exposing the same roclis which can hardly
support any plant rovths

However thoace are pakches of grasscs uvhore the ground cover
has somc alluvial deposits and deep cnough to support the plant
growtha,. ¢ . | : |

What is ahsont on the site is tree. There are neither econenic
treas or trecs of architectural importences Any attempt te plont

trecs on the site has to be backed wp with artificial means,
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145, PYSICAL DOVHDAMIES.

SITING _

The location of an arts Gallery lilke any other cultural buil i:. s
is determined by the functions it eerves, There are three locaticn
posibilities,

1, Site of listorical or cultural importance.

2¢ Site of Educi:ilonal importance closc to institutions that meav
need the service of the Gallerye.

3. Site in parks, ncer tourist attraction points ete

From the function of these particular Gallcry and the atkitud
of the Higerian Ih3lc towards the Gellerr the designer has been
pragapked  to chweose the third one. for the Zollowing reasonse

i. The arts Galliry as an institution or coicent is still new
to the Higeoian socidty,

ii, Lack of adeguate avareness on visual arts,

1ii The need to hold the creative genfus of the Nigerian artist in
public trust.

iv The need to uvse indigect means of forcing people into the Goli.ry
(through the surrounding facilities) hotels, clubs etc,,

wThe notion il L arts galleries should be given classic treatment

or retardia «'s on acnive of classic arts hes become obselete®
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For these and sone other reasons the arts Ballery is located

close to the proposcd Makurdi Hotel,

1,51, PHYSICAL GOUIIDARES
The site is bounded cn the North by Lhe river Denue and to
the North Wcst iy the site for the Benue llotel., The Catering
flats and the site for the Makurdi pest houses take i1t share the
Southern Dorder,
Porhcrcourt

Oon the rast however is the Kano//with account Rail roacy’

(see fig. 1.51,)

1,524 ROAD MET LiOIT

Presently the road netweork is poor although this is not
perculiar to sic alone but tc Makurdi ¢s & vhole. The only access
road is that constructed te link the Eowmn with the Mﬁyurdi Hotel,
Since these twe sites are close the road could serve both of them,

However tiwre arc plans as seen in The proposed development
plan to construct morc access roads witiidn the site, It is aisc
hoped that by the time most of the projects on this sitc take off
more roads will the constructed,

For the purposc of this project the designer has carried out

some rescarc: on the traffic around the site and has proposéd sonme

road outlincs, {see Ffig. 15 2a, b, c.
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1.7 ACUUISITION OF ART ORKS.

In any gallery organisation whelther private * or public one of
the crucicl proclems is the acquisition of the exhibits. Unlike
ethnogranhic naterial which coula be acquirped through the enforcement
of governmentael laws on antiquities; arts workswhich dues not fall
into the group of entiquities is difficult and expensive %o acquire.
There is hardly any governmental policy on this issue,

It is however possible to ennumcrate scme of the ways by which
art gallery organisations get their eihibits,
1e In most cascs the art works are bouint from the respective artists
and then exhibited in the gallery. In the gallery however there
is a possibility of reproducing the woriis in form of cards and sold
to the public, This is subject to the copyuright law l.e the artist
although sold the art work to the gallery organisation reserves the
rights of getting some renwerations from the cards solds
2, Voluntary denation: -« There ec2sions vhen some gallery organisation
ask for donations from artist whe in response donate some of thelr
works frca of charge to the gallery., 1In such a case nothing is paid
for the worl.

3. Por tho purpose of popularity and advertlsecment some artists
send their vorl:s Lo the gallery organisation from time to time

for exhihition.
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Also in such & case the organisation payvs nothing for the work,
4, The Gallery organlsation could from tine to time employ the services
of some artists., 1In this case the artisis arc brought into the gallery
workshops and he could produce the type of material needede In such a
c.sc the artist will be paid some renumeration as earlier agreed
upon but not buying the work from him, This is a property of the
gallery and no copright law could be effccted if it is reproduced

These arc some of the ways of by wiich artworks could be

acquired or csllecteds



CHAPTER II.

DATA
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2,1 DATA O L.OCAL_AND INTERNATIONAL EBXITSITIONS.

" - - .- - -~

4TI NATICHAL FESTIVAL ON THii ARTS

2071 NiC, 1974=14TH JAN. 1975

LDRTE ... ... ._NO OF VISITORS
8/1/1975 14
9/1/1975 66
10/1/1975 139
waners o\ e
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----------------

NATIONAL EAICDITION 2ND-9TH OCT. 1976

DATE

- . R R T T B RN PI

~NO OF VISTTORS
2-10--76 117

Am10=70 126

-

51076 165

Gm 1076 154

.

T lU=76 263

v -

0=10.76 . 152
9=10a76 ' 454

:
:

................. ...f. - 159 —— et
i

1650

- - P T

* NOTE THE ATTEIIDANCE ON SATURDAY
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221D JAN = 12TH FEB. 1977

DATE ... ... __ NO OF VISITONS
23e1m77 a
24w1n77 48
28177 108
26m1-77 83
A L E 189
20-1u77 : 108
29w1w77 g 158
30-1=77 ' 209
30177 i 104
Raedia é 110
el 1 ‘ 87
e T ‘ 74
4e2e 77 134
Se2e 77 : a5
G T E 173
P T E 72
Bl 0 % 160
D 7 : 177
10023 T2, e e s ommae D eriterio Bt i i i
TOTAL - L BB s
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DLTE
ot o o e

TeaGmT9 26
GG 79 36
9679 25
100e679 i 57
140679 { 29
2ea6m79 E 16
13w6m79 g 22
14-6-79 g 13
15m679 : 26
16679 | 3
10670 l 6
19679 74
meds 3
DOMAL bl 296 . .. I



TYPE DATE
MATISSE ~ | JuLY 1968
VAN GOULH OGTs 2068
FRESCOLS -

FROM LOREUCE| APRTT, 1969
POP ART ! LY 1969 |
‘ '
RODING ' JAN 1970
. ]
KINETIC & i
t !
CELTIC /@S |SHPl, 1270)

DAILY AVERNAGS

29,

LITCRNATIONAL EXHIBITIONS
EXHIBITIONS, VINUE = THE HAYWADRD GALLERY

o —— O = S~ g,

- -

OVER_60DAYS n

L DT

PERICD ARTENDAIICE
“OVER 60 | 115000
OVER 70DAYS | 200,000
OVER 13DAYS | 126,000
OVER 38 DAYS} 26,000
OVER 71 DAYS{ '170 000

12000

2000 OR 200 PER HOUR

]

e I e

R e

PEAK,

. e —

“"§800 ON SUNDAY

7000 " 1]

5000 ON SUNDAY

L e
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EXHIDIION OF WIGERIAN CONTEMPOMARY AllT.

DARAR=SEHILGAL 25TH NOV.-7TH DEC, 1900

PRINTINGS 38
SCULPTURES 24
POSYTERS 9

PARTICIRANTS 30
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— L ]

EXHIDITIONS 4lD POPULATION COF JORK3

NATIONAL ARY EXHIBITION

EXHIBITION IALL-HATIONAL THEATRE LAGOS

e I e T o s

SEPT, 25T!I = OCv. 1ST 1980

PRINTING 69
DRAWING/PRIIIGS 32
SCULPTULE 41
MISCELLALIOUS 17

SCHOOL EXIINIYS 23

TORAL 191

NO OFf PARTICIPANYS 104
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ART CLLECTION.

THE TEMPORARY HATICHAL ARTS GALLERY

NO OF ART UCRKS,

PAINTING 1 122
SCULPTURE 74

PRINTS (¢ DRAUING 106

TORLL 302

. b A R A R E R R R BB —— BB

GONG GCALLERY = 100
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MCNTH TEMPERATURE, FCR FAKURDI

mp_:_'r_[_{_/'y_zﬁ_g_ 1973 1974 19'?5 1_.5_4_'?_6 1979 _VMEAN

T R e e —— - = s .

JANUARY, 35,61 35,7 ] 33,7 34.3 | 32,8 31,4

i 0 A G A s r VPR AL i S — Poyiag o 5 R,

35031 3645 1 37.91 37.0 | 3640 | 3645

....... B e e f————— . & . s

FEBRUARY

L]
MARCH l 3040 3G.7 37,7 3740 3646 36,8

st R NP . ERur— e N T - -

l‘\PRI.I-I ------- 3 .ﬂ_‘-._?‘ . .3‘5‘.-0' L} -3 2 - 2 -‘.13'. 9 | o 18 3-5..:’1
MiY i 31,9 32,0 i 33,7 31,7, 32,3
i % | o% i Gl .! ....... ‘......_..-—.....—1—_,—..—..--.-.......-4.--&——4—.
JUNE ! 30,7 | 30.6 | 31,7 1 31,1 l 31,2
—— s . - (S o m—— - i R

samale g ""“l"“““‘[“""—‘“’l"‘"
’ " 4

JULY _{ 29,1 | \ 30,4 ! 29.8 | 2944} 2947
b
3

fmUGUST ' 2932 ) 30,0 ! 30.5 ! 30,1 : 29,3 29.8
ST .. 3.29:2 }. 3040 1 3005 ; 30,1 }29.3 | 29,8
b ¥ . 1] b
SEPTEMBER _: 31.1 1 30.0 | 3009 : 31,5 }30,3 } 30.9 _
: ! : : . !
OCTOB“R . 3%.73 1 S’l. . 32 7 . 31, 3 v 33,3 § 31.5
» .‘...-.._.L_..p......'- - --—--—.:—- ......... :-----_..__.

NOVEMBER __ | 32.7 , _3_2_..9' 34. 64__33 o4 1 33,3 | 33.4

D 1 U e L C I e
»
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CHAPTER THREE.

