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FOREWORD
Johin Rowland Olufemi Ojo

Biomo et ba dara kawi: ifone’s child is beautiful, one
musl say so; bf eegun eni ba joore ori a ma a yva #i; il one’s
masquerade dances beautifully, one is impressed.

These proverbs express my Teelings when Iwas asked by
lhe editor, Moyo Okediji my colleague and product, lo wrile a
l[oreword to a collection ol essays including contributions from
Iwo odhercolleagues who are my products, Bolajl Campleell and
Tokunbo Osasona, on an issue raised by a peer and fellow
anthropologist, Jolin Picton, Although the issue was raised in
vonmection with the study ol Alrican art, it alse allects olher
pspects of Alrican cullure as the cssays in this colleclion show,

Mow, the word “anthropologist” evokes more negative
than positive feelings, While I am not standing briel for the
species, I must say that whatever one feels about anthropology
and anthropologists depends on which epoch of the discipline

Cund the particular antbropologist one has in mind, Butitwill be

ppparent as | proceed that in dispensing wilh the discipline of

Canthropology in the study of African art, we may be throwing
caway the baby with the bath water. Let me gquickly add that in

the currentstate of Alrican artstudies, anthropology is only one
ol the uselul wols. Others include art history, history, archae-

Culogy, oral Hierature and religion. But what is most important
W thata sound theoretical basis is needed for the study of African

arl (and culture).

The issue al stake in this book is the approprialencess or
validity of the word “traditional” (and tradition). All the con-
Inbutors based the definition of the term on the translation from
Latin to English and English to English (or explanation in
Pglish). 1 will like to complicate the issue by referring to the
1913 cdition of the Dictionary of the Yoruba Language in which
Srnditional” was translated to Yoruba Language as fran/CfinfAsa

vire



@owodowe : that is, ‘stories, laws, and customs passed on frog
hand to hand’. This is the same as the Sirorter Chford Englisl
Dictionary translation of *traditional’ as the act of transmittin
or handing down from generation to generation. Like the wor
‘arl’, there is an equivalent in African usage. Bul the point i
dispute is the connolation attached 1o the word when uscd as
descriptive adjective. If definition belongs to the definer, il
scems from Picton’s point of view that the word “traditional® has
pejorative connotations perbaps because it replaced more value
loaded words, used by forcigners in the study ol Adrican culture,
But in suggesting other terms considered more ‘accept
able’, are we solving ihe problem or complicating the issuc? Da
we in fact need such “descriptive’ tenms in the sludy ol Alrican
cullure at this point in the development of the Human Scicnces®
Our use of lerms and concepts must take into considration the
people's + culture (and tradition). Weneed analytical tools
and concepts which are acceplable 1o the people described
scientifically precise for the analysis of the data available, and
abreast of developments in cognate disciplines. |
Themain problem howeveris that thestudy of Alrican arl
l:llgs behind other disciplines which have abandoned prejora
lvely descriptive adjectives, published research find ings, evolved
thearetical basces and published comprehensively standard 1ex|
books. One does not necd any apology here for taking Alrican
arl as a casc in point because the debate in this volume of
readings started with art for which the word “traditional” is mo
olten used, But first and foremost, I am more familiar willy that
discipline; and [urther more, this type ofissuc has been pultores
in disciplines such as African history, la ngwages and lleratures,
Unlike these and other disciplines, African art has na
standard text book., The available texts are written by scholars
whose training and background are not in art. And this js the
crux ofthe problem. Eventhespecialists in African art have their
undergraduate training in a varicty of non-visual d isciplines
That is why some of the leading African art scholars have

suggested an cclectic approach and training in a variely ol
L'I.'

disciplines including anthropology, art bistory, history religion,
oral Hlerature, music and dance,

Right now, there are two basic approaches as published in
napecial issue of the African Studies Association Bulletin, First
i a social perspective approach, which involves an anthropologi-
cal method, using social science modes ofanalysis and predicated
on Lthe relative importawee of culture in wnderstanding the wean-
g of art. In the process however, we must disentangle African
arl from Western categories by exploring indigenous concepls.
1This method does not however preclude a historical (synchronic)
dimension.

The art historical approach faces many obstacles because
Adrican art has a marginal place in the main-stream of art
historical studies, as a consequence of the methods of art history
as an academic discipline,

But as tbe last paper in this collection demeonstrates, there
are aspecls of Western art historical methods and modes ol
poalysis which can be applicd 1o African art studics. In addition
o ihiz, as one of the essays demonstrates, analviical tools can also
be derived from the available data because such data are rooled in
sound indigenous scientilic traditions.

BIBLIOGRAIITY

(1Y African Ari Studies: The Surte of the Discipline Mational
Museum of African Art, Smithsonian Institution, Wash-
ington DC 1987,

(2)  African Studies Association Bulletin, 32 (2) 1988,
(3 AreJournal of the College Ave Association 47 (20, 1988
(4) The Structure of Folk Models London, 1981,



Chapter One

ON THE ITNVENTLON OF
"TRADLTLONAL' ART

JOHN PICTON

Juropean and American engagement with African art has
many forms. Oune, and perhaps the most pernicious, has
e invention ol “traditional” art, In distinguishing bevwcen
spcepls of radition and the “lraditional™ it is evident that the
1 i fictional and ahistorical category; and the problem docs
¢ i the inhabitants of a culture claiming that such and such
liee is “traditional” (perhaps citing ancestral and/for ritual
cdent) but in our procecding to take this claim at face value
Linalytical coneept and historical verity. This is, of course,
winl problem within African art studies, and Yoruba cultlure
ldes ample evidence. Thus, the visual culture of the
i ities thatnow identily themselves as Y orba is comprised
iy and various traditions. Some of thesc arc pre-colonial in
i, while some are developments of the colonial and post-
| periods; and the categorisation of some part ol all this as

Iy ol external perceptions, including the anthropology of the
I period.

ther and related aspect of this engagement with Africa has
Mie collection and exhibition of its artifacts. Museum and
displays of Yoruba art tend 1o alternate between the single
i the well-lit case, and the invention of some kind of
e led interior, The one enables the work 1o be seen in
Cubvariance with its original purpose, while the other intends




2 PRINCIFLES OF TRADITONAL' AFRICAN ART

to make the visitors to the exhibition fecl as il they were reall
there, though the reality is, of course, illusion, parody a
pastiche, There may be no solulion to these problems other tial
to work within them knowing them for what they arc; an
recognising that in oth, the works of Yoruba culture an
elffectively appropriated within a European “arl world™ fro)
which, significantly, both a sensc of time and the existence
contemporary work {i.e. the non-"traditional™ ) are large
excluded, This exclusion, a function of an invente
“traditionality™ taken together with the “art world”, indees
excludes nolonly the contemporary, but also the mural painti
traditions, textiles, the Islamic presence, the Brazilian traditions..

Then there has becen the ripping-off of Yoruba cullure, As
ciiployee ol the old Federal Department of Antiguitics in 1
1960s T saw at Lirst band the depredations of the art-hunge
savapes ol the western world. Tlobu was a case in point; and
ripping-olf has contivwed,  For example, in the wonderl
calalogue of the recenl New York exhibition, Yoruba: Ni
Centuries ol Art and Thought, we lind the three posts carved|
Olowe of Ise-Ekiti for the palace of the Ogoga of 1kere, and |
now in public collections in America.  These sculpt
monuments could not have been legally removed from Niger
and 1 doubt that they were legally removed from Tkere, Howey
the very particular context of these works at IKere only serve
magnily the tragedy, for they were set within courtyard b
according 1o the Ekiti Yoruba tradition, bul cmbellished in
Brazilian style. This was a unique architectural enscmble
unigue monument of Yoruba architectural history.

In the pages that fellow, T discuss the idea of “traditional™ |
and in the presentation T will give examples of these varig
problematic engagements. {The positive elfects of the Eum'
and American engagement 1 take for granted.)

O THIE INVENTTON OF TEADITIONAL ART 3

Tradition, Authenticity, Context

This essay has many beginning’s, Perhaps the single most
inportant is with Marilyn Hammersley Houlberg's photograph
lnken during her Deld rescarch of 1970-71, It showed a Yoruba
mather of twins, One ol the pair had dicd, and she acquired an
image o stand for the deceased child, in keeping with the Yoruba
Iradition in these mattiers. In the photograpl ihe living child and
e image were both contaiped in herwrap-around skirt, again, in
Ihe usual manner. Howewer, as an up-to-dale youwng wonmn, a
wchool teacher, instead of the Gundliar image carved jnwood she
was using a brighl red plastic doll wilh bright blue eyes (and
sueaker). Having scen this photograph L rushed to the cuplboard
poed retrieved an identical doll that swe had purchiased ina Lagos
marketinthesunmmerof 1971 for our infant davghter to play witl,
The photograph has been published (1973, p 26, g 11,
unfortunately reproduced only in black and white) in her paper
dealing with contemporary transformations in the imagery ofthe
Yomba cult of twins: for example, at Hla-Orangun the praclice
lind developed ol using a photograph of the surviving twin as the
iape ofthe deceased twin. Theuse ola red plasticdoll with blue
iyes (and sgqueaker) as the image ol a deceased twin may ormay
ot e compmonplace, and our doll is net the one in Maryn
Houlberg™s picture; but [ nevertheless added it 1o my teaching
tollection as emblematic of a debate aboul tradition and the
Saditional™ . Forwe still come across the desire, whother overt
o coverl, to freexe-dey the coltures of sub-Sabaran Adrican
withiin e sale, authentic, “traditional™, context. Yettradilions are
nolstatic, and contextis nota fixed property, neither in Alrica nor
vleewhere.  Indeed, by challenging the very notion ol the
Chaditional™ | the red plastic doll with blue eyes (and squcaker)
cihanees our understanding ol whatever it is, whether artilact or
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isrepresentation of Adrica always comes as a shock. It is the
Tarzan-film view of Africa; and when considering the first drafl
ol this paper T did svonder if T had merely re-invented an Aunt
Sally long since discarded. The persistence of such banal and
wnilornmed stereotypes is always shocking (the more sowhen one
wmembers the concentration camps of apartheid).

performance or process, we consider as arl and/or consider
1o be.

Abiola [rele (1982, p. 95) refers to tradition “.... as not so I
as (an} abiding, permanent, immutable stock of beliefs
symbaols, but as the constant refinement 2ol extension of "
inaway which relates them to an cxperience that is feltas bei
at ence continuous and originally new.* Irele later refers to '
the continuily of the imaginative life of Yoruba culture thro

the various phases of transformation in Yoruba socicly ilsel
(1982, p. 117) |

Une reason for this Kind of image of Adrica is, surcly, the
Puropean and Amecrican nostalgia for the simpler life; and
vidence of atavistic diggings into a real or mythological pastare
oo many and loo ebyvious 1o be listed here. Side by side with this,
hough, is the contrary wish o preserve, promotle and deline
Cwivilization at the expensc ol others, and in ternns ol their relative
primitivity™, Slavery and colonialism are but earlier versions ol
his; and nowadays as the developing countries of Adrica, and
Wideed elsewhere, choose to participate in the economy and life-
syle ol the industrial world, they also threaten that economy and
lle-style. Burope and America react by projecting their fears
pile those developing countries: over-population, AIDS, the
Iailure to take adequalte steps to protect the ozone layer..... Atthe
pamie time there are those indeveloped conntries that have shown
themselves happy 1o usc the developing world as a dumping
~ ponnd Tor onr own rabbish: high-1ar tobacen, toxic waste....,

Outhe other hand, the word “traditional™ is all too oflen used
Adrica in ways that provide for and promole, no matter ho
innocently, caricatures ol Africa; and, of course, the idea of ||
“traditional”  subsists within a “contex(” sipnilying
“authenticity™ thal can be aken for granted. The front page.
the travel section of The Sunday Times ol 3rd September, 198
was lakenupwithanarticle headed ‘a village in Zimbalowe !,
author, Charles Hampton, was a teacher there in the early 198
and the article was well wrilten and sympathetic to the realiti
of Africa today. T cannot imagine, therefore, that he
responsible for the two illustrations that someone had thoughil
o use as the introduction to his article. One was capl i
“Traditional tools: while young people want to head for the il
older people remain on the land’. Fair enough, except thal
showed a woman with a bowl on her head containing, ama
other things, an ecnamel bowl, a plastic bag {or, at least, a bag
SI:JI"E.FII:I[‘[ and sulliciently shiny in the photo as reproduoced
permitmy interpretation) andaspade of the forn amiliar 1oal
British Tsland gardener. To which of these does the phira
“traditional tools™ refer? The other illustration showed pair
giralle captioned *....giralle standing among the scrub trees a)
grasses olthe plains arc one of the most authentic sighls of ru
Aldrica’.  “Traditional” and “authentic™ this kind |

I he social anthropology of the colonial period has cenainly,
hough vnwittingly, played its parl in the history ol such attitudes,
I here is, of course, an irony here for that discipline would claim
o pive unique insight into otlier cultures; and the problem is less
pine ol anthropology as such but ol the gap between the popular
prrception ol the discipline and its development. [ orefler, of
vourse, 1o the Ethuographic Present, that view of cullure and
pocicly as il the colonial presence were nob there, Thwas always
Wcomposite reconstruction, from perhaps diverse sources, olan
Weal state of allairs presumed o be as things were prior 1o the
ailvent of colonial rule, which, ol course, served Lo protectall that



O THE TN VENTION OF TRATDNTIONAL ARTE 7

3 PRINCIPLES OF THAD ONAL AFRICAN AR T
nd and Trom which it can stand apart. The artifact, thus both
W represents a context; and this representational capacity is

ol restricted to those we conventionally call "works ol art” but
i potential inherentl inany arlilact, a potential which, of course,
nolnecessarily or inevitably realised, The handing on olall, or
en some part only, ol this constitutes the tradition; and at the
e time, it also provides the very medinm of development of
(0 within that wadition: even e most basic acl of replication
inmever be exacl, at least not until the adwvent of mechanical
vans of reproducing forms.

wis best in that ideal. It was an anthropological inventio
liction placing the cultures of the developing world ou
history. Reconstructing the past may in itself be a legiting
form ol research; but inventing an ideal that denies present
past realitics is another and more dubious matter.

Itwaould be preposterous to atiribute the idea of the “tradition
o the anthropology ol the colonial period: the history of this i
is more subtle; but the Ethnographic Present is a Polenl s oures
various notions of “traditional™ Africa with its “teadition
sociely, its “traditional™ culture, its “traditional” religion
“traditional™ art. Incidentally, we should not [orgzet thal
majorily of art works on which studies of the “traditional™
based arc in fact works of the colonial periods, quile aprart
the fact thattheir very presence in the collections of Burope
America is, direcily or indirectly, a function of the colol
presence. The very word “traditional” conveys an authentic
(authentic: from Latin authenticus, coming from the real auth
itsell from Greek, one who docs anything himsclf: i.c hay
authorily, genuine, real, original). However, il is not just A T
that is misrepresented: the essential wtility ol the idea of tradit]
as revealed inits Latin origing is also obscured,

Hlacts and traditions arc conlexls, and subsistwithin contexts;
f il some element in that “weaving together™ is changed,
hether deliberately or coincidentally (and it may be the artwork
Iy, of course, then contexl is wo longer the same. Whether we

ltutions, or whalever, or rather our participation thercin....
oreover, e continuitics that characlerise a tradition do not
cessarily subsistin the visual/material parls oCthattradition. A
Ie example of this would be the illwstrations of episodes in the
vels of Amos Tutuola (1952, 1954, 1962 etc) by Twins Seven-
en (sce Beier 1968, plate 1, p93; ligs 53-54, pp 114-5). These
ustrations look uothing like e pre-colonial visaal tradition of
Yoruba-speaking region; and they makevse olnovelmaterials
L liest made their appearance in Nigeria as parl ol colonial
weation,  The same would apply to the Torm of the novel,
pwever, the vivid phantasy dream world Tuluola describes
ey isa feature of pre-colenial Yoruba life. What has changed
'_iﬂl' is nol the content of that wadation Dot the manner of
poducing it and Twins Seven-Seven has taken that process off
foproducing thal radition one stage further.  The essential
Conlinuity remaing, As o context, the novels and drawings can
o ivolve me inthat phantasy deeam world; and they can earn
substantial amounts of cash for their avthors. Yet it would be a

The word “tradition” comes [rom the Latin verb tradidere
hand onfover; and in the history of making and using artila
tradilion presupposces conlext: indeed, each PrEesupposces
other (utnotbecause olbogus ideasolauthenticity.... ). “Conle
comes from another Latin verb fexere, 1o weave, and in this ¢
loweave/putlogether, Tevere gives us text, texture, and texl
and the interlacing of the two sets of elements Lo form 2 cohef
fabric gives us the metaphor of “context”. Whalever is this |
is “handed on” is a “weaving together”: the artifact itsel
conlext, e of ideas, values, expectations, techuical prracii
performance.... Atthe same time that artifact is a functional g
ol a context extending from itself, a context for which it}
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foolish person that would take issue with either of them as to
authenticity of their being Yoruba,

Postscript It the necessity for art

The transformations of and within traditions are not at variance
with tradition: rather, particalar traditions enable particular forms
ol artistry and thereby particular forms of development. None of
this violates a contextual authenticity, for the very notion of
authenticity is suspectifeontextis nota lixed property, Whalever
uur reactions to the “art world™ of Burope and America, it is an
Snuthentic” contextwithin those parts of the world; and whether
we think ol Olowe™s posts as contexis in themselves (which they
imanilestly are) or as funclions ol, or as parlicipants within
vintlexts, itisobviows thatuone of these have remained oo table.
- Lontextas a property of artifacts is both multiple and transicnt:
while we cannot deny the delermining elfect of collective
 epresentations, inorder tobecome collective these representalions
mustbeappropriated, consciously orunconsciously, by particular
wdividuals; and this very process provides for variely and
developmentinand of context: there is always the conlextofany
~putticular individual, therefore,  Artifact, tradition and context
pan be considered as esseotially inter-related variables, cach
tapable of change resulting from individual orsocial agency; and
Wi lurn delermine changefiranslormations in the others.

There is, then, an obvious contrast between the idea of traditi
and the idea ol the “traditional”, even though the latler is deri
from the former. Giddens (1979, p 2007 refers Lo tradition as
few most innocent mode ol social reproduction” in wihi
perlormance of some action is authorised by the assvmiption
previous perlormance. For this reason, the lemiporal status o
practice described as “traditional” cannever be taken for frante
rather itust necessarily be proven; and some traditions turn
to berelatively Latler-day inventions (sce Hobsbawn & Rang
1983). We designate certain ideas and practices as “traditions
inorder to provide them, witlingly or unwillingly, with a take
for-granted legitimacy and authenticity. This happens in Afl
asmuch as in Evrope and Awmerica. However, a habit of thougl
in regand to elements of one’s own culture cannot be taken |
granted as an analytical principle in regard to the history
someone clse’s; but this is precisely the contlation of jd
presupposced in the notion of “traditional” Africa. The n
danger, for Europeans and Americans in categorising, perha)
arbitrarily, some particular development as Flraditiomal™, is 1
they do more or less vielence to an appreciation of Afrie
sensibilitics. One can legitimately investigate the tempu
status of particular traditions with regard 1o the possibili
their pre-colonial origing and one must beware ol assum
“traditionality™, thereby ignoring the nece ssily ol demonstral
that temporal statucs.  Similarly, if one writes off cerl
developments because they seem o be nol “traditional™, '
ane writes ol Adrican responscs lo change, whether acsthelie
practical, as if people were the mere dupes of colonial overlof
and one writes oll the desires of peaple in Africa (o be part ol
same conlury as anyone else,

The constant clement here does not lie in discovering the
suthenticity of this, rather than that, context, or tradition, or
whatewer, butinthatinvolvementwitharliGets that is an inevilable
dimension Lo the human condition, The transformations ol and
Within traditions attest, therefore, not simply o guestions of
fadition and context, butalso o that fundamental property ol the
~ human species, the creativily which we can all know and
nperience, until it is alicnated from us; and they atlest o aur
Ivalvement swith artifacts which, no less than our involvement
with words, is that realisation of our creativily that defines our
humanity, Morcover, we should not be surprised at any of this,
lir tart has always been a process ol reilication, a making ol
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things wilh an independent and “worldly” existence’ (R
1959, p. 280 in the 1974 edition). This is, of course, not to b
takenas ifartilacls were somehow animate. Their“independens
15 a [unctlion of our necessity for art.