3.1, RELEVANT STUDICS
Desisn failure can be likened to Karl Marxts concept of
societal poverty,
Before llarl Harx societal poverty vas vicwed as a
Failure of individual but after Morx noverty was recognised
for what it rcolly is - the failure of arcanised soclety,
In the suae nanner therefore desion fallures rosukts
frem the follurce of the diseiplines involved in the
design viz-apchitecture, Engineering, soclology, Psychology etc.
Having realisad this the researcher underwent the
following zclevont studies.
Sociology -- Behaviotism/culture
Landscape/planning=Kodology
Enginecring - Lighting
psychologyy « Perception,
Enviromwntal studies = Hazards,
3,11 BEHAVOUIISlis USEL]
Human behavicur appears to be the more correct Onit
of analysis, it has characteristics uliich are relevant

empiricclly verifiable and they arc operationaly definable"

- studer
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Gena:ﬁily the human behaviour is caucca by three interdependenc
classes of phenonena~ genetic endowment, history of integaction with
the agistin cnvironit.nte

Studies have been carried out tc £find the behaviour of gallerxy
visito®s while in the gallery and they vere able to group the visitors
intoc the follouing classes,

The apt literoles: - these are art scliolars who have a deep
knowledge aboul the vork of art, They normally carry about papers
in hand takin: down notes as they move along in the gallery.

Thelr interest lics in the quality of exbubiis and the methed of
exbhitions,

The second group cemprises of literates but not in arts.
people in this group are interesﬂzin reacding all  they can find
about the particulir painting due to their yagque knowledge in art
and the tendency to increase it, The third group comprises of
illeterates who can neigther read por writce ~heir interest lics
in the forn and the cgirience of exhibit. They are fond cof touching
paintings, cmbracing sculptures probably of a Dbeautiful girl exhiositod.

The forth group comprises cf professionals such as the architects,

Engineers ctc, All they are interested in vwhen in the gallery
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is the component of the puilding which is relevant to their
descipline, The architect will be intecrcsted in the form, the
Engineer in thu structure and 34ghiing in the Gallery.

carried out on gallery

Another study is on the research/visitors to provide usful

useful guide to the type of paintings exhibited.

Although I wenXt go into describing thc method used here the
result was thot neople like what they are familiar with mere than
knew exhibits. Also it was discovercd that the concept of what

is food or had although depends on taste tends to be the same 2ll

through
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3,12, CULTURE

Culture finds its visual expression in the art it produces.

The cultural influence of an arts Gallery is not merely through
the works it houses or the aéli;;:fgstzrlg‘ c.ir:te Efgr{'do fut throu-._zh
spiritual climliate cne where the aptist can find enrichment

for his vorl and thought and where the publlic can absorb that
artistic culture which the modern spiritdemands.
There are two points here to note viz
= The culture which is expressed and
=~ The artistic culture, The former necessitates Jooking into
the cultural elements that exist within and the second
relates to the resultant einvironement - a judicious juse
of the former to produce the required achitectural form,
Some of the prevailing cultural elements are found diagramatically

in fiqg(3: 12).
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3420 LANDSCAZE

-

To live in a place is to experiment it, to be aware of it
through the things that exist there - thce sound, smell, the feel
of stone metal und wood, how they loolk from Jdifferent physical
and psychic perspectives and at different scasons of the year,

In no doubt this awareness is conditioned Dy individual
physical and psychological variable «~ the scale of our inquiry,
taste, the c.. tent of our experience uvith dilferent types of
landscape anc our location in space,

The success o any landscape thorefore depencds on peoples
reaction to the facilities proviged »~ hovy much awareness 1ls generater!
in the visitor,

It is tlis sense of awareness that lcd to the holdeclogical
research, observation and recommended practical application,
3421, HODOLOGY ~ (Hodo = the way)

This concept is based on a rescarch carricd otit to find out
the behaviour/attitude of people towards facilities in public

places,

THEORY

THE [IODOLOGUICAL THEORY POSTULATES THAT VaRIQUS PARTS CFf A GIVEN
ALREBA AV DECFERENT VALENCIES (valencics being qualities that

either atiragt or repel visitors (Landscape Vol)



41,
OBSERVAZIONS,,

1, Other thin s being equal, The perts of the areas near the
m2in entrances and parking areas arc used more intensively

than the distant parts (see fig 3.21)

24 Concentrations of wvisitors occur at a number of focal points
such as open-:dg cafes, playgrounds, padding pools, Lidos, waterfalls

and top of hills (sece fig 3,22 )

Fiq 3.22-
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3o The border zones of two .relatively homogeneous areas, of
beachés, banks of water and edges of woods have yreater
densifics of stationery visitors than the more central parts

of thesc arcas. This phenomenon has Deen called "edge effect"

in analg@gy with similar tendencies observed with breeding birds

fa T e
inv . Ve BN *0\4
1 tan W

’." L;i}_ \l&:. - + w ')‘
} (1 “\. _ J\ Yoy
. ‘ L
A %""*‘!" v *ﬁ ’\rjt"n

I‘\
rig 3.23

4. There is an*“island eflfect" which is to be regarded as an edge
effect on all sides, This can be seen when clunps of trees

are placed in an open area and where ¢lades are found in woods.
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i

REAS 1S
These can be attributed to
1, desire to have ygobsipnacted views over an onen area coglined
with visual ~cover in the backe
2+ Uncousciogs nctif, of occupying a bit of ground for mnscir and
ones own qroup characterlsed by natural boundaries on at least two
sides so thagfﬁruup cannot be Closged in by other groups occuLyin:
adjascent parts of Lhe area.

All these follow the concept of individuzl or group terpit: ry

- The polarisation ef’ect,

HODOLOGICAL ASERCT O.' THE FINDINGS.
1, Barricr

2, Physical Distance

3. Dense woods

4, Orientation Diificulties,
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PRACTICAL APPLICAIICI,

1, Pole 7.satlon into busy and quiet parts can be increased by
concentrating attpactive features in focal points near
entrances and parking areas or decreased by locating such
attractions in more distant parts,

2, Up to a certain point the capacity of rccrecation areas could
be ralscd by the creation of more edge ond island effects While
the use of certaln parts could be discouraged by removing
elenents that create such effect.

3. Planting could he mnade attractive by making glades in them

4, The reacrcational valuc of waters can be increased by making
more banks accessible to visitors and by morce iselets or
penisulars,

S« Oblonc Lakes pet.ls, parks, woods ctc or tiwe vhole offer mor::
possibilities for attractive spot for recrection than those
with a mainly square or circulac form uvhere the edge zones ar~
minimal in relation to the total areca,

The general principle is that spots generally censidered
attractive offigp Somc amount of visual and territorial screening

combined with a wide vlew of open spaces or expanses to water,

Ref. ' |
Source of Information: - Landscape ( liagazine) Vol.



45,
3%, LIGNITIG

The problem of lichting in an arts gallery cannot be overcmphacized
The problem is bothi physical (deterioration ol exhbits) physicologicil
(perception . and psychological (noslalgia),

There are tvo main sources of lighting in the gallery viz
natural and artificial, The question is which is better,

"Natural licht should play a vitel vart in illumination.
The visitor must bec able to relate teo nature momentarily from
time to time -~ to actually see  .at teast a small slice of foliage
sky, sun, water. And the effect of changes in weather position
of the sun, seasons, nust pPenetrate the building and participate
in illuminating both art and observer. The creation of the
ideal total visual dituation, of course involves the physics,
physiology, and psycholoyy of it, i.e all levels of perception,
But we arc not after a measurable physical quantity, er a physicelogical
reaction; we arc aficr a psychological elfect tiwough which the
museum/gallery visitor fecels that both he and the art bhe came to

see are still a part of the real, rotating chanceable world',

ichn,
"For art musecun natural lighting is still advisecable, but this
must be supplemcinted during the darker hours with actificial lighting
The later 38 never as poverful as daylicht and is also more trying

to the eyes, as with artificial lighting the pupil cannot adjust
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itself so consistently to the constant changes of light and colour
valentier,

Helle Van Gelder,

The choise of naturcl or artificial lighting to he applied in
the gallery is guided by preservation reguirements of the expibits
on one hand and the physiological and psychological comfort of the
gallery visitor on the other hand, The ain therefore is to strike
at a balance betweon the two.
i crnsilering
At this juncture it is with The qualities gum properti .e

or advantages and disadvantages of naturcl and artificlal lighting

if any juditious chelsc is to be made,

Natural 1lijhting

Adv,

1. Natural light is living and dynmaic

2, Creating diZfcrent impression from minutc to minute as its own
quality varics.

Disad.

1, Contain ultra violct radiation which causcs deterioraticns - fading

in paintin_s.

2. It is so variable in quality and quantity Caccording to time of

day, ycar, chimatic conditions) as to neccs itate expensive and

complicated metheds of contrel to avoid ciieessive exposure of

collections,
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3. There is golar cain in summer and loss in winter accounting for
physical chanies in materials for painting or drawing canvases.

4. It only pernitsz a single storey, top~ lighted structure,

ADVANTAGES,

l. Contain less ultra vicolet rays as comparcd to natugal light.

2s It can Le controlled casily - yscd to pinpoint exhibits,

3. Both the intensity and direction can Le controlled resulting
in display fleniibilty.

4, Tt can be uscd vhe ¢ the possibility of notural lighting is

remotey facillitates multilevel display galleries,

DISAD

1. It is stotic thereby causing visual fatigue and physiological
deadening.,

2. It generates & lot of heat when incandescont ¢ light is used,

3« Incandesccinc licht contains a high proportion oi red and orange
rqys vwhich chinge the look of certain colours,

4, Flourescent licht ¢ives an impression of couldness and changes some
colours as wella

3.32. PROBLENS, TIVOLVED, IN GALLERY LIGHTING Al POSSIBLE SOLUTIONS.

1. Presence of ultme.- violet rays.
Both natwral and artificial light contains scne ultra viclet

painting )
rays which accounts for deterigmtion in if it is not removcd,
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The rcmovel ic cffected by the following methods:=-

1. Use of thermolw: «¢lass
and
2. Use of polyvinyle . acrylic filters/absogbaegsover windows and
flourescent lamps,

one of the nmajor problems of Gallerv lichting ig reflection
both from the top of show cases and heads of Gallery visitor:@.