Postsceript 11: ars, artis + facere, factum.

[use the words “arl™ and “arlifacl” interchangeably, and I Koo
this may worry some people. Susan Vogel in her introduction
ART/artifact, (1988), notes that the dilferentiation is particular
resistant to clarification; but this might be becausc the questi
of the dilference is the wrong question to ask. Instead, ‘let
suppose the idea of art can be expanded 10 embrace the whol
range ol man-made things...° (the epening sentence of Kulle

1962). It may be helpful, therelore, o disentangle cerlal
matlicrs:

L. The words themselves: Latin, ars, artis, skill; plus face
factun, to make/do. Ineffect they mean the same thing, 2, whi
we sy we are talking about “art™, what we mean is that we al
talking about artifacts in regard o an interest in their forms an
or an interest in the ideas associated with those forms, T
question of whether or not this or that is or is not a work ::rfa
an essential irrelevanece, 3, The question of whase interests
whose ideas is a matter for clarification and identification, u
choice between right or wrong answers. 4, The guestion |
whiether or not the inhabitants ol some other culture have a wi
or a concept that we can identily as like the idea of arl a8
developed alongside the ideology of industrial ca pitalisin i
quite separate matter. 5, The aesthetic lield local o AMY iy
culture has to be taken on ils own terms. 6, What we choosel
place within the rubric of acsthesis is another maller altogeth

Chapter Two

THE DEFAMATLON OF "TRADLTLON'

TN THE ITNVPENTLION OF
'"TRADLTLONAL' ART

UKO ATAT

Scholars and researchers in the field of “twraditional™ human
socicties in Adrica and elsewhere had better beware, OF cspecial
stridency and wrgeney is this note of caution wherever the
scholarly and research eflorts intend to glorily and presceve the
so-called "Ethnographic Present™. John Picton of the London
School of Oricnlal and African Studies’ recent and bald paper
SO Thie Invention OF *Traditional” Art™ b is timely awd most

welcome. Ina briclbutswccinet pa per, Picton raiscd fundamental

fsues about the important and related concepls “lradition”,
Mraditional”, "authenticity " and “context™ all and more as these
ielate to the cultural life of and praxis in what is vsually glibly
jelerced Lo as “lraditional™ Alvica,

I Adrican socictics generally and the Nigerian sociely in particu-
lar, the notions of “tradition”, “traditional™ and “culture™ in
cepecial evoke, cven among cerlain scholars, rather sacralized
alitudes and adherence.  Artl, therelore, as an expression ol a
corain nolion of “tradition”, and wearing as ils garb some
“lraditional™ aura that informs its "authenticity" becomes, in this
tither strange twentlicth-to-twenty-Lirst century “conlext™, a sa-
vied culture-fact..?

Micton®s paper is an urbane warning of the social awd cultural
ponsequences of 2 boorish bankering for the "traditional™ in art
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nodes that “bere is a very strong and often predominant sense

pl this cutailing respect and duty”™ (my emphases). Since the

Cword embodies a particularly difficult and complex “active
process™, Williams again poinls out thal

as well as inlile as created and lived out respectively in the r
and urbaw socictics in Africa. Insightful in places, the paj
arliculales its burden, nonetheless, with an understandable se
consciousness.  First, Picton is English. Having lived &

e word mowves again and again lowards agpe-

the now “independent natives”, There is therelore that steaind
' ofd and towards ceremony, dutly and respect. *

not o strike a patronising tone in his address of an issue that
of supreme senlimental importance 1o a people with receiy
{i.e. "sacred”) notions of both “tradition” and its often dubic
derivalive. Needless to add here that 1o compound his nee |
this sensc ol caution, the paper was presented in He-Tle, o
source - as lradition holds it - olall humankind, Sccond, and
maoare relevanee to the thrust of this paper, Picton defines appn
priately the key concepls in his discourse but stops shorl |
exposing aud conlronting the ideological basis of this instil
tienalisation of the so-called “traditional®” in both the art and {
Lilc-rhythms of African peoples gencrally and the Yoruba -"
cilically. This cqually lriel paper takes off from P'u;t i
premise, draws on his valid notions of “art”, “lradition®, ’
ditional™, “autbenticity™ and “conlext” but seeks 1o extend the
in regards o their powerlul and committed interplay with
telated and equally powerful concepis like history, ideology g
the cultural nexus of our social ethos.

"Apce-old”, “cerciony ™, “duly” and “respect” all collectively
nnd severally convey a certain sense of religious sanctity. There
sevrues o the word, therelore, a sense ol sacrosanclily, But, ilthe
notion implies an active, not static process as Piclon observes
apgain and again in his paper, then sense (iv) above - e, surrender
i betrayal - becomes very crucial in our modern conceplion ol
Mradition”. Williams concludes:

Considering only bow much as becn handed
down lo us, and how various it aclually is,
this, in ils oww way, is bolb a betrayal and
a surrender © (Emphases mine).

We have come lothe meat ol ourargument. Conslrued as a given,
platic and sacrosanct, “tradition™ and *traditional™ become rather
ubscene notions, whether lived oul or employed as “inspiralional
pourcing' forthe creative arts and sciences ola people. The tragic
consequences ol this reactionary and retrogressive notion of the
voncepls become clear in the related praxis arcas ol human
vulture, history, socicly, polilics, cconomics, philesophy, reli-
pion, ete, The invention of “tradilional™ arl {or history, sociely,
puolitics, philosophy, religion, cconomics, politics) in the spiritoff
o statie, sporosanct “tradition’ becomes a “delamation™ of the
aclive process thal is tradition, properly undersiood.

Let us start then with the received, powerlul ca legory, “lrag
lion”. Piclon notes ils roots in the Latin verb, rradere, “1o ha
onfover” (p.5) Raymond Williams * gives a [uller s ccount of

cendury 1o Lhe present,. The anl_'rmud rols ul the concepl h
had four senses: (i) delivery; (ii) handing down knowledge; (i
passing ona doctrine and (iv) surrender or betrayal. QOur modes
development of the notion, important and powerlul as it hi

The split in contemp C CONECIOUSNCS ween “art” oan
been, is in senses (i) and (iif) above. In this process, Willian Ihe split in contemporary consciousness between “art” and

Srociely™ 15 an unlorunate bul understandable phenomenon of
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A his sense of duty which we owe to and veneration which we
ave lor “traditional” theatlre which had been packaged by and
banded over by preceding generations necessarily operates within
usocial context, orchestraled by [olkways and a Tolk mind.

the lale Euro-American bourgeois world. The ideological w
tive ol this split has not skirted the nascent bourgeois societie
the so-called traditional societies - of Africa, Asia, the Orient
the Americas. Tndeed, it can be said that this split, an
wleological foundation, provoke in the nascent African, Asi
and Oricntal societics the invention ol the concept ol raditio
art in these equally “traditional™ socicties.

e “Folk”, as inthe German “Volk"?is rather a “poetic’ means
ol relering o people, working, creative and productive agents of
Justory. Howewver, when this same poeticized (i.e. ethereal and
abstract) folk are then given the role ofmakers of “tradition™ and
ol Mrraditional™ art as well as also handing over this "traditional®
el they cannot escape being seen as superstitious (i.c. naive =
Clive = simple-minded), This same [olk and their [olk mind and
Mulkways, inessencetheseed-bed ol “tradition” and “traditional®
il (aned theatre), could only be expected lo cognize and arlisti-
cally (theatrically) peneralize life in simple (i.c. child-like, almost
Cchildish) images. In a fervent bid o invent so-called "radi-
Bonal®™ art (theatre), we arrive at also inventing the “traditional®
Catlist. From the fore-going, we have legislated folk who, logi-
vally speaking, would be incapable ol the more abstract thought;
lolk that, by implication, would be incapable of the specialized
widd specializing thought-processes ol science and lechnology,
philosophy and politics, economics and histery, ele. We then
have on our hands Tolk that is time-honowred, static; folk that
complement the ideas ol "radition”™ and customs, habils and
ceremonies which, invariably, get tied to some or other sense of
iwligiousity. Finally, such lalk become, in the joint sphere of
politics and economics, the ebjects for use by the men ol politics
nid not the sehjecis capable of serving themselves in an aclive
pincd pnincreasingly conscious manner with politics and economics.

This invention must be scen [or what jts ideological basis 15,
aworld anxious (o catch upwith the scientific and technologi
advancement (minus, of course, the self-inllicted negalive
pects of this admirable culireral advancement) of the advane
West, a cerlain ideological need arises to fetishize imporl
cultural forms, notions, concepts and values,  “Tradition™ &
"teaditional" are such condangered concepts!, Aller all, as B
Fischer ® reminds us, is the loss of a sense of reality not |
hallmark of bourgeois or nascent bourgeoise socicly?

To approach “tradition™ and “traditional™ as specialized 1o |
work of an Alrican (i.e. Yoruba) theatre artist, for instance, |
nmay nol escape thoughts aboutl the aatiere of the work of
theatre arlist. In addition, what work of the theatre is, pProper
speaking, authentic (i.e. narive) to the Alrican theatre arl]
"Mative" itselfspeaks of “nature” and “natural™ and the ultim
meaning and implication of this suggestion in reference
authentic (traditional) theatre as well as the authentic {tra
tional} arlist of aulhentic (traditional) Alrican theaue bece
Irightening indeed,

Tied to “traditional™ - what is handed down lform generation
peneration - and the respect, veneration, as well as an aln
religious duty it solicils, is of course the participating hum
beings, the “folk™, in this act of packaging a form of art (i
theatre). This formolar (theatre) deserves ourveneration a8 o
duty 1o ity we must also hand it over Lo succeeding pencration

We started this Driel sketel by poinling 1o the ideological
pipedience in inventing so-called "traditional™ art (heatre),

shionld hopelfully be clear by now the meaning, value and socio-
sultural implication of such a culturc-fact lor a society such as
purs, This implication becomes clearer - and more [righlening -
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when we think of the tremendous gap that exists in aliost
spheres of human endeavour bebween us in our “tradition
socicties ol Alrica and the Westl. All talk, therefore, aboult
“uniqueness”, or “authenticity” or even “naturalness” as Al
cans becomes an exercise in self-derogation.

Letws conclude then by reallirming the potential and dynan
of tradition - and any traditional creative (progress-maki
endeavour.  In any human society, if a meaningful level
cullure istobeattained, tradition - and the traditional - canno I
be spiced with the yeast of betrayai. Ogun himself had blag
that trail. So, too, Prometheus of the Greeks.

NOTES

1. John Piclon's paper was presented al the 1990 Int
tional Conference on Yoruba Art, organized by
Departmentof Fine Arts, Obafemi Awolowo Uniw
sity, lle-Ife. The paper cavsed a stir among cerl
academics announcing as it did a crisis of traditiol
culture, and necessilating the organisation of a sub
quent Workshop on the “Crisis of “Traditional® €
ture™ on June 25, 1990 at 1fe.

it “Culture-fact: I believe | have not heard of or mel in
this coinage before. All the same, [ prefer it 1o “ap

Lact” for the simple reason of its more comprehens|
and articulale resonances!.

3. Sce his Keywords; a Vocabulary of Culiere And Soci
Fontana, Great Britain, pp. 268-9

4, ibid., p 269
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ibid., p. 269

ibid., p. 209

Faor an incisive expose of the specilic role which "ideol-
opy” plays insocial structural adjustment, through the
sublle use of sacred notions of “duly”, “respect”
“tradition”, etc., see Istvan Meszaros, Philosoply,
Ideolopy And Social Science: Exsays In Negation And
Affirmeation, Weatsheal Books, Great Britain, 1986,

In particular, the Introduction and Ch, 1.

TheNecessity of Art, (lrans. Avna Bostock) Penguin Books,
England, 1963, Chs, 3 & 5.

Woe rely heavily hercaller on the illuminations provided
by awveritable popular theatre theorist, practitionerand
critic, the German Bertolt Brecht.  See his “The
Popularand the Realistic™ in David Craig (ed), Marvists
Chy Liveracre: An Andhology, Penguin Books, Eng-
band, 1975, pp. 421-425,
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cople is to reler o that brand ol building, characteristic of that
tlicular cullure, having its rools inantiquity, Ofnecessily, such
Ditecture satislies climatic conditions; more imporlantly, it
lislics socio-cconomic requirements translated into the lan-
npe of space. It could have been the result of the marriage
Iweenlocal building practices amd externally-motivated trends,
Uit nevertheless, gives birth o a typology that produces a
Wlatively homogencous architecture, Itis always characterised
the use of readily-available, inexpensive materials, simple
Is, and a high degree ol spontaneity in the actual construclion
oeess (Rudofsky, 1964, 1),

THE CONCEPT O0F THE '"TRADLTION A
TN AFRICAN ARCHLITECTURE

C.0. OSBASONA (MRS)

“Tradition” is defined as “belief, custom, narralive, ete., tra
mitted by word of mouth from age to age; religious doclring
recaorded in erllnb, but preserved orally from Ecucrﬂtm
generation™ L The etymological root of tie conce | is lm ced
the Latin word “tradere” which means “to hand over’
factor common to all the definitions is the idea of |15|

pscly akin to the concept of the "traditional” in architecture, is
Wt ol the "vernacular™ - or “folk”. (Amos Rapoportdefines [olk
Aichitecture as "the direct and unsellconscious translation into
yaical form ol a culture, its needs and values - as well as the

; p RS begires, dr nd passi i atic
something on - an attempt al preserving conlinuity, Over | Jres, drea I-fm L gEam Il poop g Iﬂ.l:':ﬂﬂm.utd“lﬂ,l,
tlance, oneisasubsetollhe other: assuch, what is “traditional

years, scholars in various fields - cthnologists, anthropolog) 4 i L ; Iso lar”. H I
and arthistorians, toname a few - have given their own partiou ! cre: 180 HELES.EHT': o .?tmﬂ:;u ol il
macular necd not be strictly “wraditional™ . Vernacular archi-

interpretations to the word “wraditional™. Some of these, n£ i ; ol :
deliberately or otherwise, have been rather prejudicial tall clure, as a ::m_mn:-.p}, I‘I:!L.Dgl'llﬁL:S.“]L-I]l[I'I.ILI'I.I:.I:_. ol of ey Gl fures,
dvarly discernible in the modifications and adaplations of the

sociely or cullure under study. Elsy Leur 2 i
¥. Elsy inger (1972,5, 14, mditional” model, (Note that 1his outside influence is guile

in her book on Alrican art, painis a picture of the Al .
being very tradilion- u-,ngm!:,,,..; lhé ‘ancient tribal :IL;ul' ilerent from the subtle type referred to earlier with respect to
i S b lrac s " 2y a H H 1
laditional™ architecture, where such interventions are the result
(p.5) oChis people influence his arlistic creativity to the exl Bl tural diffusion hcl,u:'cn:n social groups already very close

that they are his sole source of inspiration. All that has . : i i
b opraphically andfor otherwise). Here, the adaptations arc quite
1]]jn,::nJ,l;mt:‘llzs;::j:f;il.!f::h:il:: :: IE:I::’I:; ]:::rihiu:‘::?;?:fj ‘FE?W L phvious, with stylistic origins quite distinct, and the exchange is
colloguial usage: a concept embodying the earliest mpr::I _ e L?mumnnl}r hc.lw':j";.ﬂ EReE B el Tjij.ru:rg,unl Lluuu.ml
live occurrence of a phenemenon within a people’s ol bckgrounds. The SJ.gmlu.'sl 1t 1}!1‘u:11u:1ul‘|u.1111.u:1|::Ls the bor rowing
having some semblance of continuity, wilth which they ¢ e At aF dertiiEIELR: e, t.“ e I.nu_h-
readily identify. lonal .’Ir::'l:il.l*.li}'pif, such thal a house fnrml emerges which satislies
ol ondy climatic, caltural and cconomic requircmenis, but also

¢ whological needs,
The conceptolthe “traditional” with respect to architecture, ¢ e

now be addressed. To talk of the traditional architeciure o
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2 PRINCIPIES OF TRADTIONALT AFRICAN ART
Western colonial forces, In Ghana, amouy the Ashantd, a bouse-
lype centred on a courtyard and rich in the use of both [iglu'a}ivr:
md geomelrie motils in fnishing facades, is popular. The
widely-practised use of corrugated metal sheets to replace the
iraditional thateh, and the substitution of reinforced concrete for
lintels, arc concessiows made to the impact of colonisalion.

With vernacular architecture, this borrowing is wsually [rom
“higher"to a “lower” culture. Thus, inan effortto enhance sog
maobility, the strictly rudimentary traditional is replaced by
vernacular - a visual testimony to having been exposed 1o
“supcerior” culture, as well as a tribute o social "advancemen
(Aradeon, 1984, 7.} As such, vernacular architeclure bes
wilness to cross-cullural exchange; itabsorbs those aspects ol
archetype which enhance socio-cultural interactions and o
mole social standing, rejecting others decmed UIMCCCSSATY, |
with a potential to alienate, The emergent building type |
neitherstrictly traditional, nor wtally stylistical ly foreign, Ratle
itis a blend of the old and the relatively new, lls groatest ass
- and hence the secret of its success (borne out by its wil

Reacting to Jobn Piclon’s treatise, the following poinls appear o
sune ap the thrust of the article:

i) the word “traditional”, as applied specilically to art,
oflen connotes relative primitivity or backwardness;

rais : gk 0 ulture undergoes continuous change i itis not static;
acceplance) - lies in the fact that its evolulion involved the log i) SR s
pcuplhzr_ltm SIRATLEN 1.:"]}.‘]]“5_:" being one with which thoy . i) as such, the “traditional™ cannotbe seen as a tiine-bound
readily identify. Expatiating further, Rapoport contends that thi :
y : : . i phenomenon,
lolk practice accounts for the bulk of the built environment, a
is much_ more c]c}sc].y related 1:? the culture of the majority, af v} therefore, what is really “traditional” is what socicty, in
life as it is really lived, than is the “urand desipn™ tendene

i its present stage of development, makes ol a particular
which represents the culture of the elite {Rapoport, 1969, 2),

aspect of its colture,
Oun the African continent, it is possible to cite various exaim I
ol what constitutes vernacular architccture. Here in MNigel
there is the so-called Brazilian archilecture - a Lype who
deepestroots can be traced to Portugal, popular in big citics 1l
Lagos, Ibadan, [jebu-Ode and llesha, Tt is characterised
multi-slorey construction, the use of columns and curviling
balconics, and lavish decorative moulding al columns, corpe
and balusters.  An even more widely-accepted version
liltered 1o some rural arcs; the major dilference lics in s
maore rectilinear, and single-storey (Marafalto, 1983, 25-41
Similarly, our inuch-celebrated Hausa architecture | neorporil
features ol Arabic origin, such as arches, vaults and W
decoration using geometric maolils. The generally-accepted W
ol cement plasler as a basic wall finish bears out the in[luencet

In support of the last three statements, Levzinger (1972, 14, 20)
sites: “An Alrican artist who is capable of concentration and
devetion is not hindered by religious pressure and standard forms
lrom varying and enriching his work by his own creative imagi-
mation, and from inlluencing the existing siyle™. Also, "in spile
ol the strength of tradition and the force of convenlion, the sivles
continue their constant process of change™.

Cioing back to Picton, e appears o be advocating forarta context
i which the “traditional” can only be properly appraised iw the
light of transformations taking place presendy, in a people’s
culture. Inarchitecture, the proper tern 1o apply to the parallel
vl this phenomenon is “vernacular™, or ‘popular [l i.ca house-
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w typology). The earlier-mentioned courlyard typology ol the
Jianti is relatively more widespread in distribution, and is
viously influenced, MNevertheless, it is distinct from the char-
lerless “match-boxes” of Acera, Kumasi and other big towns.
s such, il is more representative than either the former or the
Jtter typology, of Ghananian archilecture (Qliver, 1971, 46-57,
153-171). The vicw of the “wraditional” that Picton would have
W lake, docs cover the wicker-work-and-leafl building types of
the Chencha and Sidamo of Ethiopia. Twao of many prevailing
Irican traditional styles, these practices are restricted to pockets
ol rural activity; as such, they arc not representative. The main
siicam of cultwral development identifies with architectural
lypologies that have adjusted to pressures from oulside, and are
sill adjusting i.e. vernacular architecture within the Ethiopian
context. In Ralph Mihawanji's contribution (Oliver, 1971, 195),
Were is an acrial photograph captioned, "An cxample from
| ysaka: urban areas are being built as though the prospective
femanis hae no diflerentiated background.” This succinctly sums
up the realilies of contemporary living, all over Alrica, in our
urhan centres, with respect to architecture, The picture shows
iy match-box-like units, rigidly arranged in grid-iron lonna-
Hon, I is true that in our older cities, examples ol vernacular
Carchitectere exislside by sidewith such regimented development;
hionwever, they serve o relieve some ol the monotony and alicnation
of the urbanscape. In our newly-developed arcas ol urban
settlement, the siwation described above is generally the case.
Since such developments do not satisfy a people’s yearning lor
culiural continuity {while sclectively adapting leatures [rom
loreign archetypes), they are nol representative and canuol be
wepard as a proper yardslick 1o judge their building culture by.

form that depicts, at any given peint in the development ¢
people’s identity, the generally-accommaodated inlluences,
l_]J.e:: style of living of the majority. (Perhaps in this we |
!umnmle, as we can thus salely describe a building practice -I
is neither strietly "traditional™, nor totally modern).

Incorder to show that it would not be appropriate 1o usce the (e
“traditional™ in referring to the bulk of contemporary buil
being proliferated all over Africa, some architectural r:ypn] O
will be analysed. This building practice constitutes, in part,
:_llf.‘liil;cl.:lumlc[iuiva]culUl'|:|ru5m|.t—da_',f cultural development
itis one ol the by-products of current social realitics: as such,
would appear to fall in line with Picton's stipulations. It
characterised essentially by concessions 1o the tropical olir |
(such as sunshading lins or hoods, Tavourable orientation

optimum ventilation, and designing or through venlilation),
well as pross cultural anonymity, Thus, it can be convenicnl
rubber-stamped all over the continent. The product of

tional Style™), it is the brand of building characleristic of @
large, commmercial or industrial cities, in developing Afrie
countrics. Such buildings - in terms of moarphology, materis
and overall lorm - olten do not reflect the cullural eontent Lypie
of ltn: 1:|adjl||_‘uml :an;*l]mg Even where 1]11, prnsppﬁr.-w., usc

ol his cultural background. This then, is the contempo
picture, with respect 1o African architecture.

Iw Paul Oliver's compilation ol various articles dealing
selected African sellements, the distinction between what ¢l
slitutes “traditional”, vernacular and modern Ht‘(tlilLLlUt’E, |
clearly drawn. Thus, the cireular-hut, pudd]ed-mud-and-thall
organic compounds ol the Mabdam can be cited as “lradition il
{as no readily-identifiable external influence has L pered wi

Conclusion

A attempt has been made o define what, in architecture,
comstitutes the “uraditional”, The “vernacular™ or ' lolk" hiss been
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poport, A, Houseform and Culuere, New Jersy: Prentice-Hall,
1969 pp 1-4.
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described as having ils roots in the “traditional”, but wilk
added dimension of conscious, selective borrowing of feat
[rom ather stylistic groups, such that the resultant archel
represcnts a house-form the particular society can readily id
Lily with, culturally. While agreeing wilh the main point
Johu Picton's paper, I would like to submit that the concey
the “traditional™ in Alrican architecture might not be the if
cquivalent lo that in art - as ably expounded by him. Ratli
would like to suggest that, with respect 1o architecture,
concept of the "“vernacular” (or “folk”) would correspond m
appropriately, w the phenomenon he describes.

wlolsky, Br Architecture without Architects: A short introduc-
tion to Non-Pedigreed Architecture, London:

Academy Editions, 1964,

NOTES

1. Colling Shorter English Dictionary
2. Ibid
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Chapter Four

AFRICAN TRADLTLONAL RELLGLO
AND CULTURE 1N CR1818 - THE

QUESTLON OF NOMENCLATURE

O BABALGOLA

Introduction

Itis 1o be understood from the beginning that religion in Afri
is as old as time. It an important cultural practise which
relused to die despite the incursion of Islam, Christianity a
other forces ol social change. Since no religion is stalic, it
known to prow and as il inleracts with other religions,
compares —ivourably with them,

Teo several obscrvers, Alrican religions is aged and archaica
should be thrown away inlo the dustbin for one reason or
other. However, 1o an insider and to the scholars of Adri
religions, the sacred and transcendental is a force to be reckor
with despite the opprobrious® lerminologics that have
given Lo the religion by Western anthropologists and soci
gists respectively.

The I'voblem And Its Setting

Itis important o note that foreign observers and scholars in th
adventure had actually played down on the religion and cull
olthe Alrican socicly. An important citation in this conneeti
is in the works of John Picton:
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The Buropean and American engagement
with Adrican Arthas taken many forms. One
and perbaps the most pernicious lorits very
innocence, has been the invention of “lradi-
lional art®

From the foregoing, art and other aspects of African calture did
not enter the book of the foreign anthropologists. The problem
associaled with Alrican culture actually began with the Foreign
esearchers and since then it bas trickled down 1o the present
century. Up till now, scholars that are not in the field of Adrican
religions tend to follow the same line with the foreign anthro-
pologists. But thanks to the contemporary scholars Y of religion
in Alrica, a new wave in the study of the discipline is known 1o
have begun.

seope And Focus

Thescope of this paper is limited to Yoruba religion and culture,
Since no religion isstatic, the forces of Islam and Christianity are
also considered by the author, However, specific references are
made 1o religion and artas a discipline, Inessence the aulhor sets
out Lo examine eritically the correct meaning ol the word “tradi-
lional™

Methodology

The auvthor of this paper has adopted the phenomenclogical
approach by conducting some ficld work, This enables our
readers o understand the respounse ol the Yormba socicly o some
important religious phenomena.

Definitions And Explanation:

It is important 1o attempt a clarification of some tenms that may
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come up [rom time to time in this paper. These two words
“traditional” and “indigenous™. Traditional is from Latin w
frado which means “handover”. Thus “traditional®” has

meaning of something being banded over from generation
generation,

Another word which is necessary o be examined is the 1

“indigenous religion”. In the first place, it refers to
aulthochthonous religious practises.

A thorough consideration of the term ‘indigenous religi
shows that the term is appropriate sinee the word “indigenou
nmeans something arising from the soil, it means somethi

native to the soil, thatis something that has been with the pe
From the beginning.

From the foregoing Islam and Christianity are not indigeno
They are extended religions because they come [rom ontside
continent,

Adm and Purposes

The aim and purpose of this paper is to discuss the problems
nomenclature for the religions of Alfrica since the terin Afri
traditional religion is not doing justice to the religion of 1
people, Which term shall we then adopt? 1€ other religions
traditional, there is then nothing new in calling the religion of
Alricans "traditional”. For how long shall we continue to ace
the tenminology of *Alrican traditional religion and culin
even when the fraditional culture is able o compete Givoura
with the forees ol modernity and social change? Is it cven ri
o adopt the term “traditional” when even some aspect of |
Yoruba religion and culture are betier (for the indigenes) thant
alicnating (orces ol modemity and Westernisation? An img
lant question to raise is that why have the forces of moderni
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unable to climinate the ‘traditional® force? All these questions
phall L attempied in this paper and [inally the author shall
piiemptl some analysis of the continuity and the discontinuily of
Adrican indigenouns religions on African soil.

The Traditional Nature of African Indigenous Religion Wis-
nevis Other Religions

As cxplained above, there is nothing new about the term “tradi-
lional™ since almost every religion has its own traditional na-
fure. Adrican religion has ils own traditions, customs and beliels
that are being handed over from gencralion lo generation. Ina
nutshell, Alrican religion is traditional while Christianity and
Islaim are traditional. Since there are Christian and Muslim
evangelists that are responsible for the expansion of these reli-
pions respectivel y,

A important thing o emphasise is that the concept “lradilional”
pssocialed willh Alvican religion is being understood negatively
by some scholars whercas the “lraditional” associated with Islam
and Christianily is never questionsd by anvbody since these latler
religions are assumed o be new. The point the author is making
i that these adopled religions are regarded as raditiona! where
ey emanate from, though they are relatively new in Adrica.

Ieligion and “Traditional Art™

We are to understand that the word "traditional™ should not be
misunderstood. Many scholars have misunderstood this termi-
nology. They sce itas smnething that should be done away with
i the light of wodernity and secularity % The intention of this
aulhor is o argue against such a thesis.

With particular reference to religion, Alrican arnt is functional
pxpressing some aclivities in the society. I itis so, it should not
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be despised bul should be understood as an instrument ¢
functionality. This type of functionality in connection wil
Adrican arts is expressed below:

Only one out of the five different ways by
whichmanisafllicted with diseascs is Known
to modern medicine, the rest are known 1o
traditional 13-:3r:lil:ii:lnm:rs1L

Thus many African art forims will be beller
underslood once it isappreciated that, more
than works of art, they allow men o cnler
o contact with the supernatural beings
and mystical forms of different kinds in

order to appeal (o their kindness or appease
their wrath,”

Lambo furthier submitted that even Bishops and Imams do visit
the babalawe sceretly to receive healing:

This has been responsible for the search by
many Nigerians for cure [rom traditional
Lealers including Bishops and Imams who
do so 5c{‘r¢1];~ru

Itis to be reiterated that seience and technology are impotent i
dealing with supernatural beings and mystical forees. This is U
specialisation ol religion. Concrete religious artelaels have beel
preserved lorthis purpose, including notonly sculptural arts, by
also painting and the egragun phenomenon among the Yoru
Many beawtiful decorations are displayed on the eguigin ang
these convey some socio-religious messages (o the society B
anutshell, ifartin Alrica performs the foregoing activities, thel
it becomes evident that it should not be viewed as an obsol
phenomenon.

At this juncture, we must understand that the religio-spiritual
dimension of healing is very important in Adrica. The total world
view must be considered. Healing to the Aflrican socicly is not
taken in the face value. The cultic functionaries have o cnsure
that there is a sort of wholesomencss in the system of health - i.e.
there should be an harmonious relationship with all the beings
with whom man is linked: God, the deities, the spirits, people,
animals and plants. The disinlegrated relationship betweenman
and these items are known Lo be responsible for ill health. In this
direction, madern scientific medicine is not im portant and hence
Traditional Healing in Yorubaland. Lambo remarked:
Maodern doctors were only conscious of
physical ways ol discase aflliction and were
ignorant of the oceult, metaphysical, asiral
and esoleric ways ol allliction. A discase
caused via occull, could not be diagonised
by X-ray and thus made cure impossible
through modern ﬂppruaﬂhl '

Today, when traditional healing or medicine is mentioned in th
sociely, people tend 1o despise i, The major reason for this is th
noninvolvementoflscience and technology as known in the W
i its prcparmiung, That apart, the way Adlrvican medicine i
dispensed is nol *orthodox’. Thus these cultural therapies h
been underplayed. However, 1o a carelul obscrver, Alrical
medicine thrives and should nor be discarded.  According
Professor Lambo, African medicine is superior 1o other [onm: s ;
particularly, in psychiatry. ] This explains why many Alricans are not salislied "."-.-'|.1.|:| nicder
wedicine,  Most Africans recognise the efficacy of modern
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onomic project, the Yoruba will not simply dabble into it. Tfa
wst be consulted. This cconomic role of Ifa is expressed in the
snlences below:

Ifa teju mo mi ki o0 wo mi re

medicine.  However, very many would simultancously
lreatments from a doctor and a medicineman with indeg
training.

The doctor they would argue, heals the bodily illness, wh
only a symptom ol the deep mysticospiritual disturbance. O)

B o ba teju mo ni laa {uw”;iuﬁw
Bi o ba teji mo ni laa vire

the now-orthodox healer can handle the metaphysical asp
which illelt unallended to, is only posiponing, the re-oceure
ol the sickuess. In other words, modern medicine trics to )
the body while indigenous medicine trics to “make whole™
the light of the foregoing, Alrican healing has become
inexplicable sced of immortality in the COmnmunity

[fa fix your eyves upon me and look al me
well, It is when you [ix your eyes upon a
person thathe is rich. [tis when you [ix your
eyves upon a person thatl he prospers.

i Yoruba economy, indigenous religion and [fa in particular is
sential and catalytic. Modern practises have nol satisfactorily
placed or displaced the indigenous approaches.

Divination and Yoruba Practices

Divination as an aspect of African religion calls for consid
lion in this paper. For the purpose of this paper, it is enoug _
deline divination as:-

The place of divination in the administralive system af the
oruba is cogent and compelling. Prolessor ldowu has this to
y:

= d means by which divine will and diree-
lives are ascertained. Itis also a guide as

o how o approach the divine and the
problems of life!?

Itscemsabsolulely impossible for a Yoruba
whose soul is still fettered (o his traditional
beliel to attempt anything at all without
consulling the oracle by [fa.. . Belorea King
is appointed, belore a chief is made, belore
anyone is appointed to a civic ollice. lll‘él is
consulted for guidance and assurance

The application of the above in the [ace of modernity beeo .
relevant. Much have been said about Alrican heating in
work. 1t remains for the author to add that without divinati
complex ailment will remain incurable, When ailments ane
the mystical nature, it is the belief of the people that no am 1l
ofradiology, radiography or radioscopy could solve the proble
This is where the role of divination becomes important.

With particular reference to la and the installation ol a new Oba
lito allice, Fadipe puls it in this Torm:

At the time a new king is 1o be c¢lected in
place ala dead one, itis the priest ol 16 who
has to be consulted in order to determine not
anly which of the royal houses shall supply

The religious factor in the Yoruba cconomy is a very ilporia
issue. Deities, spirits and ancestors all have important rales
play in the economy of the people. When embarking upon
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the new king but also to know the person
who shall be the new king in the house '

From the submission abowve, Ifa is seen as a force 1o be reckoned

willt despite the invasion of the forces of social change in th
sociely.

“Traditionality” Versus “Modernity” in the 20ih Centu

This is an important issue since it uncovers the continuily o
Alrican indigenous practices. Theindigenous Iype docs not an
belong to the medieval period, its importance is feltin the presen
century. Despite the advancement of science and technolog
one would have thought that the indigenous religion would haw
been wiped out completely., This is not so. It is a livii
phenomenon. The reason for ils continuity is that science ai i
lechnology are not able to solve all human problems. Maft
dealing with spirits, psyches and metaphysics belong 1o
domain ol religion. The African people and their worldview
emphasize the existence of spirits, deitics, witcheralt and
sorcery. This is not the specialisation ofscience and te chnology
but the domain of the indigenous rites.

Furthermore, it should be observed that Alrican indigenow
religions encourage the use of magic and ritualistic therapics
Magical practices are still applied 1o the present day problem
and contemparary challenges. The observation of Awolalu and
Dopamu is important in this regard:

Magical practices are still applicd 1o new
circumstances, For example, magical ob-
jects ol all kinds are sold all over the place.
People can still be seen wearing magical
objects, banging them in their stalls, or
burying them in their homes. Thus, magic

AFRICAN THRADFTTONAL MELNGION AND CULTTARE IN CRISIS %5

and medicine are used side by side wilh
Biblical and Quranic texts for proteclion
and and sceurity A7

The continuity of Alrican indigenous religion is further ex-

pressed by Awolalu and Dopamu thus:

Many peaple still resort Lo the traditional
religion in times of crisis. When all is well,
they Collow the new religions with gusto;bul
let there be any problem or crisis, people
[orget all about the new religions which
they believe cannot give then the much
needed protection and they scck aller the
diviners or magicians, whom they now be-
lieve can give them guidance M

lo wipe out
atlarge have

The reasons why modernity has not been able
divination among the people of Nigeria and Alrica
also been analyscd by Ikenga-Metuh in bis work:

The problems referred 1o the diviners and
dilin ave multiplicd, They are no longer
limited o the traditional problems ol birth,
health, protection, prosperity and misfor-
tunes.  They wnow include the problems
arising from the tensions of urban life -
unemplovment, competition for promaotions,
admission inte iustitutions ol learning,
success inexaminations, love allairs, sports
lotteries, ele.  Thus, divination, forfune
telling and medicine making services have
grown into the large business far beyoud the
limits of their traditional roles. They now
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Theviews ofseasonced scholars such as Lambo, Dopamu, AWU:!EIU_

and Ikenga-Metuh have been adopted and mns.l l::llfliJ ::'-sﬁ scholars

have proved beyond reasonable doubt that tra d]l]ﬂlhl'lt!l} does 1|-l-:lt
wnply irrationality and crudity. Snmc.n.l' these sludulr.s have even
pdicated that some aspects of medicine aned socig-cconomic
selivities could not thrive propery without the application ol
Alrican indigenous methods.

flourish in the supposedly more Christian-
fzed urban arcas, where the pressurcs of
modern life create more crisis situations, ¥

Concluding Remarks

The paper so far has been considering the critical problem
nomenclature in African religion and culture, The nalure
these indigenous approaches visa-a-vis other religions has be
examined. A case in point is that there is an clement.
"lmdil[unaiil}r":inn!trciljginnsbcilIaIam,Chrisliauilyurnfr'
indigenous religion. Here the “traditionality” is projected a
factor of temporality, whe reby the major norms of cach rel i
is being circulated from one generalion to another.  He
“traditionality” is not presented as an archaic phienomenon, wi
negative and pejorative valuation.