This can be avolded hys
1. Elimination ol side windows
2e Use of adjustable louypes when lichting 1s from above, This

helps to direct the light into the display surfaces,

LN S adjustable screens

GLARE

e s S

Glare is caused bys
1. Abrupt chance is luminous 'ty and intensity as one moves from
one },ightimécm},‘-.tion to another.

2. Licht rays coming directly into the visitors cyes., Sky glare,
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This prolicin can be solved uuing intcarated lighting and

aizpcon U tionlne uhich helps to rewmov: Ll heat cugents radiated,

34 LENRCT.HIuN

In dicevasin, visual arts, percepiion can not be overlooked.
For a ful) un »r standing of ari wver':z thiore is need for the
consuiouns us. ox all the senses involved in perception but that
vhich i we.t Lopeortant is the visucl peiscention and consequently
the use of the eye,

Fitll text on visual perceostion con br read in any book on
phnysiolo y, ‘“he part that will bLe le:lc with in this chapter
is the psychological and physiological woning of lines ond shapes
The arcnaltcct 1ile any visual artisat can usc lines and shapes to

axXpross hils cuotlons visually,
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LINGG oD O5 283 Ji5UAL CONOTATIOMNS
Lin a¢ shanes which arc vertical

giv. o Jwelinc of strength,

UG o ,.;ugj;_: nd_stability,

vdiv.s el shvpes which are

— i ——— - o s -

: =3 horinont i indicate calm ness

_— .- - e ——— B e 5. # P o o — o w ——

Diagoiile  nd polated shapes

]

y / expics oo vitality onpd moviments

- = . - C e —— — o w CRE S " mem s . e e e —————

Squeri o oonw roctangles are associated

|

. v —

i Cm——
i : vdthast DALLLly cand permanence.

- i T, e - s oa - i e ———————

- v o - - v v - - - ——— —ram # t m LR - s aymem s o S

CGurved lin s and form suggest
; smo S cne gepkly- ©lowing

u : move:vznt flurdity,.

Civcel} o five cousequent forms

H : ' are synbols oi continuity and eternity.

- B N R o b —— - ——— e & s

S Tl tri uqu]dr shape comprises

threo convercing planns
= rosuitin  in & closed concept,
. . SRS EER AR B

T eLLii.s oy’ shapes (visucl awesoirone ) by Froderie Palmer
g tenfords
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Hich rolsive humidity causes ti: wood materials to swell an
and dryiln: vhen the ReHe is less o This res 1ts in concave and
conveoe wifcel in the painting, wir: L., , dislocation, between,
parts, spliltiy; breating of fibers,

Modes ol diteriorciion includes
1le Choroe: in cize and shape

2¢ Chenici? .eagction

3. Biodctoriiion,

The rise nd fall in the a I consequent upon moisture
absorption (swelling and modsture loss (dryness) respectively
regsults in owrping, distocation between parts splitting, breaking
of fibrog ntt,

Cheniceal leactions

Thisz i moinly in terms of

Ceyosion f metals

the fi.din of dyes and the wealiening of naper and textils
Bieodeleriorition

Thic includes the growth of moulds 7k@eteria,infection and
the destructive activity of insects like termites.

see scction oun termites.
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Solution in
The main solution recommendzd and used in most galleries
is eifective air conditiondbg with a rocorwended relative
humidity level of 55 ¢ 5.
othurs include the use of dehwiidifior
Show caces,
Recomiendaed i g levels for differcnl types of exhibits in a
humid zonc/hunid ¥guoics
65% Acce, tubl: for mix, ed collection in the humid gopics
55% Widely rocomnded for paintings, furniture and wooden
scui tuwe in Burope and satisfactory for mixed collections
(May cwuvse condensation and pos ineg Jdifficulties in old
builainges)
45=55% kL comprorig: for mised collection ani where condensetion

nay be a probleme.
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rmiay ac wa2ll Do e best level for tentilesz ond payer exposed to 1lig:
4015 9. Tdeal for metal only colleoctions,
Acce table for museum in ari|zonc exhibiting local

miterials,

MOULD LiQUTH

This is ve'y important due to the defacing action of mould
to orginic mrit r nresent in paintingo,

Mould yrouth can be prevented by lLeepinu the ReHs @5 low

as 65 = 75% wiiilce bacteria requires lovier ileile

TERKIT:S
sinc: most of the drawings are nde paintings
on peapaer, o giles and wood mere attention is wath paying to
the destrucitiv. activities of the turmit s. 3Jpecies include
1a Tip coula (cloll: moth)
2 ilofuonnoails (Brown House moth)
3. ¥Wocd inhabiting species in the family of calotermitidae
8, Those in Ui: family of hodotermitidac which are active in

destroying

materials containing celjulote, curtainning ,

ck thrs, Lwools, tharch, wall paper cic,
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~ Over 1900 sveclies of termites arc distributed over the tropics

= 50 specics constitute various threat censing considerate
damauve to wood and cellulose materials,

5. Specic: of L families of Rhinotermigidee and Termididae.
To = 11limin t> termite there is need for the study of its

life ol habitetion, This will not ho discused here for

further Jdelalls pead the book Design for the tropicse

Possiblce zseolnticons includes

1, Use o7 chuidc:ls

2, Goul iarchicoctura)l detailing

3o Vepdll tion of basement levels,

sec dingrom on Architectural detating,

PETERIOC.L WT U G JLiHIBITS.

In ti.» vorious sections many refercancs were made to
deterior«tlo n ol exhinits in trying to liscuss such elements
The priveipnl causes of deterior<tion dn the arts galleries
includeg..

1. Ltoht
2e Relative unidity

e & 1canzg.
3. Polutan':s
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4, Licit ond lelative humidity werk toge Cher to cause S50% of the
deteriorition vroblems in the Gallerius, Although the
scolution Lo thic 1lie mainly in the Lincu of the curators

much contl’ i saved through good and careiul architectural
detatl in: nholoon an architect covld Ho this theweis need to
know the Hroblaons involved andégﬁc sane time work hanpd in

hand wlth L ewator in order to produce , Without going into
full text oi thesc two aspects which could be read in any pook
on Gallery cocions some studies nd recounendations will be
mentioned,

RISCCHMIE. LNITCLS

Hethods; of lighting display and ansillory areass and
reducin ; cxhinit deterioration describ «l in its reports
1, Reduction 0f U.V. radiation
ay cll'yiin Llon of the U.V. Componcat Zrom the lithing
use of 2ilgues over windows an' £ilters over
{see section UaVe ) light
be Linit Lion ox illumination levels to timo
Ce defined lovols is a means of prucerving light sensitive
makbt.riill or eXhinitse.
de seduction 7 tixe of exposures.
Thiz "nd +tho illumination level vive rise teo gertain average

stondare” rocomiended,
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le A mozlinug secvice value of 50 lux  i5 suggested for such items
as wat:r celourss, prints etc,
2¢ 150 imin maziioum for oil and temerate painting, weoocd and

lacqucoc,

ILLULINNCION L/

Viecual 11lvesion, fading and other forms of deterioration
cffect in puinting are direct functions of illumination both in
intensity auc¢ Gurelon.

The illulrivsation level in the arts galleries affect the
visuul apprec’ Lion of exhibits and could ilso increase or
decrcase visual fotilque which is ene o the problems eoncountered
in the gallery by gallery visisors.

Diffcrent tyvoes of drawings roduire different illumination
levels, An L2Tumination level which 1n too light for oil
paiantin, and ravestry could be too ull for water colour.
Therefore “hege 1s need for a compronice between the type of exhibit
and the L1lTuminsLlon level or intensity is often quantifized in L

terms o lwi unity
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Illuninc~ion «bhjacks Recommended | Vaellae of

1 011 and! tommera’

Feintingg, Licguers 1501 ux

24 Objects soecific:lly sensitive
to li bt « tostiles, water
colou.s, tencstries, prints
an! dravin s, paintings 501ux
in distonpere Tempera . painting, wood and lacquerss
REJ.\TIV.: U JDXVY.
The rise cnd fall in relative Hunl< ily consequent on swelling
and Jdrying of c.ihibits copould with 114t cause warping
pllling and £olin: in exhibits,.
Generally 55 4 5 % relative humidly i1 recommended,

BOLLUZAT

)
-
- -~

Air pollution is almost entirely causcd by the burning of
fuels from domcsiic, industrial consumption and combustion engin...
Most gallexlics located in industrial arcas face this problem
of pollutin 5 as experienced by the National Gallery fLondones

The lellutonis include solid, acilic aixl oxidants,
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Soli. » cticulates include &cror.ls, penticulates, smoke,
duszt or grit Ll-y have diamenters as imcll 4s 15«20 microns.

anotl: x Lype of particulate is Lhut which is givoncoof by iew
concrete an' coucnts. These are ulbrafane particulares at the

low enc ol Zhe an e (0,01 microus ) which will readily pzss

the usaldl ..1lr fitters. These _articul .z are alkaline enough
to cause Jone o to hardened oil paini, silk and certain dyes

and pilgmenis. Thaip presence can ba dJdotected by passing the

air throu h ualtoer, Theiy effect cin be renedied by facing

the anterlor concrete surfaces or by uceling with a suitable paint
or varnish = "orehiy

Remov 1l o partijchlates,

Thi: ¢ n only be done by full duci d air conditioning so that
the whol: of the room air passes throw n the filters. The only
alternative i o deal with indiv.dual shéuctses,
Electront. tic preciputation (electruv—filter ) are also effecient
in rencvine particulates but their hi h ionizing character is
a Mmiting Fuctor,

Dust con be reduced by planting deciduci” trees in the

path of tlw wind carrying dust,.
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The we.ln constitutents of Gasuous pelluttants are sulphur
doride Zor and olher inorganic ox’des resulting from the burning
of orguidce wntlers eg fuel, petroleunm -~ coal

For cittra studies on Yallery pollulion read t#he Museum

environncat,

NOISE Il QGALL.slbkS.