It is therefore the submission of the author lha:[ the word "tradi-
Honal” bad been irrelivantly mishandled and 111|5n:pn:51.:,ull.ud ad
ihere fore should be remvoved [rom the vocabulary U[‘mlli.,_ﬂ.on and
ieligious activitics partlicularly wilh relerence to Al’rﬁn. 1To
butress the recommendation of the author, anm]m.r vocabu ary
vould be substituted. In a nutshell, instead of r‘clu:rlrmg m-1;]1|:
ielipion as “Traditional”, it could be lcicr:rcfl Lo as I"djgcu.mlf‘- lL:
rellect the autochthonows identity which inlorms these ancicn

Pituals,
With particular reference to art, it is moticed that that the worl
ofart found among the egungnn in particular, allow men to en
into contact with the supernatural. Science and lechnoloy
: i NOTES
cannot do this. In addition we have observed that mode
medicine is even relatively impotent in dealing with ailmen P . Chief
il ) - e ] i . Saka, an indigenous Chie
that are mystical in nature. IT the non-orthodox medicine cou 1. Interview with Chief 5.0 ) S

and diviner at Owo on 20¢/5/0. He is aged 635. Tlhia
submission is also conlirmed by the Yoruba saying

slated below,

perform what modern medicine is incapable of achieving
terms ofhealing, itthen means that the “traditionality’ of Africs
religion and culture does not imply backwardncss as so
carlicst anmtbropologists and sociologists have viewed the plh
oo,

He la ba 'fa
Apartirom theabove, the author has also uncovered the relevang Osan gangan nighagho wele de
olAfricanindigenous religion and cullure Forthe SOCIO-COOIOI
aclivitics ol the Yoruba. Marriage, installation ol chicfs an
kings, and the advenlure into a new cconomic project require
intervention of divination which is an important aspeet
religion in Adrica

We met If al home
We met divinitics at home,
but Christianity arrived late in the day.
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TLONAL' 1IN THE AFRICAN NOVEL

Ghapter Five

CHIMA ANYADIKE

Men make their own history, but they do
notmake itjust as they please; they do not
make il under circumstances chosen by
themsclves, but under circumstances 1[{—
rectly cucountered, given, transmilled from
the past. The tradition of all the dead
generations weighs like a nightmare on the
brain of the living. And just when they
seem engaged in revolutionising them-
selves and things, in creating something
that has never yel existed, precisely in
such periods of revolutionary crisis, they
anxiously conjure up spirits of the past to
theirservice and borrow from them, ILAWLCS,
battle cries and costumes in order to present
thenew scene of world history in this time-
bonoured disguise and this borrowed lan-
puaget,

"TRADL-
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pointed out that the danger in categorising “perhaps arbitrarily,
some particular development as ‘traditional’” and wriling others
olfbecause they scem (o be not ‘traditional” is thatone thereby not
only “writes off Alrican responses to change, whether acsthelic
or practical” but also “writes off the desires of people in Alrica to
be part of the same century as anyone else”. Thatis why we agree
with his view that “the transfonnations of and within traditions
are not al variance with tradition: rather, particular traditions
emable particular forms of artistry and thereby particularly lorms
of development”. Picton is also ol theview that*artilact, tradition
and context can be considercd as essentially inter-related vari-
ables, each capable of change, resulting lrom individual or social
agency; and in turn determining change/transformation in the
others™, All these lead him to the important ebservation that

The transformations ol and within tradi-
tions attest therefore, not simply to gues-
tions of tradition and context, butalsoto that
fundamental property of the human specics,
the creativity which we can all know and
expericnce, until itis alienated from us, and
they attest to our involvement with artifacts
which, no less than our involvement with
waords, 15 that realisation of our creativily
that deflines our humanily

It is ou the foregoing observations of Marx and Picton that we
would like, wsing the instance of the Alvican novel, W build our
proposition that tradition does not stop at one point 1o allow
modernily, or an alien calture Lo begin, excepl in cases where

whole culiures are either forcibly wiped out by an invading
culture or suddenly rendered incapable ol sustaining the mean-
inglul comemporary existence of their peoples. Put in other
words, tradition, artifacts and context, o use Piclon’s terms, not
being static, gencrate and absorb change as they interact wilh one

Karl Marx's view ol the eardinal role of the “traditional ™ i
revolutionary transformations of socictics, provides the moy
spiril behind this paper, which seeks to show that if there is
Hraditional” Alrican novel, traditional African culiures ne
theless play crucial roles in the transformations of the n
genre of literature in Adfrica in our time. John Picton 2
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another and the kinds of foreign intrusions with which they
cope.  Where the foreign forces become OVErpowering a
provide a sulfocaling context, tradition and artilact may ;
under only to re-emerge in dilTerent ways, in other contexts, |
I:rll.is seuse, the word “traditional” can only have the histor
significance of relering to those cultural features that are ne
mare or less dormant whereas “tradition’ is the toial picture ¢
how cultural artifacts have continued 1o tndergo pm-::c.ssua-

ranstormation in “time-honoured disguise” and “borro
language",

And now o the Alfrican novel: it is imporiant (o state that
novel fom is not indigenous or traditional to Africa. For, if'y
are able to demonstrate that the tradition ol literature, comnm
o all cultures, has, among other Litcrary traditions in Alric
u:ul_[ur::s, begun o manifest itsell in contemporary times, i
unique tradition ol the African novel, then our pointl w nulrjjha
been made.  In other words, the fact that we do not hay
’Ilrﬂdilimaill’ Alrican novels do not stop us from having a trad
tion ol the African novel anymore than the el of not having
raditional counterparts of the instruiments of a modern music
ensemble stops us from having raditions ol "high lile™ or “juj
musicmade possible by these instruments, Letus take as our [t
exam ple that form of the novel usually described as the epicy |
which may also take on the form of the historical novel, A
Favei Armah, in Two Thausand Seasons yvambo CGulogucn |
Bound to Vielence * and Sembence Dusmane in God's M
1ifr,~_c?-:i *or Ngugi wa Thiongo in Petals af Blood 7, pive us il
dlll lerent but in important ways, essentially African ims.lnuuc
this novel wenre that entitle us Lo at least bepin discussions on
l.r:leiLiuu of the Alrican epicistorical novel, Together, th
bring to this genre, the aesthetics olstrugele by ﬂrdjn-arg.-' 1I'!l:!l -
wolen in the context of oppression and exploilation, th
lranstorming our familiar notions not only olepiclicroes butal
the very purpose af epics.
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The point is that the tradition of story telling in Africa has
absorbed and is transforming the epic novel form to meet its own
contemporary need, And if it is admitted that the most urgent
need of Alvica today is the rue decolonization of Adrica in order
I sel it on the path of true econonic and spiritual developament,
it becomes clearwhy today, this novel formin Africa reflects that
necd. In Two Thowsands Seasons we encounler a vast lemporal
ilinerary, epic struggles of a people, a grandeur of themes and the
sublimity of languapge which all characterize epic novels. Yel
these are put in the service of the redemplive or revolutionary
philosophy of “the way”, the organizing principles of whiclh are
“remembrance”, Yconpectedness”, Yreciprocily™ and “retumm®.
The epicherobecomes, notone great leader, but the people ol the
way, as represented by the collective voice of Anoa, Isanusi ancd
the twenty revolutionaries. Healism is redelined to include the
pastand the Muture, Inother words, both characterization and the
parrative strategics transform the would be epic novel in accord-
ance witl the perecived needs ol the comtemporary and [uture
peoples of the way, Inthis way, both conlextand artilact change
within the tradition ol story telling in order to delermine a new
direction [or the tradition. Above all, the ends of creativily are
met, namely, thatnew and adeqguate albeit Getional responsces are
fashioned 1o mect new siluations on an on going basis.

Ina differentway, butalso inepic proportions, Yambo Ouloguem
ransforms the griot story telling tradition in Bound ta Vielence
in order to perform his iconoclastic duty to that tradition and lay
are its olbher side which has been instrumental o the centurics
long subjugation of Alrican peoples by all manners of perverted
leadership, whether oL Alrican or non-Adrican origins. Whatlwe
wiliess here therefore, is the complete reversal ol the conven-
lonal epic purpose as plotstructure, characterization and language
e powerlully deployed, notio depict epic victory over obslacles
but o show how mindless and incessanl poswer struggles, cor-
fuption and selfish exploitation of the common people of Alrica
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the making, Itis therelore clearwhy the cuvisaged Alrican lulure
15 proposed by these authors necessilated an epic novel form that
was in turn determined by the unique Alrican context: massive
corruption of walues leading 1o massive poverly and under-
development of Alrican societlics. I the epic [orm celebrated
heroic leadership and a people’s victories in other cullures, in
Alrican cultures it must be made to salirise inepl and mindless
leadership while itsuggests the kind of struggles that will create
better African societies.

by pretenders to power, ensure the perennial failure of Alri
torise above unproductive violence. Tradition is turned agail
itsell within the relatively same context that Armah deals wi
lo produce a new artifact that in turn, sceks to ina Lgurate a ng
dircction for the reversed tradition. Supernatural agencies whi
are deployed in conventional epics to ensure victory arce in e
novels cut out as these new epics concentrate on human Coibl
and mindless pursuit of power and wealth.

The epic qualitics are used in the most prositive way o (ranslol
the story telling tradition in God's Bits of Woeod and Peraly
Blood because ol the basic faith of their authors in the powe
the people, when properly organised, 1o rise up successi
against oppression. In this respect, they share the same acstly
icsolstruggle with Two Thausand Seasons, With the focus shil
to the creation of new contexts, tradition and artifact beeo
means o an end and moreover, a means constaully in need
critical examination for uselulness and relevance. As Kan
puls it in Petals of Blood:

Chinua Achebe occupies a paramountand unigue position in that
¢llort to create an avthentic African iradition. His understanding
ol the nature of the struggle for the liberation of Alrvica is fonly
woted inthe belicl that any people that ceases to believe in itscll
und accepts an inlerior status for its total culture, cannot reluse
i be imposed upon by other sell conlident cultures. His whole
lile work is therelore devoled to demounstrating that the Alricau
peoples, with all the pitfalls of their cultures brought about by
Aurces both [rom within and wilhoul, can come o thedr own only
W iliey learn from the many past decades of sel-denigration. He
erelore brings o the realistic novel radition in Adrica, a
Aistinctive tone of self-affirmation, And because Achehebelicves
bt the Lonest examples of prose occur, in his tradition, not in
Anlktales, legends, proverbs and riddles, these being more or less
slinrigid moulds, butin the higher creative order oforatory and
ood conversaliond, it is not surprising that it is these categorics
prose fictionwhich best exemplify this tone of self-alfirmation
W his movels. A good orator or conversalionalist creatively
.-*I:'I{:I';"E for preal cllects, the more rigid [orms ol prose 1o create
wew contexts, challenge or support existing oncs, and in the
Process, show up the values and aspirations ol his people as they
allect his own life among them. It is instroctive that the best of
hise come not from the tragic heroes ol these novels, who are
eaally pushed by the powers of event beyond Lthe poinl of
Salanee, but from elders and close observers of these eveiils.

.o Lean we must not preserve our past as
a muscum; rather, we muststudy it critically,
without illusions, and sce whal lessons we
candraw from itin today’s battle field of the
luture and the present.....l don’t want to
continue worshipping in the temples of a
Past wilhout tarmac roads, without electric
cookers, a world dominated by slavery Lo
nature. (p, 323)

Putdifferently, we lirst have to usc the present context to
the context we want created, and this in turn, will det
what from tradition and artifactare uselul, so that in wsing 1
not only are tradition and artifacts transformed by the el
context, but more importantly, the envisaged context will b



8 FRNCIPLES GF TEADITIOMAL: AF AN ART

Two examples will do as illustrations of Achebe's achieve
i this area ol using the Adrican form of oratory Lo transfor
novel form. After Okonkwo and five other elders of the Um
clan have been released from prison towards the end of 7
FallApart®, a mecting of the clan was summoned to delibera
recent happenings which portend a great danger for the
Ogucli Okika makes as impassioned speech which beaut
captures the moment and may have led to Okonkwo's d
action il Okonkwao himself had been more patient:

THAINTTON AND THE THADITPONALIN THE AFRICAN NOVEL g7

*They arec not’ he said. "They have broken
the clan and gone their several ways, We
who are here this morning bave remained
irue Lo our [athers, but our brothers have
deserted us and joined a stranger to soil
their fatherland, I0we fGeht the stranger we
shall hit our brothers and perhaps shed the
blood ola clansman. Butwe mustdoil. Our
fathers never dreamt of such a thing, they
newver Killed their brothers, Buta white man
never came Lo them, So we must do what

You all know why we are here, when we
oughit to be building our barns or mending
our huls, when we should be putting our
compounds in order. My lather used to say
o me “wherever you see a toad jumping in
broad daylight, then know that somelling is
Alter its lile™, When 1 saw you all pouring
into this meeting from all the quarters of our
clan so early in the morning, 1 knew that
samething was alter our life”, He paused for
a bricl moment and then began again:

*All our gods are weeping.  Idemili is
weeping., Ogwugwu is weeping, Agbala is
weeping andallthe others. Qurdead fathers
are weeping beeause of the shameful sacri-
lege they are sullering and the abomination
we have all seen with our eyes* He stopped
again o steady his trembling voice “This is
a greal gathering, Mo clan can boast of
greater nwmbers or greater valour, Bul are
we all here? Iask you: Are all the sons of
Umuolia with us here?” A deep murmur
swepl through the crowdd,

our fathers would never have done. Encke
the bird was asked why he was always on
the wing and be replicd "Men have learnd Lo
shootwithoutmissing theirmark and Ihave
learnt to Ny withoul perching on a btwig™.
We must root oul this evil.  Aund if our
brothers take the side of the evil we must
rool them aul oo, Audwe mustdo it NOW.
We mimst bale 1his waler now that it is only
ankle-decp....” pp 14 3-4

is passage 1s not only one good example of how oratory, in the
ids of Achebe, gives a distinctive lavourto language use in the
rican novel;, more hnpoctantly, it shows how traditional fonnms
¢ proverbs, maxims and aphorisms combined with progression
nrgument, thetorical questions, elc can be uscd (o creale new
ilexis and values in the face ol new silvations, Bul above all,
any oue perceive in the above specch, any form of alienation,
oy, sel-doubt, equivocation or ambiguily?

us take another example. I refer to that long speech by the
arded old maw leading the delegation from Abazon in Anefliills
e Savarneali @ 1t s too loug o be reproduced here, bul ils
neral import is to the effect that the most important part of any
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the novel itis transformed by a living African tradition, D)
the trial of Diara, the traitor, in Bama ko, the people had gal
and given evidencebelorea jury, giving in the process, sugg
for punishment, These include death, fogging ete. Now
to parls of Fa Keita's address to the tribunal and the g
gathered, which carried the day:

< We all wanted the strike, we voted for it
and Diara voled with us. But then Diara
wenl back to work, You say that he is a
traitor, and perhaps vou are right. 1Fwe arc
all to win, then we should live as brothers,
amd no one should go back unless his
brothers do. I have heard you calling for
punishinent, but I know that you will not
kill Diara. Notbecause some of youshould
nothave thecourage or the will, but because
others would not let vou do it and | would
be the first of them. If you imitate the
hirclings of your masters, you will become
like them, hirelings and barbarians. For
godly e, itisa sacrilege o kill and [ pray
that God will lorbid such a thought to take
rool in your minds,

You have spoken also of Nogging, of beal-
g Diara, The child who is seated beside
me is punished that way very scldom, al-
though my father beat me olten and the
satne thing is probably true of most of you,
But blows correct nothing, As for Diara,
you have already beaten him - you have
struck him where every human worthy of
the name is most vulnerable. You have
shamed him before his friends and before
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the world and in doing that, you have hurt
him far more than you could by bodily
punishment. I cannot know what tomorrow
will bring but in secing this man belfore me
Tdonotihink that there is one among us whao
willbe tempied to follow in his footsieps........

And Now... Diara lilt up your head, You
have been the instrument of destiny here - it
was not you who was on trialy it was the
owners ol the machines, Thanks 1o you, no
one of us now will give up the fight.

tunately for the people, there is no Okonkwo among them, so

Ihey listened to the old man and unanimously agreed 1o leave
Wira and his Lamily to live in shame aflerwards, while they went

more determined to win a viclory over their enemies, It is

portant o notice in the old man’s speech, a readiness Lo

ilerpret tradition and accept changes while at the same time
uining within the traditional framework. Itis nosurprisc then
| the Alrican communities of the Dakar-Niger rail-line come
ol thatexperience victorious, and with a strongersenseofwho
are and bow their destines are in their hands,

have therefore tried to establish in (his paper, that he
itional” is being actively used by African novelists o create
dition ol the Afvican novel, Butwe hopewe have alsoshown
I that tradition will continue to grow and respond Lo he
nrical givens and imperatives in the way that sensitive Afri-
winds pereeive them and their Gar-reaching consequences for
development of the mind of man in Alrica. 1t lollows
fore that the African novel must be studiced [or the ways
an history compels it to emphasize dilferent values at
vrent times - social justice, freedom from oppression, indi-
unl fullilment ete, at different times as it also develops forms
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ol great literariness that best cxemplily these values.
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waplersls allempt to break with the past is conscious of and contains
pinents of the hislorical past it is breaking away from. In- the
e vein, Adedeji, reminds us thalt i crcaulvny is a conscious
Jd organised design whichresulis inchange in lll-l.': way uftlmﬂ.ﬁ
lngs - an innovation which results from a|1=mtclhgmlL an
lelligible relationship with ones enviromment’.

THE TR1IAL OF 'TRADLITLIONLAL' -4
THE BLRD SYMBOLISM 1IN

CONTEMPORARY YORUBA PALNTLN

o AT [rican art and culture has unfortunately been bedeviled with
any abuses by some Weslern scholaulrs. who sometimes out nj
yihnocentric bias reveal too easily their ignorance of the arl an

people they claim 1o undursl,andl most Imt:malcly. All lc;n
lrequently we hear of certain terminologics adopted today only

The John Picton paper “On the invention ol traditional art™
generaled many controversies. It questions the terminolog
found in current usage, and provides usclul insights into 1
problem of definition conlronting rescarchers in the field |
Adrican artscholarship in recent time., Uselul as his observaltio
may be for a cautionary categorisation of African art of colon)

era, it provides room forexplorative e gagement for the sensit
rescarcher,

Unlike Eliot,? Picton is not cssentially interested in the signil
canceoflthe ‘historical sensc” which Eliot regards as uninheritall
Haowewver, Eliol recognises the crucial importance whicl
admixtures of this sense of the “timeless’ and “lemporalt o
produce in any creative individual - that which makes o
‘traditional’. This ‘historical sense’ in essence is borne out in
Yoruba axiom: e je ka a se bi won i n se, kioferibiotinr
Interestingly this provides what may be regarded as the index i
the almost rigid or strict adlerence o tradition in ile visual arl
ol the Yoruba. Yet the paradox in Eliot's thesis lies in his
admonition ... If tadilion consisted of a blind or titnid
adherence to the successes of the historjcal past, then tradilion
must be discouraged ...°,

preference for individual wlent or individual crealivity, wlich iy

Perhaps, hercin lies his choice and

0 be discarded tomorrow. ‘Primitive’, “tribal®, *black’, ‘{:urinlm-
thes' and quite recently ‘classical” are controversial terminologics
which havelately found theirway into the vocabulary ol Adrican

arl scholarship, As Brain has rightly ad\-'u:falcd, S}'Etll',llnﬂlit‘. ﬂ.l'ld-
cautionary approach should be adopted in the :J_mi:ugs_ WE.IIJ
categorisation of African art. TI?M even 1.:|.ﬂ1531l:.‘a| WI“:'HE
seemingly salutary intentions is a highly -r.:mwclnllcnl icrm., whic
las several meanings in general use®. So traditional ESC“.“}I
on trial, can eqgually be garbed in sc'l.rtria] cloaks dcpmldmrg
esscentially onusage, time, place and historical autccmlcn.u':, Itis
in this regard that one sees the Piclonic proposal as most ll.uml:l:,.l
and crucial. [titberelfore calls lor reassessment a".d rcr::x‘;-unmnllifn
of our coutextual analysis and engagement with African art in
peneral.