One wvonce. s when designers cur ‘tors ot congerned about
noise in ¢.llaries of visual arts as 1 it is performing arts,
The redoons ore not far fetcheds The gullery visitors not
only suel: vizual comfort or satisfoction of visual eorsksity
but far beltond tlils = the knowledge which: the art work embodies,
Before onc con attain this knowledye silence has to prevail,
ANDARD "L Lo.a cialled art the VOICIED OY A SILENCE for only silence
prevail: il oo knowledyes
LOUES Nailli = Sllence is the beginning of art and he wrote,

"Je c. nnovt “lerefore, presume thiat acothetic consideration
exis: ot the beginning. The beginning of art is in silence®

It 1 & »lain touth that the sclutlon te any problem is 2
inhereal in the nroblem itself, This j;mli s that if we know the

nolse « “yvpe «nd spurce then the solution con easily be found.
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SOURCEZDS  OF GAlWLllY NCISE.

1, Nois from conwnrsation betweon visitors

24 Noise fron 'x callery floor as the vi:iltors wilk alonge

3, Noise producod as a result of cchoes from walls and and
bt r raflective surfaces,

4, Faciiine neige from air conditioning plint, fan and ducts,

Se liolsc fwonr Lhv: kitchen, cafe, rcfr: shment rooms.

6, Envivouwental noise from authomobils ete,

SCLUTIULNS

2roblons 1, 2, and 3 . eccure in thi gallery proper and
S0 ecan bu solvad bye
@, The use o uound absorbent matericl: on wall, ceiling and
some rolective surfaces.
be The Zlock should be covered with solt meterial (cape ting,
tiles cte) incooad of hand conerete cover,
3, Reflectiv: surfaces could be rouciin.da

Jith vrooer location of the Adr conditioning and plant rcoom
and prooor ductine the noise problem in llo 4 could be reduced

to winlimin,
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In vi v of ihis the air conditiondng room could preferably
he located in Llc basement with ool accoss to service
route,

The: nse: o0 centrifugal fans in the duct, circular ducts are
somc ol Ciw wavs of reducing noisc in the ducts,

Holse sowess In 5 and 6 are both cxternal and can be
sclved Ly licasoent of sound insaloting materials in the
exterrnn)l w 1ls, .nd interconnecting Jdoors to be treated with good
sound insulatlin, wmaterials,

"It L& my belief that it is of the very essence of every
problem "1 ¢ it contains and suggests its oun solutions.

This I Dbeliove €., be natural law' « Louis Sultivan.

el Ly

Sing. art uork is expenslve to acquire the gallery authority
needs to speiki « lot of energy and r cources in ensuring its
safcty, Althiouch the onus of this lics meinly on the

authority guod zrchitectural design and cisplay technique can help

in reduclyy cascs of theft in the galle v,
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Solutions include

1, Positionin. of security Gaards al catronce and exit to

and fron galleri s and some other impo ‘Lunt points , Infact

the best way is £0 ensure a visual connecclion between all scecurity

polnts,
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Use of burjulir alarm with link to sceurity points,

3. Use of shw/ cuscs. This reducts cascs of theft and at the

same time pr.scals the gallery visilors from fopdling the

exhibi. .z, ovever problem of reflcoction and denial of the

sense ol touch il feel (perceptiun) are sioctemings of this

method,
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HTE GLLLERY DEPINITION i} CASE STIUD“Y_-
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CHAPTER FOUR .
LRTS_GALLZRY DEFINITION.
The problem of arts gallery definition cannot be solved without
looking at the functions or purpose which the gallery is to serve,
Thus it beconcs a matter of the perspoective from which we look at ite

as an institution or a concept,

Howevcr there are attempts to give a general definition and the:.

are some of such difinitions,
- That arts gallery is where contemporary works of arts are exhibitecd
~ That arts gallery is where works of living artists are kept.
- Tﬂat arts gallery is where works of arts are processed (put intc w
to use his own words) Shina Yusufu,
- That arts gallery is the recipository for arts worke
The definktion cof the arts gallery could be better explained i:.

ferm of its role in the scociety as a creator of cultural awarness.

education, socicty enlightenment and the preservation of our art . =T

4,11 CULTURAL ANARENESS

A8 earlicr stated any culture finds its visual expression in tr.
arts produced in that cultural societye. This implles that throu.h
the art vorks produced within that society the people will be able

to know about thelr culture.

- B
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The paintings, graph ics and drawings provide a visual explanati -
to what cultural elements exist within thot soclety,

It is pssible to tell of any artist about his origin and art’
through the arts he produces. For example most of the productks
of the Ahmedu Bello University art school produce paintings depicti .
the Northern culture 1ike the Durbar, the beggar etc, The terra

cota of jos gepicts the Nok culture etc,

4 412 EDUCATION

The place of Arts gallery ip our cducational grogramme cannct o=
overcmphasized. The arts gallery could educate the public through
the organisation ¢f workshops, lecturcs, symposiums and art films.
This is not important to the students of art alone but to the whole
people around since it is necessary for everyone to be aware of his
cultural heritage which could be derived from the Gallery,

Apart from the points enumerated above the gallery offers
tremendors assistance to pedple who want to widen their knowledge
of art through the exhibits on display in the galleries, This &ic:

artists, historians, laymen, Resturers etc,
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4,13 ERESERVATION OF ART WORK.

one of Lhe principal goals of the Gallery is to preserve i
arts works acquired, Due to¢ the expensiveness of artworks it is
an expensive risk for any CGallery organisciion to neglect the
preservation of the works it has acquired,

Several mctheds are adopted after the realisaticn of the cuas:s
of detencrotion of artworks. This @gpect is treated under
detericration (sce chapter three)

The gallery also maintains a good restoration Unit to restor
any work thut must have been damaged as a result of rough handlirng

or deterio®~iicon.
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421 ARTS GuLLERY IM THE COUNTRY.

—

1f there is any part of our life thot is highly neglected it is
the visual arts thus it will not be suppining to note that there is
no arts Gallery in the country apart from the temporary one in the ua
National theatre cnd some small privatc galleries littered about in
small officees « private rooms etce Such private galleries include
the Gong gallery housed in o small office in tafawa Balewa sqwarc Lagos,

The Temporary Arts Yallery was born in 1974 after the Great
Festival of /irts and culture FESTEC) . Some artist suggested that
some of the artficts exhibited during the fustival could be boucght
and kcpt. onc of the agitatérs is Mrs E.Ce Oqunsimo who has been
the Gallexry manaccre

The Gallery is housed on two flooms linked with a stair case,

The first Gallery cverlocks the court in front of the entrance
Ae This houses the work of Nigerian artists, On the second floor “hich
is gallery numbcr two are located the portrait gallery, gallery cf
Nigerian heroes, gallery of foreign arts, and graphic artse

Since it is a temporary gallery and most of the internal
construction werc still in progress at my time of visit one cannot

critdcise the gallery so much.
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71.
CHAPTSR FIVE.
Gallery objcctives and functions
1. To serve as rcepository for artistic creation
2. To promote the creative Genuls in Nigerian art and that of the state
in particular,
3. Tp pkcmote research, art education and recreation,
FUNCTIONS,
1. To acquire ol collect Nigerian works of art, Mainly, paintings,
Graphics, sculptures etc.
2, To organise art competitions
3¢ To orcanise workshops, lectures, seminars amnl conferences,
4, To maintain a documentation centre on art and artists,
Se To increcasc circulation of art works and increase revenue through
the reproduction and sale of post cards subject to the copyright law,
6 To serve as B recreation as well as a tourlst centre
7« To serve as an exhibition centre for local and international

exhibiltions eithcr by individuals or Groupe
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543 SPACE_ALLOCATION

Area of land available = 3 lectures.

Anticipated total number of collection: 3000

Total number of axhibits to be displayed at a time = % of the tctals 7.
{This recommendation was made by the Gallery manager, National theatro
Lagos)

wWith a gellery width of 10m and a maximum hanging height of 5.4m an
with the use of the method of visual angle the following spaces are

are requircd foi: the exhibits.

EXHIBITS TOTAJ, __ 110 EXHIBITED AT A TINE AREA/ONE __ TOTAL AiSA DE '

Painting(larged

1000 250 In? 750m°
Sculpture 500 125 sz 750m?
portraits 250 62 145m° 931
Graphics 500 125 i 3750°
Nigerian Hercocs 100 100 3m2 3QLm2
Foreign Arts 650 162 ame o aeel

TOTAL 3000 724 2754m

—— ———— i 8 it & * . e E— e — -~
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MUSEUM OF MOLELE ARTS

ok a

COLLECTION 1. off collection in the Galleries

EXHIBITS TOMAL, NO DISPLAYED AVHA/ONE TOTAL AREA RE(.
e e met i mnmmm semnm e D S0 T IMES e e e

2 : o 2 2
paintings a0 63 3m 18%m
Portraiis " 63 186 145m° 24m°
Graphlcs 125 32 3n Sem
Forelyn arts 163 41 ' 3m? 123m?
TOTAL . G0% A3 oAt
TEMPORAAY/TRANSIENT EXHIBITION $PACLS
Exhibition hall 2 = o . 251,30m2
Exhibiticn Hall 2 = 'Q: 78.5m2
OUTDOOR. EXHIBIXTON o
EXHLIBITS TUTAL NO AREAJONE TOTAL AREA REQUINNLD
Sculptures 100 - ’ 6&2-_:'* N E 600m2
GaLLERY ADIINISURATION R
Gallery mangger o ’_ 12m2
Assistant Gallery Manager R 8m2
Curator L C e 8’
Gallery exhibitioncr 1 o Tﬂf‘ _ 8m2
Gallery exhibltioner 2 hE mz

2

aAartist p am
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General office = ‘16m2

Tctal = 55m2

MOSEUMN ADMINISTIATION

POPDLATION ARENA REQUIRED
curator 1 12m2
ASsistant curctor 2 B
Museum Sxhibitioner 2 Bm2
Assistant Huseum 1
exhibitioner 3 8m2
General Office (typist/ >

clerks 16m
total 56m°

TEMPORARY EAHIDBIVICON ADMINISTRATION

POPULATIOHN ARES REQUIRED.