OF primary importance o this writer is the definitional l-:ras.u ﬂf
certain terminologices thatwill recur throughout the linuglh {I][1 this
paper. These definitions shall be used as I{s-ul]s w:lh v-_'h_mh_ t;n
bultress our argument and posilion conceruing led]llmml .
Thercfore if tradition is ... then passing down of a.:_ll.:,mcn:‘:g. c?f
culture from one generation o the other’, l._hl:'.:l"“ir.'nlllumsll is
thatwhich pertains to, orinaccord with lnlnzlllin;J-‘lf"'ei I\"{ﬂs!]:l“ look
at “traditional” in this paper in terms of that which is indigenous,
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peculiar and perlaining essentially to a particular culture, and
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but also as the mode and standard wpon which the art created
within the colonial period must have becn ancored. We shall

this respect the Yoruba culture we are familiar with, Very quickl
we shall examine the antithesis of traditional, which is cont
porary in light of our line of argument in order to cstablish i
fallacy inherent in the previous position concerning contemy
rary. ‘Contemporary’ in the visual arts is often erroneously I-
almost exclusively in relation o and in relerence with worl
exceuted in the European idiom and style. Yet the “freeze-dr
approachand sometimes outrightridicule inwhich those execul
in the ‘traditional’ manner is held without any regard to il
contemporancity with the alien ones only shows the bias and §
inadequacy of our catcgorisation of Alrican art generall
Somelimes we convenienlly ignore the changes allecting -
raditional” ones in Tavour of those we regard as modern,

rarely dowe take inlo consideration or remem ber tlead, that wl
is modern today oo soen becomes antiquated tomorrow, i
same vein, the Osogbo art which forms part of the focus of
analysis has equally elicited vehement criticism and branded %
extension of German Expressionism”, inspite of their appar
Yoruba provenance, subject matier and authorship.

presently see how this art could not bave existed in isolation of
and dewvoid of ils historical past,

FF o e v e i gl -

Down Lo the pre-historic limes, man has ollen been fascinated by
his environment and the corpus of images produced by him have
largely been rellective, influenced and dependent on this. The
pre-historicancestors ofman in the Sahara, visually documented
somne 8,000 vears ago crucial episodes of their various exploits,
ilyles and manner of living in the desert. Today legacies of the
astounding frescos they lelt behind are *pointers' 1o the level of
sophistication of the culture that once thrived in that part ol the
warld,  Shocking realistic images of Bison, Giralle, Camel,
Hippopolamus and several olher animals that once roamed
[reely on the terrains of the Tassili are historical evidence that
once in the distant past, the Sabara was howe to these animals.
Today, people no longer dwell in caves. The lacade ol their
living apartments also provide a readily available canwvas on
which people record the diversity of human encouunters with the
lorce of nature. Repretlably this tradilion is fast becoming
extinet. What obiains today is the confinement ol such experi-
ence 1o ancestral shrines devotled to the worship of cullure
heroes, and in recent times such expericnces are increasingly
recorded on portable canvases,

S

Picton's observalions are not in themselves infalliblc, The Iy
main issues which shall presently Cchgage our allenlion are:

(1) questioning the validity of the term “tradilional® w

respects toworks created during the colonial period, il
Atthis stage we shall examine one of the dominant molils lound
prevalent in the corpus of Yoruba art in general. The bird icon
i one of the most persistent and Gvourite molils of Yoruba
verbal and visual arts, Several allegories, proverbs, and folkiales
pecount @and extol e virtue ol the bird, Yetthe syimbolism ol the
bird is controversial evenwithin Yoruba culture itsel [ While the
bird is regarded as the "divine and vital power: ase of Orunmila®
(n positive attribuie), on e other other hand il is also regarded
us the sign of Eleye * - symbol of wilches in Yoruba cullure -

{ii) the illustration of Tutuola's Palm Wine Drinka
Twin Seven even which he says looks nothing like
precolonial visval tradition of the Yoruba people!

We shall attempt 1o examine those elements of continuities
similarities which have characterised Yoruba painting tradit
execuled in both modern and traditional idioms, We shall e
influences olthe material culture motonly as the dominant sting
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(delinitely a negation of the former).

But our investigation shows that various artists male and fer
whether drawing inspiration or patronage from city-dwelle
traditional institutions, use the bird motif for varjous rea
aesthetic consideration being the most paramount.

Theimage ol the bird is mesmerising, arresting and most engag
It is the potential habinger of good aud ill omen. Per
examination of the altributes of a few of these birds an
demonstrate the significant importoftheir role in Y oruba cullt

Akala/Gunngun/igen (the valture) is regarded as a sacred bir

many ways. [Uis wisdom, old age and long life personified,
popular Yoruba song altests to this:

oo Girenugun i kn lewe dan dan,
@ ka sa i darugho dan dan ...

The Vulture is related by folk cliology 1o the three Yoruba ro
houses. 10 Indecd on this account it is considered king olall bj
Il literature lends credence to this assertion on the enthrones
of the vulture in the comily of birds' Perhaps it is on this se

thata Yoruba maxim holds that no one kills, eats or offers vull
in sacrilice:

A ki P pagien
A KT pegun
A ki i figun bo ri.

The vulture is the consumer of sacrifices. It is believed that
sacrilice 1he vulture ignores has not been found accepla
Indeed, Ifa literature states that it was only the vulture that co
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cliectively transport the sacrilice of appeasement by Dt_m-
ajalaye to Oba-ajalorun, when a truce was being called alul:r
many vears of wanl, hunger and pestilence occasioned by their
disagreement.'*

Representing a distinet antithesis to the atiributles of I_I:r:. vuolture
is the hoopoe aghbipghbo which featlures prominently in Yt]l’lllbﬂ
folk storics. Though endowed with a brilliant ph.nn:lgu,l gl prbacy
represents the principle of unfaithfulness, deceit, slril-.:., doom
and “the negation of the strict sanctions of la divination sys-
tem™ Usually like Esu, Apbipbo is often placated. Some [olk
songs regard him as a@lade ori dgie The King who makes the (ree
lop ils abode. :

Cein, Qburo, Ayekoto and Eyele “are among many other equally
important birds which occupy symbolic positions in "I_:'urub:l.
cosmology. Okin is regarded as the King of Birds © Qkin foba
eye, on account ol ils association with royalty :md. h;aul}-. et
ils beawty is never highly  regarded because it is Lhml_ght
arrogant, Absolule beauty is a virtue that is usually mﬂ‘ d::z:;m:.d
by the Yoruba. Instcad Yorubas often strive for intrinsic
beauty®. While Oburo's sonorous voice is “k"“w]“d.g“f as
enthralling, Evele occupies a crucial position because it is a
favourilte choice ol sacrifice by the average Yoruba, Averoroon
the other hand represents the principle of faithulness, justice
and truth, Therclore its feathers are often used in commusuicat-
ing secret and symbolic messages where verbal dialogue is
avoided':.

Though the motifol e bird is not conlined tothe art ol pa 'ml_ing
alowe, itshall Torm the central focus ol the present investigation.
However, it might be necessary to slate very guickly that the
‘bird” is a favourite and consistent molil in nearly all the visual
arts practised by lhe Yoruba, In textile design, wuudu.u fu'u.l
metal sculplures, beadinaking, calabash engraving and painting,
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the bird representation has featured most prominently as
allusive image encapsulating many traditional legends,

CUn the opa orere,” the *bird? is used appropriately as a relectiv
symbol olauthority as well as the dependable fortress ol hope an

restitution for the human soul, in whosc quarters and head
‘1'.I.I'ld’ ollen seats at the apex of power thi pongeo ori - the scal -
wisdom and the abode of a man's destiny, Themotifof the “bird!
l}rc relore, represents the divine authority, asc of Orunmila, whig
kings represent in Yoruba sociely. Hence they are regarded
{gbakeji Orisa : the titulary deputies of Orisas (divinities).

sanclity olsacrifice is rested. In the beaded crown of rovally, th

So potent is the symbolism of the *bird’ that even the three ba
uImJ:_'-um in the Yoruba spectrum are attributed to it; certaindy thi
15 on account of ils beauly and subtlety of plumage:

Agbe lo laro

Alnko do fosnn

Lekeleke lo lefun,

Agle owns the Indigo (dye)
Aliko owns the red-camweooed
Lekeleke owns the white-clialk.

Also in textile design, the bird forms one of the favourite an
commonly used designs employed by traditional dyers, Oflg
|'epluatud inseveral ways or lorming an integral part of an overa
design, the “bird” is one of the most consistent patlerns [found
the popular “adire’ clothe, well favoured by Yoruba womel

Qlojuawo and eyele are some of the commonest and they fal
under this category, .

We shall now attempt to investigate the use of the "bird” oLl
contemporary Yoruba paintings. Four paintings execuled
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religious rituals and three for secular purposes shall be critically
examined. The religious paintings shall be drawn from amnongst
ihose exccuted [or traditional institutions. We shall attempt
imvestigating the symbolic import of the paintings, wilh & view
o highlighting the rationale for their paricular choice and
manuner ol rendering,

Shrine paintings from Ikirun, Avyede-Ekiti, Ilesa and {Orisakire)
inIfeshall be our relerence materials, While Peecock by Jimoh
Buraimoh and Labayo Ogundele as well as Eleyve by Moyo
Clkediji shall be examined uvnder the second calegory (the
secular.)

Totem of Power, Authority and Beauty : The Religious
Category

Sacrifice is central to many religious observalions and worship
all over the world. That Akalafgun (Vulture) eats up sacrifice
is therelore of paramount importance to the elficacy ol ritual.
The *bird’ symbolises the principle of ritual acceptance, polency
and power of the very act of sanclifications.

Yorubas approach the Almighty God, Oloduwmare with a multi-
plicity ol requests, Flence, Heids relerred Lo as eled gpharoye. el
He must be approached through an hierarchy ol lesser divinitics.,
Most ol these divinitics are deilicd ancestral heroes who must
constantly be placated in order that reguests o Olodumnare may
be favourably presented by them. It is believed that only by
sacrilice can requests become fruitful and therefore a reality.

Itis in this respectthat Yorubas recognise the crucial imponance
of the vulture and othier carrion birds in the efficacy of rituals,
The valture is therelore eulogized and venerated. Furthermore,
because the vulture is bald and baldness is synonymous with old
ape and autbority; the Yuolture is seen as a tolemn of authority,
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wisdom and old-age whicl its physiognomy features slgre

Itis common knowledge that many birds have sonorous voi
The “music’ they make are not ouly pleasant to the ecars, i
Known to be soothing and a welcome balm for ALY & raw Hery
Music is an integral part of religious worship. The songs o -.
:‘»hrriuc printers are therelore reminiscent of the chanting of bin
a5 in,

Enibasunke jioee

Enibasunkejioaa

Ko la gholhun Oloburo eye ako®,
The birds on the Orisakire, Obaluaye, Loogun and Oluorogp
shrines in Te-Ile and the Irele shrines in Ikirun are therel
painted in recognition olthese, amongst olher attributes, inmi
Generally, they are painted in a lateral and almost &phe
manncr, with about live projections representing the head,
two on either side representing the fore and hind limbs, [
thermore, the spherical shape is Gilled inwith white and red de
sotelimes, it is painted white, at other times in any colour |

calches the fancy of the women, Qecasionally though, it is |

oracle that dictates the choice of colour and image (o be rep)
sentedd, 1

Questioning the rationale for their choice of those particy
images, one discovers that their choice is oflen inlormed

guided essentially by aesthetic consideration rather than B0
other allusive reasons one may infer, In the same vein, il g
realises that birds are perhaps one of the most beavtitul creatug
in the universe one would doubilessly empathise with the senl
ments these women express.

¥11 the Ogbonirepository ol Tlesa, an entire Panel is devoled toll
image ofa bird. (This also relates 1o the Yemoja shrine pain
I Ayede-Ekiti). The bird image is painted in aboul five dilles

THE TRIAL OF TRADITONAL' AKT 63

colours wilh a prominent beak and a jauntling projection al the

back of its head. It sugpests the image of a Vullure, when we
view ils peculiar features,

Setting aside the image of the bind on religious altars, modern
Yoruba painter (by this is meant those who have been influenced
orexposed to Westernart), have cqually been [ascinaled notonly
by the sheer beauty butalso the artistic merit and possibilities, 1o
which the “bird" can be put.

The Secular Category

Dine ol the loremost graduales ol the Osogbo artwaorkshop ol the
sixtics, Jimoh Burabimol is the exponeul of beaded painting
lechnigques, Though trained iwnitially as an elecirician he was
cployed asa stage lightuing technician by the delunct [nstitate
ol Alrican Sludies, where his artistictalent was discovered, This
lighting background has been putto good use by Jimoh as evident
i the Muorescent choice of colours, characleristic ol his paint-
Ings. Clearly hie has a penchant forwarm colours. The treatment
ol his "Peacock’ is a visval atteslation to the alorcmentioncd, as
phall be presently shown.

Buraimoh depicts the peacock™ in all its resplendent glory.
Mearly all colours of the rainbow are expended in the treatment
ol this highly culogised but vain-glorious king of the avain wild.
The painting is warnm and inviling, certainly relleclive of the
lemper of this bird, that exudes the air of nobility.

The painting is handled in an abrealistic manner without muoch
iepard Cor realistic details., The concentric circular Hues which
sland for the besd of the bird, with two perpendicular lines
slanding lor the beaks occupy the cendral portion of the canvas.
The ‘concentric circular line-device” is further accentuated inthe
ircatment of the tail and wings to good clfect, This stimulates the
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iespects Western rules of perspective, though distorted to a large
extent. Maoyo Okediji’s Eleye is therefore a celebration and
hvmapge to the witches rather than a true portrayal of the birds.
Although the two birds on the heads of the dominant Ggures in
dialogue are more symbolic than real.

feeling of balance which is further orchestrated by the burgee
ing ripples of the circular lines around the crown. Evidently i
represents the interlocking mesh of colours occasioned by i
rustling contact of crown and tail, The elTervescence of colok
thus associated with the Peacock is what Buraimoh has inum
bilized on his picture frame for posterily, X
Dbservations
Red, Blue, Green, Yellow, White, Black and Violel are the sev
colours employed by Jimoh Buraimoh in the treatment of
pride of the forest. Like a diadem around the head of a kiy
carclully arranged beads in sequin details are added  in mul
colours o grace and enhance the beauty of the peacock.

From our attempt to review the bird motif found in contemporary
Yoruba paintings, a number of inter-related vet conllicting
ssues are raised, particularly in relation to Picton's “Open-
lextured”® attempt o debunk the “traditional” appellation of
Alrican art. We shall attempt itemising them,

Apartlfromitsaesthetic consideration, The Peacock by Buraim
does not hold any regard for *realistic’ details. Without the
itwould have been difficult 1o prove lo viewers and critics alik
that this indeed is a portrait of 2 peacock. Though the beads g
used i good measure, the artist has notexplored the possibilit
which intricate details, particularly the sensitive designs, whi
the feathers offer to their full realisation, Repetition of a [ew
those concentric cireular lines within the ripples around the lie
would have convinced us without much ambiguitics.

{1} There is tradition in modernity and modernity (by
which is mcant social imperatives) in the “traditional’,
Images represented on Yoruba shrines for instance
have olten contained glimpses of contemporary situa-
tion in our society.

(i) Itwill be quite mischievous and inaccurate to regard the
exquisite Benin Plagues ol the 17th and 18th centuries,
documenting such episodic encounters belween the

Treated in simple realism is Ogundele's Peacock. The zaila E‘IDS ‘:".""l Lhe Pnr.luguc;;nlﬂs “IDtl :ﬁ:iﬁ';“‘“::_?: ]iLI;:: j’:
exquisite patterns on the bird is a convincing portrayal of (l loliln:.-.'mg ?ﬂﬂfﬂl Hf:' phura uanEI Plr:llc-n 'S-“"m“

P s
psychological resemblance of the bird, Though a black and whi wilhin the colonial calegory

rint, it leaves no room for any ambiguity or doubt, ; [ ; :
Lol ¥ g (iii) Canoune safely say that the religions carvings exceuted

in the Kelvin Carrol’s worship lor the Catholic Mis-
sion, do wol exhibit traditional traits?  Doubtessly
calegorising them along with traditional Yoruba
sculplure when in fact they were execuled in line with
the Yoruba canon, with an alien subject-matier and
patronage, isinitlsell contradictory, Perhaps the Picton's
cautionary observation contains in itsell denying con-

Finally Okediji’s Eleye proves 1o be particularly interesti
because it represents a synthesis of the old and the new, T f
tional and modern influences arc 1 tently apparent in the handli
of the painting. On the one hand is the material of executio
which conflorims wholly with Yoruba painting tradition  Yel |
medivm olexecution is entirely moderm and acadenicin owtl -
This is in view of the fact that the painting follows in so
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(iv)

(a)
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tradiction and conflicts.

That the illustrations of Twin Scven Seven does ol
[ollow the canon of the visual traditions of the Yor [}
people, is ridiculously inaccurate. In the first instane
the Seven Seven pictures or illustrations one is famil|
with exhibits all the attributes and traits of tradition
Yorubaart, be itsculplure, painting or textile traditia
They are notonly decorative butalso in conformity wil
the important point of social perspective, crucial
Yoruba art generally., That Picton agrees that o
subject-maltter is Yoruba is enough complication, co
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Conclusion

Having attempted highlighting some of these conflicting obser-
vations arising out of the definitional problems of Alrican art in
peneral, one can only hope that the crisis of terminologies and
tategorisation of Aflrican culture itself may require a surgical
operalion as a matter of urgency.

The debate has delinitely commenced.

pounding [urther the very basis on which his thesis NOTES ,
rested. What indeed is not Yoruba inmy opinion is |
medium rather than the subject matter of Twin Sew 1. Picton, John. 'On the Invention of “Traditional™ arg’

Seven’s illustrations.

Finally, one considers branding of the plastic doll
garded as a substitute for an awthentic Ibeji ligures
some of the inherent conteadictions whicl in Tact
gered Picton’s call (or a reassessment of the fe
“traditional’, with respect to works of the colonl
period. One is tempicd to regard such apparent e
lematic situation arising out of this case as

a deliberate attempt by the informer (in this case ¢
takes the model in the said picture as the informer)
mislead, misinform and deceive the researcher, Ing {
words, it is an apparent ploy to distorl and a &
deliberately emploved 1o misrepresent tolally the cul
Ibeji. Treating as final this apparent misinformati i
one whose level of sophistication as claimed by Pigl
is 1etally al variance with the cthics of the Yon
culture one is familiar with, might be a lide unfort
and misleading,
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Jnstitutionalised, so no accredited degree is olficially awarded.
Whereas he realised that traditional medicine is professional
and the theoretical aspect s taught in the Ifa "“School™ and
Anitiation ceremonies are performed when learners pass oult.
[ his is because he said in the same article that the leaching of
waditional medicine in institutions would be inferior to the old
apprenticeship system, Probably by institutions be was reler-
ing to Western School System.

SCIENTLFLC TRADLITLONS 1N YORUN
TRADLTLONAL
EDUCATLON OF 1F.A 'SCHOOL'

MODUPEOLA OPEOLA

lien Olatunji (1973) said “In West Aflrican traditional poctry
Ahie term “traditional” cannot safely be taken 1o refer to a kind of
latic or fixed specimen of primeval curiosity™. He was perhaps
Cubserving the curocentric sense of using the term “tradition™ as
the lixed pattern of behaviour ol the primitive Alricans. Henee,
e quickly pointed out that “West Adrican traditional poetry is
polhing lixed or static. [t conlinues o lake in new ideas wilhin
g traditional Hlerary devices.” He bere uses iraditional to refer
o the peculiarnature of Alrican literature which he described as
“mainly oral™, to distinguish it from Western literature which is
“mainly wrilten™.