Chief exhibitioner 3 12m2
Exhibi tioner 2 an®
Assistant cxthibiticner 5 20m2
Exhibition technicians 2 o’
Attendants 10
Gaperal office (Typist/

clerks 3 16m2
Messengagers/security men 10

Total 68m



RESTORATION UNIT

Restoration lab
Restoration ofiicer
Restorers

Lab technician

Lab attendants

Typist Clerk/llessengers

76a

POPULATION

2

1

TOTAL

e B O el -

BOCUMENTATIOCH UNIT
Administrations
.. .11?8

EguiEme nt Room

- — ——

-

TOTAL

REPRODUCTION UNIT

Departmental head

Assistant departiiental head

Reproduction lab
Artlsts

Typist/clerk messengers

- e Wt

s b A S A B R G A e L ——— ——— .

POPULATION

1

1

2

-——— - e o P

TOTAL

——— Bt M & . s s e e

—a B -

AREN .

30m
12m

12m

16m

78m

b e - e ———

30m
30m

20m°

80m"

AREA REQ,.

12m




WORKSHOP_UINTZ

Sculpture workshop

clay store /lab

painting workshop
Graphics workshop
Werkshop manager

Typlist/clerk/messenaer

[T S R T S e T T

TOTAL

[N ST S (PO
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POPULATICHN AREA REQUL VLD
1 120m°
1 60m2
1 12m2
1 12m2
3' 8 m2
7 212m2

EDUCATICH UNTT

Chief Gallery

BEducation ciflicer
Gallery Education officer
Assistant Gallery

Bducaticn Oofficern

Class roons

Clerks/Typist /mescendger

Photegraphlc studio

Printing rouom

Bquipment room

TOTIL

POPULATION
W,

)
LA .

T R

AREA REQUIRED

12n

2m

Bm
80m
16m
16m
16m2

1om

172m




LIBIRARY UNIT

Librarian

Assistant librarian -
Library attendants
Typist/clerks/messenger
Reading area

stack area

Library store

- . & -

78.

TOTAL

. ——— % e w & @ o= e o= =

POPULATION AREA REQUIAED
1 12
1 Bm2
4 16m2
4 16m2
60 readers 128m2
(38 vol/m2 48m2
60m2
180m°

ARCHIVE UNIT

. Jlef archiviat
Assistant archivist
cold £ilm room
Achive reading
Achive stacks

Achicve store

- A e——— s b

POPULATION
1

1

- —

AREA REQUIRED
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GENERAL ADIINISTRATION

POPUL.TION AREA REQUIRED

Zonal dircctox 1 24m2
Assistant Zonal director y ‘12m2
Secretary s 12m2
Assistant secretary 1 8m2
Chief exccutive Officer 1 sz
Assistant chief executive officer 1 6m2
Staff Executive Officer p 6m2
staff Officer 1 6m2
Chief Accountant i 12m2
Accountants 2 Bmz
Accounts clerk:s 5 15m2
Cashiers 3 Bm2
Clerks /typists/m2crengers 10 24m2
Conferenc:> ronn 30m2
THEATRE UNIT
POPULATION AREA REQUIRED

Theatre capaclt; - 250 300m2
Thearc technician 1 sz
open air theatra 300 400m2

——— . . s % . s e E w e mm L e —— B e S S R ———— e &

TOMNL T06m

e Al b A el Al e e = = P . aa e



CATERING UNIT

80,4

POPULATION AREL REQUIRED
Restaulant fcapacity) 60 90m2
Refpeshment (lcoms) 30m2
Kitchennct 4Om2
Kitchen store 201:12
Facilities 18m2
ey T T T o o
MAINTAINAICE UNIT

POPUL.TION AREA REQUIRED
Worskshops 2 60rn2
Plant and /Jir conditioner 160:112
Equipment store 30m2
Maintainance officer 1 Bmz
Assistant maintainance Officer 1 sz
Technicians 2 8!:12
Clerk/Typist /ilessenger 3 Bmz
......_HT.O;IL...- S s z.g.a.mz

— e —————————— e 4 e S B e e s S ——— — —
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SECURITY UNIT

POPULATION AREA REQUIRED
SBeurity officer 1 8m2
Security r-m 50
Security officer 12m2
fire cofficer 1 8m2
fire men 25
e 5 i
TOTAL 2Bm
STORES
POPUL.ATION AREA REQUIRED
Gallery store % of Gallery space 688m2
Exhibition storc 200m°
Museum Store = % of
exhibition space 108m2
General store 60m2
Store Adginistration 38m2
mATAL o T T TI004me T
OTHER FACILITILS
Childrens playground 2501112
parking spaces for 100 cars 200m2
Water pools
Resting places
Fountains
2

L 'ilets 100m
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CHAPIUR ST

Ge 1: DESIGN COISIOERATICNS

The design evolved {rom the consideration of the three fpﬁdamenga:
principles in desicn viz the operational, aesthofic order and the struczure

6411 OPERATIONAL

The main activities in thoe gallery arcs..
1, Permanent Exhibition -~ The Gallery
3, Transient exhibition~The ec:thibition Hallse
THE GALLERY

Since the meain activity in the Gallery is c:thibition and
principally aimed at com uniaiting é€visually) to the Gallery visitors
it is worth lookin, Into thc type and quality of tie exhbition method
and their effect on tho architectufe. The exhibits as well as the notl.ods=
employed in the display aes a lot on the visitors Lolh in terms of
physically and psycoloically,

Most of the problcems in the gallery are physical and mental
fatigue on the gallery visiter resulting from:e
-« The position of tine paintings

The lighting cffcct

- The route takcn
- Unnecessary pariitioning.

- The language o: display -



83.

THE_POSITION CF THE PALIVTIGS.
CONTINUTTY,
-~ "Exhibition should unrol  step by step logicully and chronclogically
without signs and arrouet
~ The visitot should move freely and at his own pace
- Blank walls and pagtitions hich obstruct continuity should be made
away with
- Rest places reduce physical and visual faXique.
- Visual counection i'ith the outer surroundings releases the visitor
from psychological beopcdon,
"The visitor muct De able to relate to mature momentarily from time to
time to actually sce at least a small slice of follage, sky, sun
water® - Louis Kahn.
« Continuity shouvld be both herizontal and veriical wien there
is change in level,
- Maximum use of wall arca,
The main scurces of lirhting in the gallery are the natural
and artificial means,
NATURAL LIGHTING
Although there arc ¢elickies which are solely 11t artificially

most curp tors and gallery moneger advocafe for natural lichting,
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Natural light should play & vital part in illumdination , ceee
And the effect of chanjes in weather, position ef the sun, sezson,
must penctrate the building and participate in illuminating both
art and cobserver" - l%ahn,

In lighting the gallery che confort of the visitor is 2l.0 put
inte consideration ic in deciding on thc type of 1igh£ing to employ.
"Lighting alsc has an effect on the visitors statc of mind,

The desiddrate for the lighting of an arts gallery are not
only to male the best of the exhibits, but also to create
an atmosphorce ol corfort that will invite the visitor to

b
leisurely iaspections

The position of onenin s for natural lichting has a lot of impact
on the style of the desiygn,.

" she direction of the light has a great “»fluence on the overall
architectural design, If overhead lighting is chosen the exhibition
sector can cover cnly one floor, When side licghiing is chosen, thc
depth of the huildinj from back to front is linitced and if a north
light is prefered it is impossible to avoid a stereotyped
posititioning of thc building from the indtlal stage on wards, therciorc,
it is nececssary te study the content of tha collecction in order to

examinc the various possibilities for lighting technigues"

Lenbruck.
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There are two ways of admitting natural Iighting into the gallery
vizi-
1. Through the rocf=lichting from above
2. Through side windows - side lighting. Each onc of these has its
advantages and disadvantages
1, Roof lighting.
Advantag:s
a, It ensures ma:iimum usc of side walls
b, The same gencral soucrce of light by day and by miqht
DISADVANTAGJS.

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

1. It permits only one floor exhibition

2. Causcs reflection from head of visitors and showcase: tops.

SIDE LICGHTING
IISADV&HL;G&D

1. It reduces tho wall arca for exhibition

2. It causes glare ac it comes directly inte the eyes of the visitor

POSITION OF LIG'T AS IV AFFZCTS PERCEPTIOH

1, Light dircctced 2lond the same ar as the line of vision gives no

contrast and mokes perception of space more difficuldl
2, Light comin: obliquely from above and from the side in relation tc
the line of vision f{acllitates perception
3. Light coming dircctly from above projects heavy shadows and
disturb perception,
Since we require a lot of wall arca for héngino the paintings

lighting =
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From above seems to be morc suitable if well treated,
Treatement includes:.-
1., The use of thermolux glass to reduce the colour rendering
resulting from soue ploments in day light
2, Use of acryqic fikerc to remove ultra yolet ravs
3. Use of movable reflective louures to direct the light to the pain
paintings on the wall thereby reducing the _[lare coming from showc se
4, z“°"%““3c.1’§$i,?3§2 D isss. G diffuse She Tight,
Attempt has been nade to combine the artificial cnd matural
lighting .so that thogecan Do one source of licht both day and night,

e heat gemerated 1:ill be rcmoved by ducts into the plenun system.

sae fig 6611
L f'i( peaed
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However normal windouws have to be provided at esting plaece,

ANGLE AT WHICH LIGHT FALLS Ol EXHIBITS.
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The angle at which 1i. bt falls on the ;,:-.intingsiﬁ 4lso importont

An angle of 30° has been roccomended

b
o

o« Lo sec fige. Bel2
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Since the effort is geared towards providing mazimum exhibition
surfaces the height «f the byilding is also deternined using the concept
of visual angles. The normal ecye has a vertical visual angle of 54,
see fig 4:111 heicht in the callery is €6.,5m while the optimum
is 3.6m for a gallery width oif 10,00

Since most draving are abnormally tall the designer decided
to make provision for Lhe wmaimum hanging heiqght of 6,5m and 1,5m

for services, Thus the total height is 8m.



88.

o

EXHIBITION SPACES AND ROUTES

The errangcuent of exhibitlons spacces end routes has some

important effect on the architecture of the gallery.

In this s {ion we would look at possible arrangement of exhibiti:

spaces and the routes and the effect on the design,

1.: Central horizontal spine with exhibition spaces on onc side,

——re S e A — e — — - —
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Central horizontal spine with exhibition spaces on both sides,

-r-—-ﬁhnﬁna b o aet

e T -

i i
elngiew e o s e e N g fmmt ek L L ;; 1
"-.;‘.--' T S P
" \
4 L L-; e ’:-ﬁ"‘l'-:l"_r N

‘____._;-___’“ Bt 5‘-':-(.;&',1

Central copular (Cilrcular, rectangular or square) with exhibition z-c

around it as in tho Hetional Gallery Lenione
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In any of thesc cases there is the advantage of maximising the
of natural light sincc the exhibition space is on ane level, iicweve:
the monokony in horizontality resulting from lack of change in level

is cone of the drawbocks,

2, Vertical coentral spine with the exhibition spaces around and
assesiblc from thoe spine »
'i
l —— -
'H B
i'— i

|

\‘ 7" € iy
i--—-—..,.a.’ . L
1 ¥,

4o 07 (
___l _____H ThowsS

Lift or Stair\ c__s._—_..

The drawback of this is the breakx in continuity as one changes ley 7
without any-4dsual connection. Also problem of natural 1lighting <«
other levcls 1s there,

3, Usc of ramp with the exhibition spaces along the ramp as one m
along. This can be scen in the Gughenhein modern Art museum desicon.

by FRANK LLOYID LI "2, See fig €.13,
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This seems to boe one c¢f the best ways:fdistributing the exhibition
spaces and rcute i the problem of lighting cen Le properly scolved,
In this casce the cesigner has cor:, Lned Loth horizontal and
vertical movement &nd cnsures continuity in display of exhibits.
The visitor unconciously change direction both horizontally and
vertically without any undue psychological tatique as would ha

been the casu 17 only onc of this is uscd,
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DISPLAY IN THE GALLLRY

The functional, casthetic order and the strength of the art:z
gallery is appreciated only when the visitors obtains the satigfectic:
he needs when he entres the gallery, This however depends on the
display technique cnployed vithout which the gallery will onlyv bo
& functional bo;; devoid of any life,

For any good settinc of the exhibits a good background knowled-
of the purpose of the e:thibi*ion is nacessary,.

There are many foriis of cithbitions viz
- For educational purposé

- Por compentition temporcry

= Normal exhibition- pornanent.

In each of the cases the aim is to communicate to the vicllors
the artists intensions -~ thc art produced is the visual expression
of artists inner cmotions,

To be able to do thils we should be able to know who our

visitors are and then decide on the language to use,

There are two processes invelved in the gallery communicstlon 2w L

viz: encoding and decodinc,
The gallery exhliltors encode the paintings vnile the visitors
decode it and the sucess of Lhe desplay techniquc lics wholly

on the agreement betwcen the two,
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1t isthercfore worth enumerating the classcs of yigitors
their interests and fornally look at the means of comnunlcations
to use,
TYPES OF VIEWERS
1. The laymen:- This group constitute non-artists, They view a
painting with pernaps the greatest de¥archment, ucually basing
their assesment on the old cliche I don't know mich abeut art, but
I know what I likev,
2. The second group compriscs of the critics. The critic vicws with
some preccupation. liis thouyhts are cencerncd with writing
erudite comments or withy rcactions.
3, The third group is thal of the historians.
The historian look for ¢nes Lo periods and events through dress or
significant detail,
4. Artists: The artist views with an appraisal of the technique
and the application oI paint.
5. The restorer will inspect a picture at close range, looking fo-
sicns of deterioratiocn. He will scrutinize the paintings in a
mcse to canvas position for previous damages and overprint,
6. In the group of laymen their are illiteratcs who cannot read naoo

write and so depend on thelr eyes for interpretation or decoding.
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7. The last group includes professionals who arc non artists, Thosa
seek for the areas that concern their descipline, The architect will
look at the form and beauty of the design the engincer at the stovtur
etc.

In the gallery the main oxhibigs are paintings uhich need visuval
explanation rather than leoiv litcerature, The bull of viewers can
be simply broken down to laywen, scholars and artists,

It has been found kha® too much lterature on the exhibits bore
the viewver.

The follouing racomnendations were made and could Le of vital
importance for amyform o art exhibition,

- The layman needs visuol ciplanation of art in ilerms ol the matcrizl
itself thus employmcat ol dilferent languages to ciplain the it
may not bc necessary.

~ Drametic lighting, assvnctricalinstall ation vith much rest sgpoces,
a short pithy t¥it1 . @nd o completely non-teciinical condenscd tixt
are "musts"

~ By means cof assymetikical inctollation @ feeling of intinacy
and emphasis can bo achieved,

- Since exhibition includes renroduction still life objoces etc,

The installation has to be fluid.
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- Rigid rules about eye level heights or conventicnal gymmetry .gan
avoided,

»« The varied cobjects must be arranged and installed for comfort and
beauty.

« A title which catches the public imagination is a good idea, For

.
-

example an exhibition titled FRCM NATURE TO ARTM explains visually

how and why the artists distorg

~ Large letters integral-d architccturally with the objects on the
walls so that one rceds as one looks.

Descriptive rath.r than epnotional adjective which are too rerconal

are better,

- Comparative method ic alsc an cffective visual tecinlque

.- Integration of art obLjects from different pcriodsoricntal,
decorative etcs

Audience particip.tion is nccessery such as allowing the wvisitoer to

detect the effect of light on some of the objects,

~ Good proportions, intellicent use of colour and variety in both
scale and form arc justifiable means of obtaining a dramatic
presentation, R

« Explain what can bo uxplaiﬁ;d visually and avold convering the

history or blography of Lhae artist.

e e b e Aeh B G Sk S 8 At

Ref, Musewn (UNESCO Publication) Volel %)
Subject: Explaining art visually
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Which ever method ic adopted the basic ainm is Lo Intereci
and educate, The intenaion therefore shouldntt he Lo keen the visilo:
balancing from one foot to the other as he absorbhs litevary idcas
about art, but to allow him to nove with comfort and ease, lesvalno
about art in its own visual language.

Although a foctual stotement coupled with its visual examnle
can sometimes _t@l} too 1ilttle or teoo much,. Muances, substlcotioe,
prog and conhns are épt to be lost, but this danger con be greatly ¢i

diminished by careful wording in the brief tuest,

(I

(for further reading secec nussee vol. x:ll.
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PSSIBLE DISRLAY SUSFACES.

The nain display surfaces in the gallery are the externall w: ll:z
of the ramp. However there temporary cixhibition stands as one mov .
alonge . Kt \ .f

\!{t}‘ v b 1; ‘,"
il EVE S N el

Q“‘\““- N ‘h

Pictures hun; high up are bent to reduce upward movement of the eye,
In the exhilbition halls the walls are stanted to reduce visual Ffactiquc

in the wvertical directiona .
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1
o r———— ————.

nExhibition of paintings on stanting walls give a dlifferent pnd bete =

viewinge. It is too demanding and tiring when the eyes view only ir

vertical plancesh

Ref, Extracl from luseum in Kaduna M.ScCe.
Thesis by Dairus lshaku,



97.

The exhibition conszideration coupled with lighting requirements
has made the designer +to adopt.
Continuity -~ Till AL

LIGHTING - TIL: COLPOSKTE RCOF LIGHTIIN SYHiThEl,.

ENVIRONMENTAL.

The space concept is not the inner podiur alone but the
surrounding spaces and Lhe relotionship between tuc objects in ol
space. _"

The designer derives lis space concept from the architectu::
in the area - spmce orcenisation) and the practical applicaticn ¢
hodological research.

These two aspceccts have been treated in the chapter Yrelatod
studies"),

The spartial organisation of buildings in BDenuc Stake o

a circular form with thc buildings arranged around a central

courtyaréd in which 1t stands at the centre a family living house.



99,
The general principle of the hodologic_ 1l research is that people

have the desire to have unustructed vicws over an opon @rea combinod

with visusl cover in the back. Sec fig §.22 .
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These two conccpts‘égree with each other and are used by the designer

“inal concept,

Fige 64234
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6e3 STRUCTURAL AND MATHRIAL CONSIDERATION.

.

Material and structure have a profound influence on architectursa,
Each material and each structure has iits own characteristics and
arthitectural possibilities which if truly understood and mastered,
its inherent order percieved becomes a means for the embodiment of
an arthitectur«l conception,.