Abstirnet

The paper is an attempt to make it elear that the ethnocenty
ol the terms “lradilion™ and “traditional” to make the indigl
Aldrican system of education look primitive derives Crom
main sources. First, is the inlerpretation given by the Prote
Missionarics to Alrican religions, Second, isthe methods ad
by the Europeans ethnologists 1o study the Alrican Communl
Third, is the belicl that e patterns ol thinking ol Adrican
underived Lrom scientilic traditions. Afler proving these som
invalid, the paper proceeds to reveal that most aspect ol
Yoruba traditional (traditional, meaning, indigenous educa
propapgated on L "School™) curriculum are derived from st
tilic traditions (“tradilion”, mcaning, acceptable prineiple
doing things) It concludes that, this characteristic of [a Y
corpus makes itrelevant to the modernisation of Yoruba C ]

I a non-political sense it is common to think of things “ancient™
i “archaic’ as being “traditional ™. Tw the Middle Ages systcm
ol education there was a good deal of Hogging and driving and
loud-roaring brutality (Highest, 1965). Schools of the mid-
pinclecnth century were to modem educators, sorey places, The
protestant tradition was still strong as was the German inlluence,
and between them produced the principle that children were
pasentially evil creatures desperately in need of Katian con-
sraint and Calvinist punishment. Children sat in one place in
vne position for hours on end, with periodic arm-swinging lor
exereise and perhaps occasional permission to go to the bath-
joom. The method ofinstruction was the catechism, The teacher
Lol the stull out one day, and wanted i1 back the next day in his
wwn owords, Wherever such a system exists nowadays, it is

Introductiom

The use of the term “tradition” and “traditional” may al L
carry some traces of racism. For example, talking of A i
iudig;cnuusnm:lital:ayﬁlcm,Gct:rgﬂ{lﬁEB}‘sajd the merilon
cludes traditional medicine because jts intellectualism 4



F2  PRINCIPLES OF TRADTIOMAL: AFRICAN ART

referred o as “traditional” system of education.
Ethnocentric use of the terms “Tradition® and *“Tradition

I this paper, we arc concerned principally with an indigeng
system ol education, the Ifa “School” System. From he
onward, we use the phrase “wraditional Alrican education
refer to “the raditional education system of [fa School™. Toth
whomay doubt the existence of any organiscdsystem nl‘lcmma i
before the arrival of the Buropeans, Cameroon and Dodd (197
remarked that "it is a fallacy to believe that the early pioneg
moved inlo a complete educational vacuum.”  John Wils
(1966} even observed that in some West African sociclies i
form .ul' cducation is very carclully organised, I1EI1‘1E]}T.
Iuacl]ung of drunners, He [urther observed that  indi rc:n
ﬁl‘a:n:‘an education, beside using rote learning also used drbam
sation, mime, and role playing; these being not only mo |
educational methods but ofthe very root of universally appro :
means of learning and teaching rediscovered in the so-cal "

o era LLI i 1. A.".Dlh Cr peCorn !|' i ‘
0 I uca I.]':“ l&cd 1 9]

The Ewropean enthnoc i

= 10 ition™ an

A ;]n Lc.lnlnl-: wse of the lerms “tradition™ an
itioma tomake the indigenous African system of educatia

look primitive derives, among other things, from three soure

Firstis the interpretation given by the Protestant Missionaries o

African religions. Second, is the method adopted by the Eurg
pean EF|III{'I|:'DgISlﬁ. Third, is the belielthat the patterns ol thinking
of Adlrican are “underived [rom scientific traditions.”

Alrican Religions

iﬂ“'ml Ll—l1[:|l. all, ol the early Protestant Missionaries who came lo
frica believed that Africans were heathens. They, therelore ;
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Lelicved that elernal damnation and hell Gre wailed Adricans in
heaven, (Read, 19565, However what they mistook [or Alrican
wligions are mysterics. BMystery secms wpiversal. It was
practiced by the Greeks in form of secret ceremonies which

professed to satisly man’s desire for knowledge of eternal truth

by means of symbolic initiation. Among the Yoruba of West
Alrica, mysleries are cominon among traders, craflsmen and

||ml"n:5.55mml guilds, The huniers, the farmers, lhe traders, the
carvers and others, hold annual mysterics. This mystery is a
lestival in which members of the same cra (t, trade or profession
display activities and feasting, related to the lile style of their
patron go d (Orisa) when alive. Many guilds in Great Britain, in
e 161 century, were in the habit of producing mystery plays
which were based on biblical storics connected with their crall.

Another issue is the use ol symbols at some places of worship.
The missionaries thought that Africans believ ed thatthe symbols
were real gods (Orisa) as their own pagan forefathers, To the
missionaries it was idolatry lo confuse the symbol with the
reality. Thus, many western travellers, missionaries and traders
misconceived the religious aspect of the life of the Black man of
Africa. All Yoruba people believe in only one God, Olodumare.

E. Bolaji ldowu testifics to this.” Olodumare is not represented
iy any idol, neitheris any temple built for Him. They acknowl-
edge His greatness every morning, facing the sky; they pray 1o
Him as the creator of the world and all living things and the Lord
of all beings in heaven (Orun ) and carth (Aye ).

This is monotheism, a beliel inonly one Gaod who is present in
the world,yet transcending it, as in the religions of Judaism,
Christianity and Islam. This claim is made clear in Odu a

Ogunda Meji
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L8 o

4] o

] 0
(4] Le]na]

Eniti awon baba nla wa njuba ni Olodumare
{gba meta ni ofajumeo ni won si njuba re
Alwc,rnm lbrzim ria wa a ma wure ni igha meta
}_j“:.rm S L, LD o, (0 81 wa ming

igha mimo funfun balay

Wan a sita omi na s'ile

Mitoring, awon baba mla wan (awon orisa) je
A!w;rma Hodwnrare ni, won ki @ xe Gfﬁﬂtﬂﬂri’-ﬂ:
Tf i i?u njnba awon baba nla wa, a n juba won
fillor: pe won je aworan Qlodumare ni

ki se pe nitori pe won je Orisa,

'{?ur deilied ancestors worshipped Olodumare
hey prayed to Him three times daily.

Thﬁ}r lillﬂ!r'ﬂd into clean water in a clean white calabash
cach time they wanted o worship,
They then poured the water outside.

Our . i i
o ancestors (Orisa) were incarnates of Olodumare:
ey were not Olodumare J

watn.;'.-l.fmﬁhjp Orisa, it is not be¢ausc they
are ) i
risa but because they are incarnates of Olodumar

This cse Ifa makes i

i t clear that the Yoruba ar
] i are
idolaters. Use ol symbols make the Christians consider "n"un:':f:

traditional worshippers idolaters. The Christian churches use.

Smuj;; E}’I]llbll}]& they arc hating the Yoruba traditional worship-
poers Lor using, The cross, the statules of saints, including l]!m

Virgin Mary, the creeds (especially thesymbol of the Trinity), the
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diys of fasting and festivals are such symbuols'.
Yoruba as a Primitive Race

The European missionaries, traders and trav cllers for a long lime
were responsible [or carrymg out ethnographic rescarch in
Alrica. According to Radin (1966)" they were amaleurs. To
hem civilisation was understood in terms of Western culture
which had been literary for many centuries and ils capitalist
system, Arthur J. Vidich (1 966)* considers this attitude ol the
European to the culture ol non-westerm peoplesillegal. Thereare
o reasons for considering Yoruba along with the Pygmies and
Hottentots as aboriginals because they had no writlen literalure
aof the type recognised by the European. One reason is that
cthnological theory was cultivated long before it ever dawned
upon the students that cach “primitive” group had a very specilic
culture and a very specilic history. The view thal porirays
Alricans as pagan savages that were simple-minded, childish
irrational and non logical is very unfortunate.

In Australia we have the Aborigines, in Japanwe have the Adnu;
the Eskimos, the Tierra del Fuegians are other examples, The
existence ol such tribal peoples does not make their counlry or
continent a primitive nation or continent, Despite the social and
ceonomic development of the West, primitive people existed in
England till the end of the 19th century ™, The existence ol tramps”
in England till late in that cenlury does not make historians
proclaim England a primitive country.

The 1fa “School™ is an ancient learning institulion. Mo exactdate
could be given but the school was a product of an ancicnl
civilisation of a people wholived in cities. Dooney and Halloday
(1966) recorded thal the Yoruba cnjoved substantial urban
development and crafismen of Benin and Ife have leltevidences
of their skill.* Zaslavsky (1973} also reported that "the Yoruba
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pcn}‘.-i?. and the related people of Benin in Nigeria have
urbanized farmers and traders for many centurics and
:fuu1151lcx numeration system, Stolper (1963)* also observed

Western Region (now part of Lagos, Ogun, Ondo, tﬁlyo

Bendel States) was mainl
de : : ¥ populated by the Y ]
traditionally town dwellers," ’ o

African Patterns of thouwl :
hit under I TRPETT
lution & rived [rom Scientific I

Thel term “primitive” as used by the colonial rulers ma ¥ mean
Al'.n::afi patlerns ol thought are underived from “scientific re
lution™. For example Kingsley ““thinks that the longer you kn
al.'d study the West Alrican and his institutions the more

vinced youare that his chiefmental trait is to be narrowly logi
She gave reasons for her thinking so thus: .

Hc is no dreamer, no doubter; for him everything
is real ... He is not critical and failure docs not
convert him ... His mental processes are simple
EL.IHJ unperturbed ... His observations, outside a
limited range, are seldom correctand his inferences
are faulty .... His chief errors are referable 1o the
lack of eriticism which would require analysis

T_'nm]}aris{m, and true generalisation, npcraliun:;
unpus‘.aiblc in the absence of an accumulation of
experience which the savage like the child could
not possibly have in available fornm. Henee his
mental processes remain uncorrected,

[he reasons she gives make one believe that the patlerns

thought of African are underived from traditions c;f .suil-:u
When | quoted this passage in one of the papers I presented atthy
Flan:ult?.f ol Education Seminar,; my colleagues were very eme
tional in their reaction to the paper. By then Professor Fai'm-lw
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wow the Education Minister, was a member of the Faculty,
Wiough he was not present al the seminar., [ wonder what their
jeaction could have been if I told them that the author was
Vafunwa for he said a similar thing if not worse, about Adricans.
According to him, “Many village people in Alrica, south of the
Sahara, are closer 1o the sixteenth century than the twentieth,
greept in their possession of a few modern utensils™"

In holding fast o the view, that Africans are primitive because
their patlerns ol thought

are “underived” from “scientific
evolution”, one under rates the standards of development ol the
Alrican peoples. The scientific revolution in question started in
{lie 1610 century. L[twas a revolution of ideas that produced what
has become known as scientific cullure, It also means that
Lurope was primitive until the last part ol 19h century whew Lhe
(evolution became a routine part of Western culture. This is not
ienable because the men of Anglo-French Enlightenment were
¢mpirical and utilitarian in outlook,

Even if Falunwa were right to say that traditional Africans are
closer to the sixteen century than the twenticth, this does not
mean that the patterns of thought of the Adrican peoples are
underived [rom scientific traditions. Like the Anglo-French
Enlightenment, men of 1fe and Benin civilisations were empiri-
cal (the chemistry of production of bronze) and utilitarian in out
look. The Benin bronze heads which were notas fine as those ol
Ife, were made by crafismen who werc extra-ordinarily accom-
plishied in casting the metal. Captain de Morman in 1922"
reported that in Bauchi Plateau, there are very interesting stone
brides most cleverly constructed with a curious semi circular
bend by which the foree of waler is diminished and the erection
firmly built to the bank. This could have not been doue with 4
simple and undeveloped mental processes. Itinvolves a ot of
knowledge about the properties of water and bydraulics.
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Scientific T'raditions

From Kinsley’s thought mentioned above, one can deduce ()
the West Adrican is incapable ol developing scientific traditio
Also Max Weber ® was quoted by B, Rose and S, Rose (1ud
as saying that “the belicf in the value of scientific truth is g
derived rom nature buta produet of definite culture”. By valy
maybe Weber meant tradition. For Rose and Rose [1971)
"Because of the non-scientilic nature of their cul lure, the deve
opment of weslern type of technology has been impossible
Asia, Alrica and Latin America, In the poor and culturall
unsympathetic environment prevailing among the nations of il
Third Waorld, the problem of being any sort ol scientist is gre

May beitis good here to ask “whatis this “science” that is S0 I
a knowledge, that not only Africans but all the peoples of th
Third World are incapable ol knowing?” This is because abs|ra
tion and discovery are characteristics of mammals. Even tly
relatively weak - brained primates (prosimians) form comple
social growping in which the young learn the lessons of life thy
frame their reactions to future events, and a scientilic tradition i
established. That is why Nnabugwu (1983)= defines scicnce a
an institutional form ol reason that shows reason as a cultural toal
rather than simply as an inborn faculty. Consid ering scicnce g
a product of a complex social society, Sanders Pierce {1539
1914) delines science as an evolving system, a co-operative and
unending attempt to make the world intelligible. That scicnee,
even e modernscicnee to which Max Weber and Rose and Rose
were relerring to, as quoted above, is by no means the exclusive
product ol the Wesl.® There have been leading contributions to
both the theoretical and practical aspects of scicnce [rom other
countries, through the long period in time of the developiment
of modern science. The process of science has been cumulative
over thousand of years (Synge, 1969,
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Scientific Traditions

As an institutional form of reason, science has a peculiar tradi-
tion, agreeable procedure of “scarching to discover unity in the
wild variety of nature.” Science is a scarch for relations among
things or events thatlook unrelated in everyday life. Experienced
scientists, in their tradition, look [or order in nature's activitics
because order does not display itself in nature. Order must be
discovered, and Lor purpose of predicling nature’s behaviours it
has tobe created. According o Bronowski (1965 ) the discovery
is made in three steps (i) observation (i) interpretation and (iii)
abstraction. The interpretation involves raising and testing
hypotheses and the abstraction involves crealing mathematical
symbols and models of nature’s behaviour.  The scientific
method is ultimately guantitative and numbers arc basic to
precise observation and prediction *, Model formation is es-
sential because the purpose of scientific thought is to postulate a
conceptual model of nature from which the observable behav-
iour of nature may be predicted accurately. Man specialized in
predicting the [uture, and the systematization of this process in
science 7,

The use of mathematical symbols in science is historical. Math-
cratics originated as the abstraction from empirical experience
of the external world. Francis Bacon (1561-1626) in Novin
Organum published in 1720 hinted that logic and experiment
(that is, mathematics and scientific experiment) are locked
together in the scientilic method.

Yoruba Traditional Education of Ifa *School™

The curriculum of Ifa “School” cover among other things
mathematics (Arithmomancy), theology, theological biology
{natural history), geography, sociology, agricultural science,
psychology and philosophy. All are well interwoven aud pre-
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;EI]I.lCd through theme teaching as gencral knowledge of the |

£ 11::":::1'] ]lu I:;’: of importance to maintaining the stability of

socicly, In this scheme, each subjects, a iscipli 1
: sasad

s e j iscipline, has o

The education starts at the age of six to seven (but age limitis)
ﬁllfur::!:'.d}. The lirst stage which could be called the pri :
F,du::aucrn includes story-telling, mental arithmetic 111usi1-; da
m!;and natural history of plants and animals, The ]'_:l.:g:illnﬂwrs. |
with a sulrt ol sacred games ol probability, using materials |
kolanut pieces, opele or ikin Casting kolanut picce,cowry shel
or w.:-e:l'el may mean nothing except the cxurui:-;uria ba}sicd
].,::j_[;'l}usiu:]ztml The propositions used by 1la priests n:'u:'.-' er mo

}mvi.;rc;;:l::h:!wuswud all good things as well as theircomplemen

I'he second stage is from the age of thirteen to cighteen. He

learns about the empirical knowledge of the society -h"lSE'.d
communal experience and derived from logical :iul'{*rcm:q;s Th
kulnwle.dg:: of the natural history and biology ol ll-:r; 1Ia:1;.s [
animals in the “small world” of his race becomes dlcvel
Much emphasis is placed on systematics and ecology SI'_:' -.
classilication models are wsed by the babalawo. 8 b

Al’lc_r lt!ﬂgcuami cducation, the graduates of “Ifa School” beco

s|lcu!allstx in one of these main lines: (a) priesis :i:wnh-;cd :--
medical practices, (b} diviners, (¢) healers and (d) ila lite .
corpus scholars. The healer and diviner have to undergo fl."{li

training in determinin i i i
. g orecipes Lor medical and cone n
preparations. -

Ita School as a Western School Equivalent

'.Iu ]II!IICI-L! ern edul-:'glnrs., Ifa school may be regarded as an inforn
mstitution, This is not quite true. The culture in which the sche il

IH‘! W
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is very differcnt from the Western cullure. We may equale
ila training organisation to a “iraditional western school” be-
cause notunreal 1888 was group recitation { a method oftraining
ila priest), like choral chanting of the 1fa school, replaced with
mdividual recitation by Search ® in the programme of Pucblo
Giolarado School, United Stales of America. Also like the
Grecks of Lhe classical period, the society belicved in the idea of
sgound mind ina sound body™. The training of the mind was not
devoid of the psychological principles of learning held by the
community. It was mainly rote learning. But the philosophy
behind il has been better expressed by Abimbaola®.

... lhe training of the Ifa priest is a

supreme example of sacrifice in human
endeavour. 1t demonstrates that human memory
can be stretched to an almost  extent

for the retention of knowledge.

similar 1o Thomdike's theory of learning

which recognises heavy drills and memorising as the sole walicl
precedures of education. It must however be pointed out here
{hat other methods beside rote learning me thod were cmployed,
These include mime, role play and dramatisation,

This philosophy is

Seientific traditions in Ifa literary corpus

the study of the science of Cabbala {ancient
cacred oral of written tradition) that all arts and science were
pascd on the same cosmic lruths expressed in nmmbers, Ifa
literary corpus is a type of cabbala that relates closely (o the
Greck and Hebrew ones. In Greek and Hebrew cabbala,
gemairia, the science of relating words to number was devel-
oped. Sinceihe ancient Yoruba had no alphabets, they couldn’t
have used the same route o arrive at their own cabbala. They

It is obwvious tom
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used Arithmomancy, the science of theological inter retati
number. The system developed was binary syslcmp Fro
slud:_,- ofone of Ese Ifa, Eji Ogheitis discovered that tt;c me
of lla_ Cult developed the arithmomancy from their em

experience, The concepts abstracted from the facts of uhps
lions were subjected 1o the principles of logic. As said a
abstraction involves creating mathematical syvimbols and
of nature’s behaviour. Part of the Exe ffa £ji ng#l* ma-;lsn

The discovery of the symbaol of Odu Ifa is made ac-
cording, prescription. Thesc are (i) Observation (ii)
Interpretationand (iii) Abstraction.(Bronowski, C. 1965)™

That scientific method is utimately quantitative and nuimn-
bers are basic to precise observation and prediction
(Walker, 1963)®

That logic and experiment are locked together in the
scientific method as hinted by Francis Bacon, in his

Ik i i ;
less in pairs NOVHIM OFganism.

I no longer bless one by one.