"No contradiction should exist between architecture and
tructure, the two should be in aarnony, the structure while
n itself not architecture, can be & means cf architecture if
builder understands the organic principles of corder which

elates every part of the building to thic whole according to
Ls dmpertance and its value"®

- Mies van de .. he

Architecturc which is the will to form restlts from twe types of elerents
viz: The rational and the irraticnal,
The purpose of the building the materials and structure employed

censtitute the rational ejements while the irrational elements consist -1
the emotional aspect which =
tgives rise to the spiritual urge. The two hypes of elements are
interdependent for withcout the raticonal foctors architecture will e
nothing but <n enpty play with formsi conversely without the
imational, the architecture is cnly & kind of engineeringe.

The problem thercfore is how te give cach its preper place, tc balince
both according to requirements and pessibilities,

Te archieve continuity flexibility, ¢«nd openess in design the

designer has made the structural elements different from the in £illi:.

panels,
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Brick architccture: Brich is naturally beautiful and it is normally
employed vhere there is need for material expression since it needs
no renderning,

Concrete architecture: Increase in technology and scarce manual
labour led to the discovery of the concrete and the reinforced
concrote, i;ost of the buildings in the present time use this
material since it gives them the pssibility of performing arcaitecturzl
wounders such as cantelevers, spanning of wilder spaces, It glves
« . the fecling of structural permanence and order possibilities
of architectural cxpression,.

Strong sculptural character can also be achieved using this
concrete material,

Glass archiltecture: This indiccates the play of relfection,

one or morc of these materials could be employed to achieve
any expression ue want, The designer has in effect employed the
reinforced concrete and glass to express the sculptural character
of the design,

Apart from * the consideration of their characteristics

ayvallability has to be considered as well,
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Benue stake has abeondant supply of cement due to the presente

of the cement factory in Yandev.

There 1s frcedom to choose any structure or material but once
choseny therc is freedom conly within its limitationse
To discover these limitations and to develop the structure

accordingly is the requisite of any architectural worke

Predats. r02f 20 panels

) :
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S.42 THE ARTS GALLLIY Al LBSTHETIC.

The ferm and siting of arts gallerics have taken new dimension,
The traditional kelict that an arts gallory should be a historical,
culturel warehousce or monument and that i: should be sited on cultural
and historical sit:s arc ebsolcte.

The morc logical mcans of determining this is probably the
function of the gallcry= an institution or a concejcte

The wholc thing livs on the choige of e apchitect, whether
to maintain the old belicf or to make a dlamaetic .move = to embrace the
new idca,

Howevcr vhichever vay is taken the fundamental principles of
architcctural desion have to be maintained; which are Convenience,
beauty and strongths.

CONVENIENCE - the operational/functional aspect o the gallerics
BEAUTY EASTHSTIC ONULR - the suitabllify of ©h. form/shape of the
dcsigne
SIRANGTH 3- The matcrial structural lifeabllity of the design
Althougi: the advocates of form
must follow function would preferc any building for their purpcse
as lonqg as it sotisfies the operational as.cct of the design thero
is need for some casthetic order particularly in an arts Gallery

because the cssence ol art is beauty - the two arc quitc inseparable,
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The idca is to striks at a balance bolbueen the three for the
domination of on: over others may lead to o faculess or extravagent
architeccture “The facc):ss, purely functional warchousc style is
as unsuitable as an cobsessive and extravegent proccupation with form®
- Arc, Lewbruck

However thure 15 necd to put somc lifc into the building ior tuc.
mechanical a concipt males the building lifcless, proper only to
the lifeless machinc,

Although it is not out of place to housc. the relics of our pasts
in historical buildings it is the designert!s viuew that it is sad and
ocutragecous to conieno ate the art of the fwentoth century with an
empty monuncntal goestwre, Thus monumetnality will not be the best
answuer NCrice

Any contcmporary art speaks of its epuc!li but the character of an
epoch is epltomised in its buildinge In them, its spiritual and
material resourcoes find concrete expression and, in consequence,

The buildings themsclves offer ineffitable cvidence of inner, order
or inner confusion1
from the outicle prejudice which

Therc is nc d for a changglgemands a classical setting for
ancient works of art as though thedy yeperarie dlgnity would suffor and
their aeskbelic valuc be diminished 1f they are placed in medern
surrounding,

. — -

1- Ref.
Jacobus on aesthetic and art.
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tthe building fg not only an get warchousc but the architecture
cf an arts gallery might contribute positively to the spectators
appreciation of the alrtifacts it houses, that an inspiring environment
might catalysc a decper reaction to thcm}
Howevery vhichever concept is adopicd in bbth style and form which
should bz governed by the creative inaginatbicn of the designer,

architectural interust must not be an end itsclf but should be

subordinated to the ourpose in views

e s W s s oA e e S et e -—

1. Ref. .
° Arts Internaticnal a paper on (the gallery as an

alternative space.
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~SHAPE OF THE ARTS GALLERY

The visucl artist uses lines and shapes to express his inner
emotions, Lincs and shapes have their visual conotations and these
create scme feelings in the visual aptist.

Before any shape can be adopted it is worth locklhg at its visual
propegties Besides, if hemony is to be achieved between the exhibits and
the structure that houses them, the basic Principles of artistic creativcty
has to he understood,

The basic principles in any artistic creation is distorticn The
graphic artist distort 1lines tc obtain the figures he wantse The pagnter
does the samc thing producthg sc many lines and in so many $mes to bring
out what he wants, The artist on the stage distorts his body, facial
expression from time to time to get the appraisal of his audience. Thus
the background of any artistic performance both visual and auditory is
distortion,

If any attempt is made to bring cut the basic or dorminant shape in a
painting thc result will be a series of loops ingersecting severally at
poeints, This is onc of the characteristic of distorted symmetry,. Yha
complexity of the linecs can onlzzgnderstood by the artist,

In apchitecture however there is nced for simplicity even when we want

to apply the principles of distortion,
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This is why when we take up any design, vc are able to analyse the
shape and form used,
The various lincs and forms have been explainced in the chapter "relevant

studies" and so In this secticn the designer will explain only those
he has emploved, in his design,.

From thc cexhibition consideration the design has to be fluid and
so rigidity in Corm and shape will not be the answer, ‘

It has been found that the forms and shapes thet convey this visual
expression of fluidity are curved lines and circles. (see chapter 3).

The circules and curved lines are thic cominants shapes and lines in
the plan, This iz alsu extended to the elcevations, To give vitality tc

the whele design slanting diagonal lincs acc applied, See fig.
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{continuity, fluidity smoothness) (vitality

The application of circles and curves go bevond the main body of the
design, It is alco anplied to the landscape using the curved lines to
defipe pathways, This in effect create some interesting patterns

defining, paciing spaces, resting, outdoor exihlbition and playing areas,

= sec site plan,



CHAPTER VII

DESLGN.
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CHAPTLR SEVEN,

9.1 DESIGH

The objective of all creative effort in the visual arts
(architetuee is in thoe group of usual arts) is tb give form to space,
The form is given theough the relations of thin s in thatspace to each
othcer leading te a space concepte

Although this is tpge with all vasual azts - architccture,
sculpture paintin,; etc. There is a dificreonce between arehitecture
and sculpturc, The diffezrence is that archite turc is placed in
space and at the s time endpses spacc, Thls alsc gives rise to two
problems viz handling of inner and oulcr space, These two kinds of space
can be variocus mcans boe upnited or they can by various means be unrelatoed,
The inner space can nerge with the oukcr space, the ouler space with
the inner or they can flow into one spacca This can be achieved by
use of centclevoers, large appatures. Inner connecting spaces ctc,

This creates a space in motion flowing fiem one part to another.

"The arthilcctural problem is to join and unl¥e certain numboers
of parts into a uhcle by an corderly and sure .cohurcnce and agreement
of all those partse The wheole must have in iitself gsomething of the force
and spirit of 2ll ihw parts with which it is unitcd or unified otherwis
they JAN and DISAGL with each other and by such DISCORD destroy

the Unity or beauty oS the whole",
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This task becomes difficult when the problem is complex and there are
so many parts to join,

The process ol design is the translation of information in the form
of requirements, constpants, and expericnce lnto potential solutions
which are considered by the designer to mcet required performance
characteristics. Some creativity or originality must enter into thc
process for it to be called design,

In deciding on possible solutions the designer puts his pri:-~iples
and design phylosophy intc use. It is worth looking at some
arthitects/ wriltcers views on designe

"Bach real style of architecture is able tc express certains
functions porfectly only by a loss of perfect integrity
can a stylc succeed in giving the most adequate expression
to all the functions®,

~ Hltchwck,

“"The space 1s the essential moulded substance beside which the
vessel that contains it is of secondary ocorder?,

-~ Scharoun

"We want to examine things and allow them teo discover their own
images, It goes against the grains with us to bestow a form
on them from the outsid, This examining of things concentrated
upon the form arising out of operatiocnal performance
(Leistings form) and the classification and articulation of
Leistings form would lead to every object recieving and
retaining its own essential shape¥

On aesthetics,

L

wWe do not design a new object to satisfy environmental needs from
stratch, We try to find out what is happening in the use of
these objects or complexes at the moment,"
~ Kelth Hausone
ngome function suggest forms and somc forms suggest functions"

= Louis Kahne
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Oon aesthctics,

"The aesthetic stance only emerges when the viewer becomes an

on locker rather than a participant in the function which the art

is scing',

- Ernst Kirs

"The design of buildings is the organisation of sensitively

related structural elements to arcate fletgible anonyous

spaces sultable for many differcnt purposes" = mics van der lohe

His dictum "less is more" is a way of caying that a designer much
attempt to eliminate the inconsequential and specialised elements in
a building tc distill, isolate and refine the essential characcer
of a design problem, and then attempt to cxpress it in a carefully
controlled integration of form, space , structure and material,

Thesc are some of the views and principles expressed by some critics
and apchitects,

The design or an arts gallery is morze or lese a challenge to the
aréhitect in the realisdtion of architecture as a visual art. Thus
it is better for the gallery designer te put himself in the place
of cther visual artist, employing their principles of creativity if
his design is to be in harmony with the exhiblits stored in iteThrough
this thc designor will be able to achieve the esthetic organisaticn
which is thc basic charateristic of any art work.