That the process of Science has been cummulative over

This e
s means” I no longer count one by one but I count in one, thousand of years (Synge, 19695,

L 1] . . . &
unl(]:. . ;Ius 15 counting to base two. This is a universal sy
called bi ;

inary system. Discovery

Also Im determine the notation for the signature of each el
lhl.:rb:lnl.ngy of the pigeon was used. The male and the £ ;
u1|:1|kc in the case of other birds - the cock and In:n-[{:u::rl-:lm '
alike, and move together, The portion of Odu Ifa reads: 1

(1) Observation

The Yoruba in particular are painstaking and  adroit as
{ar as observation of their environment was concerncd, Theyare
soted [or their ability to nole the minutest thing that is
happening arouwnd them (Ogunyemi, 1982)% The case ol the
patural history of the pigeon was mentioned above. Eji Opbe is
used 1o personify the number “iwo™. The pigeonlays clutch of
only two eggs. The initial used for the divining instruments, the
kolanut, the cowry shell and the opele hall-nut, each has twao
[aces, back and front, the back having convex shape while the
front has concave shape.

Eji ghede eyele 0” 5'ako, o s'abo
WO Qjuma jo araa won
Laijumo yato.

Ejigbede, pigeons both male and female
Eesemble each other

wilhout any difference.

Ihe analytic study of Ila Literary Corpus reveals the foll

S The Opele has two arms and on cach arm are four half
scientilic traditions:

wuts. The fkin consisting of 16 Sacred Palm-nuts kept in orma-
ments bowl represents Ifa (Orunmila on carth).

The palm-nuts chosen are those with 2, 4, 5 and six
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1

cyelets. Women mostly use 16 cowry shells for divinat & Lol

purpose, 2 g 0

Z 4 0

1]

Interpretation 2 2 D
From the obscrvations ihe interpretation follows that in na . 1

there is a series of events or phenomena that oceur in the s
1, 2, 4, 8, 16,...256. Interpretation involves raising and testi
bypotheses. The 256 Odu Ifiz were derived from the Linal
system, each number representing an Qdi.  the use of [k
reveals this. For the purpose of divination  the priest puls i
sixteen pabm-nuts in one hand and tries to take all atonee with th
second hand. If one palm-nut remains in his hand, he inakes |
clear that not signs but symbols are made to represent the i ff
signatures. If more than two is leftin bis hand he makes no AT
the same thing happens if none is lelt in his hand. Itmeans in th
making ol the Odu Ifa signature he does not use mere tally. Thi
is explained further by the practice among the Tjumu Ifa Okpel
pricsts. The priestallows the few secds in his hand to (all in L
(even). Ifan odd number remains, twomarks are made on the I

i i r
Thesuccessive remainders and theleastquoti m?lg,wa_ﬂm 1:111::1::.};:“
(bils) on the binary system. The number is written from bo

o top. In the case we have above it is 10001,
0
Letus check 1000 =1x2* +0x2% + 0x 22+ 02! +1x2

=164+040+0+1=17

i :sent
The number 17 = Osa Meji using the Opele I, Let us ::!;:_‘Lj:uh
the arms by two parallel lines and then locate the poin

remainder and the least quotient:

24x1 20x1

2lx0
tray, and il an even number, a single mark. 22 x 0
i . : : . ) }i3 %4
Ihe Ijumu priest uses a more ancient but universal method of 16 =1
n:du::jngInlgcnumhcru[cvcmsnfllljugsiulubimlrysyslmn. i Iﬁ+l =17
us say the number of nuts in his hand were 17 and not 16 as i the

case olthe Ifa Opele, priest, To drop two by two means dividi

: n [t'.‘.-.[ Wil S CAT Im naE = t
i T ] I f a G.Fﬂ' J‘I-fE'F! 15 Iﬁpfﬁbtﬂtcd bous
SR h o lh inmo n 3" i fj E-d: aul []]IIS,‘ W “E‘.. u_. . IJ.I'-.‘. C'd” _r

number in Arabic numeral and divide by 2, Wrile the quotient . =
underneath,and write the remainder which js 0 ar 1 at the side, . 2
Then divide the quotiemt by 2, and record the remainder at the it 5
side and the quotient below, continue dividing successive quos ﬂ{}sa Meji
ticnts by two until you get a quotient which s 1.

In Opele the reading is from the right to the lelt, just as in Arabic

syslem.
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As demonstrated above, McClelland (1966)* and McGn

(1983)* observed that the number of Odu Ifa could be deri

from the binary system using, according 1o McGree, the laws

permulation and combinations.

Ifa literary corpus consists of Odu ffa and Ese ffa, Inrealms

meaning both belong to symbolic, especially non-discursi
5:,.-mh_nl5. Symbols are used o express the more ]:mﬁ:nu
meanings in human experience. Unlike signals, these visy
symbols (Odu ffa signatures) are not merely cues 1:; action. Th
are bearers of meanings that exceed the bounds ofordinaryl logh

Mcb..f.t ol Ese ffa arc allegories wilh figurative or metaphoric
sense rather than the literary sense of erdinary discourse,

shown above, Odi Ife signature reflects a form of arithmeti n

process involving conversion from base ten to base two.
2, That Scientific method is quantitative

ch h_w-:, sllmwu above the use of mathematical symbols a
principles in deriving the Odu Ifa signature.

In the sketch above, the right arm of the Opele refer o

principal Odu and the combination of the right and left to Ar,
Cldri. Let us consider the two arms. B refers to back up =2

16=2%R1R B=20=1
32=2B B=2l=2
64 =258 B=22=4
128 =271 B=23=8
240 Total =15

SCIENTIENC TRADITTONS IN VORUAA TRAGITIONAL EDUCATION OF IFA FOHOOL BT

The signature is

00 0o
alu] 20
00 00
00 00
Oyeku Meji

Considering the combination of face (f) and back (b} ol the 8

half-nuts of Opele we can derive a formula (using the 16 cowry
shells) [+ (b - ) = k; the k is a constant = 15, which is the Oyeku
on the right arm. All the backs are up. The value ol for the two
arms = 255 = 15 + 240 as shown above.

3 Logic and experiment are locked together

The purpose of experimentation is always to acquire knowledge
abouta phenomenon, Inthe years justbefore the lirst World War
(1914 - 18) Bertrand Russell and his pupil Wittgenstein (1889-
1951 ) worked outa theory oflanguage knowi as Logical Adomisoil
35, In 1922, Wiltgenstein perfected the theory of language known
as Logical Anatomism, in which he applied Russell's new logic
of analysis not just to mathemalics alone, but to discourse as a
whole. He starled from the conviction that the essential nature of
statements was a mirror or picture of [acts. A statement that
depicted a possible facts was meaningful and ifit predicted an
actual fact it was true. Statements that were not pictures must be
cither equivalent to collection of pictures or clse meaningless.

Stalements of divinations are propositions. The property of
proposition is that it is cither true (1) or false (0)*. Toapply logic
to divination, a mathematical model is essential. Inasking from
the Oracle whether a lady will marry successfully or a man will
become a chiel, outcome cannot be predicted without the use of
mathematics,
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It is usual to describe observation ol a random phenomenon
random experiment, for example casting the kola-nut i
cowry shells or the Opele for the purpose of divination,
casting of these instruments of divination and nheerving

combinations of face up and face down is aboul 1he simy
possible mandom experiment 27,

Indivination with 4 kolanut picees, cach picce with concave
(D) and convex back (b) is considered a twisted coin. 10 1he
is badly bent as in the case of the kolanut picce, or LOWTY 5

orhall Opele nut, the probability ola head on each toss is 1/3,
the losses arcindependentas inthe case of the kola nul pricees
the sixteen cowry shells, the equalions is X + Y = 3 where

numberolheads and Y the number of tails. In the case of kola
picces we have, back up = 2, and [ace up = |

SCTSNTIFNG THADETIONS 13 VORI TRADITONAL EDUCATION CHT 1
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The combinations represent the principal O ifa

Combinations Name of Odu Mo, in binary svslem ™
bbbl Chyeku =1111 I“;H
blilal O =110 :
FIMTLE Hea =110 A
bs(r Tresan =110 4
bilih Cunrupon =111 i
bl e =1011 : :
t}i:!h Fyvears =1001 ‘}U
LT O ptensidir =] IHI0 o]
by Chkanran =111 j
Ml Cheli =110 IIJ
Madts i =011 "
J_hl"l' frere =L g
111l Chinrin =211 Hl
(i Chrera =110 >
[ir i =001 ;
4.

Phe process of seience is comulative

[fa Iw{iuvrs that knowledge belongs Lo the socicty, that kn
edge itsell breeds litlle power. It is the man .xl:-]m. e “:I
L'L[1I1II!1UII.-'F| cducation that beeomes a wise man, Aceord 1:
Senplhor "" MNegro African Socicly is L'nlh*.l:li'n,'jsllﬁ 0 L'111111rl1l1!|-;1a
|I!'l'.‘-f.':'ll_lﬁl.‘. itis mther o conmunion ol souls than agee e e
ndividuals, According 1o Milingo T

We are whal we are because our socicly
sll has something special; we can speak
Wi.“l the dead, and a community may thus he
guided in its endeavour Lo carry uutfdc{‘iﬁiun.ﬂ
which aflvel the whole communily. |

SCIENTIRNG TRADFITONS TN voRLIES TRADFFIONAL EDUCATION CFF JFL SCHOOL gy

It is not certain whether Orunmila actually lived as a human
being. In 1 literary corpus the name Orunmila scems o reler
i a school of philosophy the school of Lxistentialism in ils
primordial form. The 1fa cult, according o the meaning of 'cull’
in the universal Dictionary of Euglish usage, is an intellectual
homage paid to carry oul the work ol 8 verlain ancient sovicly
in He-1le, by the admirers, who were members ol Ophoni cult.

I is nola religion as many people seen Lo believe. Il i3 nol
reparded ns adeily o b worshipped butan Oracle ™ Ha lierary
1'nr|n|_~;i&apnnlut'lnl'u.ulnulymv.|1u|}ilz-‘.ui'{_'lm1|.1nilil,::unw.nl]wr
intelligent wembers ol the sociely contribruted to its birth and
pronwth, Tn fact, it might even be considered a disintegraled
aspect of @ onee perlect universal systeni of thoug il The reason
fur assuming disintepration is obvious. Meither theart ol the use
of symbols nor the use of lellers is a natural human aliribule.
Both were invented or received, and both have been lost or
rediscovered at varions perinds ol history 2,

The witeh couneil contributed W the literary corpus. The Ol It
Irete Cwonrin (Olofa) revealed the association between the
witches and Orunmila, The establishment of G I itsellwas
deseribed in Qdie 1 Ose yekn known as fgbadi. However Chiln
{fir Ose Meji that established Toadan and the Qe Ophegundn
{Cgheyonu) listed seven rivers Trom which the witches drank
before they met uman beings on earth. This list ineluded Ceve
omi {haden. Thadan was a new city compared with the ancicnt
city of e whose nane was nol wentioned on the list, Also,
adan was a product of the recent intertribal wars ol Yaoruba
laud, hence, the claim o the cumlative wature of [ Titerary

COrpus.

The sccond geoup that contributed o Ha literary corpus is the
Oglboni cull, The groups contributed the mathentical aspeel
while the witches contributed the empirical aspect, The Ogboni
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WS ! i
as ijurmr'_:l by Orunmila.  Ogboni s the equivalent of
gmsm ~: ol the Western culture, Odu 1, Odi Meji reveals In
I:”r'u;Ju1nla formed the Opboni cull. The Opbonis hc]irv
: 9 J : : ;
vumare as a supreme being, and the Goddess of Earth, call
Mole, They believe that O i - e
Gl haetl e that Qledumare is ready o open to memli
= m:..nr.ut r|I.J .EH}"NIL‘IIE‘S. They emphasize the Tundamen
: Ii' ance .u[ kulnwlrr.lgv. acquired through sharing in 2 scoe
lm ition. The eight children of Orunmila who went 1o On
ICave seeive i
[l . ei Lo receive kin™ were probably Opboni chicls amao
the followers of Ormnila, - :

!:tw third group consisted of Orunmila and his followers o
;;I"l.'-d rl'Jnje')HfﬁH'rJ. They were equivalents of the "\-"L:'l.'ﬁlﬂ

Y""'FHT“‘HHH. As the Yorubas quote Granmila in many wiy
by l.ht‘._ﬁl!-:lm'uih contury, Pythagors was liable Ilu-}: I d[
:u.':'nu!!ng; to the interest of the wriler as a magiciin ul'm :
champion ol the contemplative lite. In fact [{a :*ull n";‘:l T:
very much the Pythagorean Brotherhiood {a religious -,{ a
and political order of about sixth century B.C) A

Caomelusion

The Alricans scially I
Adricans, especially the Yoruba beliove they have a peculiar

SRR I WDy e

; :|Ir|ilﬂl'|. Phe tradition is a fixed acceptable pattern of belhavion
I;.’ 1] T e r a [ i :

vhich every normal person must conform, The tradition §

" }

better deseribed in the words of |
in the words of Cameroon and Dovid (1u7y

Inedipenous educali as a lil

i f.' ik education was a lile-long proc-
s5 wherehy a person progressed throug
|:.rr'.d+.-l|.'r1|1||1u:'ql slages ol graduation from
rirthy Lev ddeath ..,

Iwas also social cducation aimed at Citting
the young into a Lairly rigid social syslen
wHdueation in conlormity began al the

ORI TRADITIONS I8 YORURA TRADITTONAL EDCATION OF 1L WO 03

mother’s knee, or rather perhiaps on her
back, and continue through o the-jul
training and personal condiioning ... re-
inforeed by moral stories and illustrative

proverbs....

Alrican clites use the lerms “tradition”and “rraditional” o iden-
llr}'l|il‘.l'|'|,“'jl|ith‘.:_‘li|11l]’L‘.l1fih{‘.i_‘l.‘llﬂ]lﬂl]lil}' they belong, Many
of them, including civil servants politicians, university profes-
cors. ministers of religion gladly accept traditional chicl titles
and use such opporlunitics o become influential members of
their sociely. The Western school has also been Limed intie a
broad road to becoming a “wise older ™ persons . Thus in
Migeria, many brave soldicrs, compelent teachers, creative sUi-
entists and enpineers, olten withdraw Meir services, on the
pretence that they peveived the call of the spirils ol theiraneestons
1o come and siton the thrones of their fthers, For example it is
casier [orageography praduate o become an SO than towork
very hard and become an explorer of Nigeria. Keeping Lo e
sipadition” is highly rewarded by (he Alrican communilics. 1L,
therefore, looks much a dream to hope that the imported Western
school can madernise Alrica. Many Alrican elites don’tmind
the cthnocentric use of the terms “tradition” amd “traditional®,

However, that Olatunji{ 1973)* has said traditional “cannotsafely
be laken, w refer o a kind of static or lixed specimen ol primely
curinsily™ is the start ol revolution. AL the Tirst Pan-Adrvican
Conlerence in 1900, William E.D. de Bois*® a pioneer Black
activist predieted that * the problem of the twenticth century is
the problem of the colour line - U relation of the darker 1o the
lighter races ol men in Asia and Africa, in Ameriesand the Island
af the sea”, Onee the battle line was diawn, the strogple has
spanned decades and has begun toselanchor in various ways. In
Alricans’ acceptanee of the elhrocentric use ol *tadition"and
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“traditional” they have shown a mature way of recognising 1
existence ol other cullures. Bul the acceplance docs not mean
that Adlvican tradition is lixed or static; it continues w borrom
new ideas and use them to create new things, The oceurrences o
scientilic traditions in traditional Alrican education svstem an
enavgh proalthat Adricans are capable ol selecting and resciiin
traditional symbals, both mathematics and scienlilic ones,
conlemporary inlerprelation,
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Fredrich A, Pracger.p-25. clearly demonstrate the culiural unily of the Alrvican prople.

Lesentially, traditional cducation in Africa is characterised by the
following prevalent atiributes:

(1 The preat inmporlance which is attached o it, Ao ils
collectivily and social nature.

(3] Its bound with social lile, both materially and spivitually.

(3).  Is multiple character, both in terms of ils goals aned the
mwieans employed.

E¥ lis progressive snd graduated achicvement, i conlonmily
with the successive slages of physical, mental and -
tional development of the child.

In this examination ol the diflerent traits ol traditional Alrican
cducation, one ol ils most siwiking characteristics, whicl de-
serves special allenlion, i3 its multivalent nature, cmbracing ull
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lacels ol the personality of the child and the adolescent
a, [ h_r' development of the physical aptitudes of the eliild
:‘ilrfﬁﬁ{'dll'lg_l]l from the beginning. Children’s pames —|-n:= ; {
WL active, and some ol them are completely devale l-.| ;u 1:l ':
IL‘HI. O the other hand, many atilitarian Lns;k:; u.n;ﬁiyumllml
If.'l'llld help considerably  in bis physical :In::x-‘-:.lnwnl*ul T j
:-u'.'ulw: many ol the physical movements used in d-ii't'.;:
.‘-.‘]'rﬂ-ll.'u': running, walking, jumping, climbing and balancing
Furthermore, because he is obliped to do them, the ehild h m ]
11I1u|v :uveu:c ol 1the phiysical movements he Flll::'i.'nm 1|i~q|n:t:. !
11_IL'.!_I|I'IIE}' since there is always a precise vn-]1iw_'li'n-l 1~.:f o 1
nilcance and wtility are clear 1o the child or :ldniuq{-..q:lum ;

h'. | J:-r*lnn_lqlinl;; character and providing moral gqualities ag
:J'IZ!'JI'II--I:I:.- I:I|1JCL'1I'~'L':‘:. in Araditional cducation.  Almost all 1
ierent aspects ol education of the child and adolescent : I:
torwvands this goal, 1o a greater or lesser depree. In ll.w I':u.l' ':
p:nl_'_n[e; t'-::l-H':.'l'.'!III themselves with the bearing, manners .Iulm 1~I |
étL!-[iltl11-¢.f;FI1}'HI-HII.'- child. (J!Il.‘iil;h'_‘.ﬂ]l:.||nr|1['-1.i=:|]|u~-; '-h-(. w':_':-‘:_
ollis Triends in the same age groupand e :h;m :||1;.I:a |I|{~.-.' i I-L
c*in ﬂ_:'-'l L'fll_t:'lhli'l, constitute a real source of ('ll.;l.l'.'ﬂ'lt‘l'-hl.;i|lil|1l:lll
f:-u-a_'::ahllllj.-, milegrity, howesty, courage, solidarity, enduran ;
cthics, and above all the concept ol honour are FI]I]':;I:I" ol ':I'I IL]
maral qualities demanded, examined, judged :i'll'ld 5r|-|1|.|;|i.::m-:i ]
! 5

wiys which depemd on the § :
L canlellectwal ability of the chi 1
PR R ool the child and

_I raditional edvcation,because of the degree ol ceonomic
and =ocial dl.'.%'{"'lﬂplnl.‘lll11['|1-|'|:--.'n|n|ti;|| NIIILl‘Fi-'I..HI:'II.‘iI."I".' 4';.;-. :TI"IL .
scem 1o cmphasive the intellectual [relf.ikilli" of the ~ll|”_‘-|-{“|“"“'l- -
H:-ilrkl‘l'ﬂj.—' as other aspects of education. I:TEII1;I|L1‘ [revint ol !.'ix-r"lr:
o !:':_L'IIIZ"FHJ.]'-:I'IE}"\-'i'll.'l.lg"."l intellectual training louches o a limited
||1|J!1hr.'r {_1l arcas: history, geography, km:-'..'..’]v:lgr. ol plants an
their attributes - botany, development of reasoing il j1}||r~|.g!:=-

P s
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ment, and in the acguisition ol clements of philosophy.