Various methods employed to achieve this esthetic order include
Unity and variety; Unity and balance, Unity and continuity,

Esthetic Unity is achieved when the parts of an art object fit

together in some identifiable order.
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The simplcst method » for crecating Unity within a work of
art is by repepatcd use of similar or identical elements,

The employment of repefition alone results in little intercst -
most vicwers, This lack of interest is cxplained by psychclogistse.

psychologist hold it that the need to understand, to find mecaning
in the world about us, is coupled with a need for stimulation and
involvement, The individuals nceds to be challenged, he needs prcbl ..o
to solve, mountains tc cross. He requires a sense of participation i.
his envircnment,

The " will bo live" often said te be the great inclussive motive
of all living crcatires is in human beindgs not simply the will to st
alive but rathcr the will to live in active relation with the envirce:
Being equiped with sense organs and motor corgans and a well developoed
brain, the¢ human individual has a fundamental inghination tc deal wit:
environment, This motive is not primarily directed toward servinn
organic nceds and mecting the emergencics of life, but toward incwli.
objects and persons, doing things to them and participating iu whot
is going on in the environment,

This objective tendency shows itsclf in the general tendenclcs

G ]

toc explore and manifulate the environmenty and in a great varlaty o
more specific interests,

The artist rccognises the need to involve the observer by
presenting him with a work that is crdered and secms comprehensibioc,
but at the same time the artist understands that the observer cannct

be bored.
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A work of art must provide encugh of a chnllange to maintains the
interest of those who stop to view it,

It must have Unity, but it must also have within this Unity «
complexity a challenging difficulty, to involve the viewer in scarch
for a pgeaning that he senses must be there in the worke Bath or
these attributes Unity and complexity, or s it is offen called variety,
are essential to any work of art and the measupe of an art object is
often the result of the skill of an artist who combines the elements
of his work into a unified whole with the imagination to and within th
bagic Unitt.'

Varicty can be achieved through the usc of cclour, proporticn and

size.

Unitx thfﬁﬁﬂh.ﬁ???ﬂﬁﬂ? and continuty

This aspect of Unity agree with the primciples of proper exhibl:l

methoed in the gallery as expressed under design considerations.

o~ ey o,
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'-/ \3 : . \ & __J:'/ /:‘ .
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e Y 3 Fig 7.11.

* ReLe visual Dialogue (An introduction the appreciation of art) by

Nathan Knobler.
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In the above diagram the reader follows a prescribed path which

moves from separate clement to separate element and ties them all to ¢
by visgue of a continucus visual signe.

Equally thoe circles can represent exhibits in the gallery and ti
exhibits ticd with a contincus visual signes The dotted lines cun . =
indicate the observerts path as he moves from one object to ancther,.

The cohserver is offered a serles of visual orders which mcves hii
in a step bystep awareness from parteto-~part- now up, now tec the right
then down and back again, No matter how complex the path, no matter
how devious the rouke, if he can follow it, tho observer is ablc to s..
a continu ity between individual clements because they are connacted L
by a ribon of linear movement.

The basic desire' is the unification of many different elemonts
in a composition.

The establishment of a more or less continucus linear path whic!
links all the scparate elements fexhibits gives rise to a loop whic .

the gallery ramp.
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Repitition, balance variety, movement or continuity are used in con .’
as a unifying ncthod in this design,

This principles tend to follow the natural law that every Hrobl

suggests its own solution,

uIt is my belief that it is of the very essente of every prill
it contains and suggests its own sclution, This I believe to e
natural law,

- Louls S5-liivian.
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72 DESIGN METHODOLOGYe
Some critics or architects /fartists in certain periods have tri

to formulate laws of their design, but it always turned out that pocr

architects did not archieve anything when trying to apply these laws,
them and yet achieve a new kind

while great masters could bremqﬁof harmony nc cone had thought ¢f befor .,

The truth is that it is impossible to lay down rules of this kin!
because one can never know in advance what effect the arﬂhitect-ﬁay wish
to achieve,

However this does not prevent one from Jldiscussing matters of t: st
although it is said that "We cannot argue about tastem it does not me n
taste cannct be devcloped.

Thepe ip nued to realise thet architecture does not exist an
an empty space, that no architect is independent of predessors and ncicls
that he no less than the scientist and the phisopher is part pf a
specific traditional and works in a stryctured area of problems. The
degree of massery within this framcwork and, at least in certiin
periods, the fre dom tc modify these strigencies are persumably
part of the complex scale by which achievement is being measurcd,

The methods adopted in this desion are explained below,

1. Behavourism s a basis of design

"Human behavioyr appears to be the more correct unit of analy: . ;

it has characteristics which are relevant, empirically verifi: Z. .ad

they arc operaticnally definable",
- Studer,
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This method is based on the behaviouwr of humans: The conc _:

and technic”l operaticn can be simplified as below,

{‘ participating Humans ]

. . - -

—— —— A & W B E s ———

Human behaviour system

haites s s —— e w o Sm—

|Svecified plysical system ‘_‘

| R P S — ..-.F- ..4-..-—.-1

["'bhfsibif'system'_w

Verify

1. Definin, the rcquisite behaviour system

2. Specifyiny the requisite physical system

3, Realising the requisite physical system

4e Veplfying the resultant environmental system

- This behaviour dcsign system is constrained by the physiological
and psychological characteristics of the population under analyc’
It is al:c constrained by the cultural suprasystem within which =

popilation or participating humans must operate,
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The designer has applied this method in the folluwing wayc,

Careful observation and + extensive oral interviews witn the
potential users of the gallery to produce the kind of behaviogral
data requireds

The designer tried further to fin. the physical causes of
behavioural dissonance by looking at the designed enviroments in ques-loi e
This is done by looking at the features of existing arts gallries,

Finally atteunpt is made tou compire the designed envikonent with
the requiste Hehuviours since disgoniance cccurs if and only if there

is disequililrium between requisite Dbehaviours and the desined envir . .-e

BECHMETRICAI, METHOD OF SYSTEMATIC DiSSIGN.

The geomnetrical method of systemntic design can be descrilbed
simply in the folluwing steps.
1e The classificction of datas cellected intc sets with each elemen'
belonging to only one such set such asi=
(a) Technical standards
(b) Data reflecting the requirements of the client
(c) BEnvironmental characgeristics
(d) Requirencnts which the building must satisfy,
The sets are further divided into constructicnal and functionol

characteristics and finally put in the matrim form,
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MORPHOLOGIC..L. ANAEYSIS

The third method employed is the usc of morphological apalysirc,

Moryhologle l /of
essential parts,
the necess

them out in practice,

gnalysis consist

ary actions, or parts, in principle

is also noted,

breaking down a system or activitg into 4te

The essential thing is to distinquish between

and the ways of carsyin

The relationship between these parts or act’.

The uorphology provides a basis of structures for workin , ocut

alternativd forms,

4o USE OF_HODRL

The ferth method is the use of noddls,

The model adepted hiore iz

net a psychological one but a logical picturc of the way in wiich

informution flows in a designing situaticn,
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Input ¢ This stands for classes of information describing a nrobio

sttuation, bricf and opinicns. about arts gallery. The proccus inv

are encoding and decoding the encoding jrocess is that which tho ..zl

goes through in interpreting the imputs inthis situatione This is =
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This is a process of coding internal wnd external information,
This can be in form of shetches, docdlirg or deagrammin .
Decodin.’ vhich is the reverge proccss is the transforming of infe
in!;rma51on s0 that it can be communicated to people outside tho

specific situtticn in a manner that they can comprehend,

PROCESS - This is edualed with the designer?s mind,. It is here that
internal informaticn from the designers mind is fed into the

problemsc that the external inputs match up tou experience or o
common SEensce

OUTPUTS ~ The outjut stands for the information that a designer
produces,

CONTROL ~ This is an external component used to constrain the way i

which the designer produce informationas
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9.3 DESIGN CONCPT,
- To provide a gallery where the exhibitions could unroll step=by-step
logically and chronologically without the use of signs and arrows
Ramp .
- provision of exhibltion spaces which will be as flexible as possib’:
Avoidance of partitions and toc many columns in the exhibition spaces
= Provision of lighting (Natiral and artificial from the same socurce)

both day and night = composite lighting systeme

-~ The usc cof precest roofing Panels.
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~ Exhibition should not be enclosed by four walls

Fig 7.32.

= Provision of a theatre for art films and lectires,
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An open air theatre incogperated in out door exhibition (sculpture

garden) malkes the inner and the outer spacce flow into each other,

Provision of rocsting spaces at strategic pcints to reduce physical
fatique in the gallery visttor arising from excessive long walk.
The visitors should be linked with thc outer surroundings through

window openingse

. - &
1 y ;; y |u. -.{'l o ,’ %

P~ Yalpe,

I Fig. 7.33.

Use of recreational elements to force the visitors through the gallery.
Flexibility in exhibition arrangement to reduce monotonye

Large storage facilities allow enough art works to be acquired and

alsc allous changus from time to time in the exhibits, This eliminates
what discourages the gallery visitors frbm coming back since there is

2 change of what they see each time they visit the gallery,

Good interior design coupled with stratcgic security points and

alarm reduce cases of theft.
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= Integration ol the design into the outdcor space to give the place

- a sense of Unity.
= Outdoor resting places, _ountains, pools of water at strategic points,
childrents play ground give life to the whole complex.

dicious planting te reduce glare, sun penetration, and surface

erosion,

- To maintain a wvisual extension inte the out door space and beyond.

Pige 735

~ Oblong poels with more access points of water are prefered to circular
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