Ihe above is true ol non-Moslem Migerinn sociclics. 1n Rluslem
communitics, until the eve ol colonial conguesl, there were @
largze number of schools and university centres which provided
cducation in Arabic, and the various fields of knewledpe and
abstract thought held animportant place for thew. Adthowgl, the
importance of the lslamic sehools should not be exapgerated as
regards intellectual training {hecanse ol their podagoprical tech-
pigues, the small number of these schools, and above all, their
strietly religious poals and the partial and Hmited course of study,
piven Lhe prealmajority of students), itis sull true et they played
an i portand role in pre-colonial Nigeria on the intellectual level,

In any case, i is eontestable that traditional education in
Migeria as in Alrica includes the intellectual training of the child
and the adolescents.  An important place was reserved Tor
mastery of the langaage, and 1o abstract thought, in admivedly
limiled ways, such as riddles and proverbs, and d iscussion ol
various problems, In particular, certain adull apd adolescent
games, such as favo’ and dranght, among olliers, are roal cxer-
cises i mathematics, which involve geomelry, coanbrinations,
ael the propertics ol numbers. Atthe same lime, the Aoduisition
al the ability o reason and Fmm.-ml.id.jml;*,r|m*|l.l:-;1..1.';|.~a-:'nuﬁillu.'n.'d
cxlremely imporiant.

Cratside the arca ol religious phenomend, traditional Adrican
cducation, through a whole serics ol processcs, develops hogical
reasoning, and the eritical spirit (lhe riddle, games, debating
contests and mathematical games). Ao cat number of questions
and problems demaonstrate, lo anyone willing to relTect an them,
that concepls of classical logic were nol unknown 1o MNigerians,
priar o the advent of formal cducation. Finally, althougl the
ranstnission ofgeneral knowledpe is not systematicand
“odern” education, neveribeless in traelitional Mizerian
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(hildren ol both sexcs are increasingly involved inthelife olmen
and women, respeclively, and are called on 1o accomplish adult
jobs in a more complete manner. They are gradually given more
and more independence, more of the various public affairs, and
lo see and bear more about the problems of daily life. They lead
2 collective life with their contemporarics in the same age group,
and of the same sex, which strengthens their sense of espirit-de-
corps. They learnan accupation, which may be a hereditary one,
in their own families with a father or uncle, or in professional
EIOUES.

Initiation takes place alier a child reaches fifteen or sixteen, and
varies according 1o the region, and whether or notthe communily
is Moslem. It signilics the passage from adolescence to adult-
hood, to the monenl when the child, wntil then considercd as
being outside the adull world, is admitted 10 it In animistic
religions, ritwal and group ceremonies lake place during imitia-
tion, aud in some Islamic communities, it invaolves the marriage
of the young man in a special ceremony.

Generally speaking, circumcision is performed during initiation,
and conslitutes the essential part of the ceremaony for Maoslems.
The young men live in an isolated group of thirty or forty, under
the care ol elders, who give them instruction. They undergo
physical exercises for cndurance and litheness. They develop Lhe
spirit of comradeship and solidarity among themselves.

The beginning and the end of this turning point in the lile of
adolescents is marked by grandiose cercmonics, Tor which they
wear special dresses. When the young men emerge from initia-
tion, they are men; and as such allowed to participate more Tully
in the life and social activities of adults. In general, & yOUNLZE nan
is willing 1o have his parents choose his [irst wile, and aller his
marriage, he takes {ull part in the life of the community.
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Some Observations about Traditional Education: ¢

Pre-colonial Nigerian education as elsewhere in Africa re
sponded Lo the economie, social and political conditions of pre
colonial Nigerian socicty, and itis in relation to these conditiom
thatitmust be examined and analysed, Traditional trjuc:ni-:ru,ﬁ
described above, was (ully capable of supplying the [:::L'l:&ﬂ:!i‘
clements tomaintainin all its essentials, the level allained by the
societly (belore the slave trade), in the economic, social, teclinical
and cultural sphieres. In this sense, one can say that it ful filled jis
objectives, ilthe retrogressive effects of the slave trade are taken
into account. Even today, the teehnical achievements, ]mijlinﬂ
and economic organization, works ofart, the siriking personalily
ol more elderly persons, and the intact vitality of the people
Migeria, bear testimony to this fact.

But it is notenough to simply state the fact, The success must b
explained, and from the analysis of the content of traditional
education, itwill be seen thatits proven effectivencss stems fro

a cerlain number of characteristics. In ils general conceplion
traditional education never separated education, in the real sc:a
ol the word, from instruction, in the precise, limited sense. These
two aspeets of all atteinpts to ‘mould’ human beings are con
stantly and intimately connected, to the point where it is n;['lu‘

necessary Lo resort o abstract analysis Lo separate the [actomn
relating to one or the other.

Traditional cducation in Nigeria, as we have scen, embraces
character-building, as well as the development of physical
aplitudes, the acquisition of those moral qualities Tell to be an
integral part ol manhood, and the acquisition of the kEnowledge
iand techniques needed by all men if they are to take anactive parl
in secial life in its various forms. In all these, its objectives da

not dilfer from those of education in other socictics living in
other parts of the world.
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The effectiveness of this education was possible because of its
very close relationship with life. It was through social acts
{production) and social relationships (family life, group activi-
ties) that the education of the child or adolescent took place, so
that he was instructed and educated simultancously. To the
extent that a child learned everywhere, and all the time, instead
of learning in circumstances determined in advance as 1o place
and time, outside of the productive and social world, he was truly
in the ‘school of life’, in the most concrete and real sense.

From another perspective, the pedagogy of traditional education
reveals a profound knowledge of the physiology of the child and
adolescent. The differentage-groups correspond geerally to thie
different stages of mental and bebavioural development of the
child, Pedagogical methods employved in cach of these slages
show striking evidence of adapting to the physical and psycho-
logical potential of the child, which necessarily requires knowl-
edge and understanding of the fundamental characteristics of
‘persenality’ at each different stage of a child’s evol wlion.

In the old Nigerian society, prior to the advent of colonialism,
education was regarded as a means 1o an end, and not dn end in
itself. In view of this, education was generally meant for an
immediate induction into the socicty, and preparation for adult
life. Children learnt by doing from adult, tbhrough ceremonies,
rituals, recitations, and demonstration, They were also involved
in practical farming, weaving, dycing, carving, cooking, and
knitting, among others, Nduka (1964) observed that"indigenous
education was an integrated experience, in that it combinecd
physical training and manual activity with intellectual training.”

Traditional education in Nigeria aimed at perpetuating the cul-
ture of the society. The child just grows into and within the
cultural heritage of his people. He imbibes it, as a matter of
course. Critics of this educational set-up say that the goals of
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traditional cducation is limited, because it is geared to meel]
the basic needs of the child within his environment, awd that f
system is conscrvative and conforming, because it does
develop the spirit of criticism of the existing system. Howewver
the system is largely and inherently functional. It remains troe
that in secking the qualities needed for any system of ::dut:nl:i
in a given sociely - adaptation to concrete conditions, desi
goals, foundation on a profound knowledge and rigorous obser
valion of the laws and characteristics of child development
richness of human and social content, sullicient flexibility W
allow for subsequent changes - as well as in sccking the faul _:'
and pitfalls to avoid- Traditional African education is a ricl
source of information worthy of creative reflection. This
particularly true now, when all of Black Africa is faced with i I
crucial problem of creating an educational system which answen
to the aspirations and needs of our peoples and at the same timy
is worthy of the great future, which ean be ours.

The seeming simplicity of the induction process of tradition
cducation, taking place under somewhat primitive conditio
obscures a very complex series of events. Through interacti
and imitation, the cultural heritage of the socicly is beil
transmitted to the young. In the formal sense, there are 1
teachers, and no schools, vet, there is a great deal of teachin
going on, and children are being “schooled” in the socicty’
basicdepartments of knowledge, The young are laught what th
culture regards as “important”, Fundamentally, the purposes
and outcomes of traditional education in Yorubaland, and/or any
cducational system for thatmatter, are the same : to condition the
plastic growing hwman, so that he/she will be able to Tunction in
a socicty made up of similarly conditioned people.

The *Crisis of Traditional Culture’, as it relates to education, is
almost a non-issue. The tradition of education or traditional
education, among the Yoruba, as elsewhere in Migeria, and
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Africa, prior to the advent of colonial usurpation canbe rega rded
:I ]

as authentic and original to the people. It is not an attempt 1o

invent an ideal that denies present and past realities, as may be

claimed in some quarters.

NOTES
1. Fafunwa, A.B., (1974),.History of Education.

2 Moumouni, A., (1968), Education in Africa, Andre
Dentsch Limited,



Chapter Nine
ALGEBRA OF PLCTON'S COMPLEX

MOYO OKEDILJI

Tei vit ko dara

E yo o kure nina
Tolun ko sunwon
£ yo o kuro nina
Tibi n seefin

Eva o kuro nina
Elevi i ghun

E vo o kuro ning
Fwo i o seku

Lati se ounfe jina I

Theabove Yoruba parable was chanted by a friend as a warning,
when he learnt that we were holding a workshop lor scholag
from various disciplines and biases, to reconsider the appropil
atencss of the term ‘traditional’ in the definition of African
culture. The workshop, which eventually took place on Mow
day, June 25 1990, was provoked by a paper delivered by John
Ficton during the 1990 International Conference on Yoruba A.l‘[,
held at the School of Architecture, Obafemi Awelowo Univer
sity, lle - Tfe, Nigeria. My article is a discussion of the Jrpen
given during the workshop.

Several scholars participated in the workshop, and the selection
presented in this volume is carefully made to present the diver
sity of vicws, Shades of opinion range from the position of
conservatives who delend the terminology, 1o those wlho want il
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discarded, [or reasons they have carefully given and debated.

Ficton's fears are founded on his assumption that certain Alrican
art objects are arbitrarily lumped together and labelled “tradi-
tional” by scholars from ouiside Africa, who consequently “in-
vented' these artistic images. The makers of these works do not
identify the corpus as “traditional” and as a result nothing makes
the work ‘traditional’ except the terminology itself, And, as Wole
Sovinka has rightly observed, words make worlds, thercelore the
labelled objecls immediately become known as “traditional” as
soon as they are so named.

Picton's fears arc further compounded by his suspicion that the
terminology contributes to the underdevelopment of Aflrica, not
only becawse il fossilizes the labelled arts in an artificial temporal
cell, butalso because ithinders Africa from enjoyving and partici-
pating in the ferments of contemporary culture. He therelore
proposes that the term be jellisoned, while the art historiographic
label of *pre-colonial® be adopled in its stead.

Wictor Kobiowu, Bolaji Campbell and Modupe Opeola disagree
with Picton, because they see no problem with the existing
terminology, drawing eloguently from the theorics amd praclice
of art and education to buttress their position. They consider
Picton’s fears to be unfounded and reiterate the concern that if the
term “traditional” is a label alien to Africa, the Picton call to
remove it is equally ectopic, because it is emanating from the
owlside.

Crbers sympathise with Piclon. Atai notes Ficton’s peculiar
empathy for Alrican art because he (Picton) lived and worked in
Migeria as a young man. He is therefore able to respect African
concerns, and particularly careful to cultivate views which
promote African interests, while challenging Euro-American
prejudices. Adai thinks that Picton’s views must be given a fair
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novel writing in Africa, he freely applies the terminology *tradi-
lonal®, evading the need to engage that problematic term criti-
vally, Instead he attempts o demonstrate how the art of novel
writing is built upon the timeless oratures indigenous to Adlrica,
drawing examples from acclaimed novelists of the sub-sahara,

hearing and that it is important that his opinion is not di

midst of those most concerned about the abuses «
culture. With the use of radical ideological argu
debunks the myths of ‘traditional’ culture, laying it

Babalola contends that the terminology ‘traditional’ b
tainted by common usage, particularly as applied 1o
religion, though it looks innocent in some other conlexl
he mentions. The distinction people seck to make w

Similarly, Bolaji Campbell’s position is cautionary, but he finally
confronts the details of Picton®s papers, without decisively dealing
with the problem of meta-language. He emphasises the rela-
lionship between the visual and verbal arts among Yoruba
people, and analyses the avian image in the corpus ol Yoruba art,
Christianity and Islam, is suspect because while they s laying emphasis on the works of certain artists, Thus he attempis
iy show hiow the works of ‘modermn® Yoruba artists have a direct

ather contexts. Babalola highlights the pejorative com link with the literary, religious and visual legacies.

of the terminology, a problem which Picton does not e
e The contributions of lhese scholars show that we have a problem
tional” as a superlative summoned to define ‘aunthen on our hands, even though not all of them have succeeded in
Aflricanart, Babalola concentrates on the use of the te fdentilying the problem, or in proffering specific therapics. Their
the inferiority of African religions. Babalola therelor difficulties indicate the malignancy of the cultural pathology
the elimination of the terminology in preference [ which Picton has diagnosed, a philosophical problem strictly of
cnous’. ] the second order. For Picton is not discussing any particular art
work, but his essay is “talk about talk about art'?, in the realm of
Cordelia Osasona compounds issues much beyond analytic aesthetics.
envisaged by Picton, Extending what Picton

"“raditional’, she regards as “vermacular' an ic’llnm_-. The remaining essays are also on this level of critique, with the

exceplion of Anyadike's paper, which remains largely focused
she calls “folk’. In her study of African architectu . | oin the first order of discourse. He deals dircetly with particular

' arl forms, drawn fresh from the novel medivm,. This stems from
his refusal to conlront the problem of meta-acsthetics, while he
investigates issues of cultural fracture and regeneration, Simi-
larly Campbell’s paper is largely on the first order but he
In an interesting paper by Chima Anyadike, w il nccasionally rise to the second, especially towards the end of his
agrecing nor disagreing with Picton, he refuses (o ey arguments.

new, of the indigenous and alien, reflecting Africa's
tion with the outside world.

Of all the contribuwlors, only Opeola and Atai show concern over
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the causes ol the problem, though each writer has a different
answer. While Atai condemns it, Opeola fatalistically accepls
the condition as one he could live with. Apart from Kobiown
who dismisses the problem as a ‘non-issue’, the others, follow-
ing Picton, medicate the symptoms without addressing the
causes ofthe ailment. Thus, like Picton, their treatment is merely
cosmetic.  Picton, for instance, is satisfied with an arl
historiography based essentially on the colonial experience, and
proposcs an art categorisation consisting of the pre-colonial,
colonial and post-colonial, with the so-called “traditional® art
corresponding, with the pre-colonial, Convenient as this term
appears at first, a second reading shows that the ‘traditional®
forms could be found in all the three historical periods he is
proposing. The work of Bamigboye, the master carver of Odo
Owa, spans the three categories, and Lamidi Fakeye who is
regarded asa ‘traditional ' carver continues to work in the ancient
style which Picton labels ‘pre-colonial® form, till taday, AMong
the rugged hills of Ekiti.

Secondly, and perhaps more importantly, progressive Alricans
are no longerwilling to define their identity solely in terms of the
colonial misadventure, a short, gruesome, and unfongettable
trial. That brief spell alone is inadequate for interpreting and
measuring the timeless depth and breadth of African arl
historiography. That amounts to looking at Africans merely I
terms of the calamitous foreign inervention, at the neglect of an
cnfopic lens.

Babalola, on his part seems to engage in an exercise of substitu:
tion, by merely replacing the word ‘traditional® with findig
enous’. While the result appears pleasant and salutary, il iy
ultimately adiaphorous, because it cannot solve the prolalein
which Picton poses, aswe shall demonstrale. How, for example,
will the use of the term ‘indigenous’ succeed in thawing sl
freeing a culture already ‘dry-frozen’ and “fossilized”, due to thie
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use of the ferm “traditional’?. How does it enable Africa to
participate in the currencics of this century, like other conti-
nenis?. How does it liberate Africa from a mould invented by
oulsiders, and imposed stiffly on her past, present and future?
These are the worrics of Picton, and no game of substilution can
allay his [ears.

COsasona however does nol allempt o solve Picton's problem, but
[urther complicates il. Her ‘“vernacular® forms still rest on a
foundation of the “traditional” forms which ulcerate Picton.
Without that foundation her *vernacular’ buildings cannot stand.
and since Picton denies her that foundation, her theoretical
edifice may collapse. Her corner-stone, in a metaphoric manner
of speaking, is a rock already rejected by Picton.

Dtimately, what is required is an algebra, a structural surgery, a
breaking dowmn, a deconstruction  of the problem, before a
reconstruction and restructuring can be affected. Analgorithm of
the crisis of ‘traditional” cullure must be composcd, before a
filling meta-acsthelic can be formulated.

In order to vigorously confront this cultural ailment, we shall
explore and examine 118 penesis and historical course of compli-
cation, before dispensing any therapy.

£

Micholas Walsterstorfl has rightly observed that “ithe glory of
twenticth - century analylic philosophy isnot revealed in the ficld
of the philosophy ofart', Inasimilar vein, one may maintain that
the gem of Westcrn art historical scholarship has notreflected on
the subject of Aflrican arl, with a [ew recent exceplions. The
conservalivestance ofarthistory has been largely responsible lor
this anomaly, where tliere is a lardiness to concede as art the
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creative omputof Africans. This avert gregarious protectionism
bas laid the discipline of art history open to revealing attacks
from the 'outside’, in recent years specilically by semioticians,

The ectopic position of semiotic art criticism has been chal
lenged by leading scholars of visual aris, who nervously suspeel
the motives and molils of language structuralists and
poststructurdlists, Derrida, Bryson and Goodman * challenge
the stasis of mainstream art historians, notably Kuspit,” who
defines and founds an “autonomous’ frontier for the visual arls
against the threatening incursions of rampaging semioticians.
Kuspit’s nervousness is apparent in a virulent defence of his
threatened territory, Under the aegis of Fredrich Schiller anl
Sigmund Freud, he tries to hide the visual arts from serinus
-;-ri:imlgnzc,plc:adingInsanit_',.'andijl-_u'duanmngnllmrshnckln.
‘complaimts® and excuses. The professor of art history eom
plains that,

the visual work of art is closer to the mad-
ness of inner life - has more of sacred
madness, as il were - than the literary work
of art ... . The best visual works can be
regarded as careful orchestrations of 1j-
bidinal excitations. The visual affords a
greater opportunity for the expression of
repressed libidinal impulse than the verbal

This excuse is a reaction to Norman Bryson, whom Kuspit labwls
"a mischievous trouble maker’, afler Bryson claimed that it Is »
sad fact : art history lags behind the study of other arts*. Kuspil
therefore pleads desperately for the visual arts to be ledtalome
the slow devices of art history, even if they are obsolele
Dismissing Kuspit’s pleas, Nelson Goodman and Catherine
Elgin * still insist that art criticism must be allowed to benelil
[rom the latest tools of language analysis.
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The outside intervention is timely and necessary and deserves
full consideration. Thisisespecially importantwhen we consider
bow shoddily art historians continue to handle the affairs of
Aldrican art, all in the name of trying to protect the tenets of the
discipline, which Kuspit describes as ‘legalistically territorial-
ized as an area of clearly marked boundaries',

Thus is it with relief that one welcomes Drewal's 2 view that an
‘eclectic’ approach is required, if one must fully embrace the
study of African art. Yet Drewal’s call is ambiguous, because he
has notclearly articulated the strategies of the‘eclectic’. Will the
proposed multidisciplinary approach still operate with the con-
troversial terminologies in current application?, Will itdevelop
an alternative meta - language?

Drewal seems quite confortable with the term “traditional’, but
Picton insists that that term defily imposes a *“Tarzan - film view
ol Adrica ..... in order to preserve, promote and define civilization
at the expense of others in terms of their relative “primitivieg"’,
Thus the use or * traditional’ to replace primitive is a puerile game
of substitution, a game which dates back to the early days of
anthropology’s *discovery” of African art », It has a history that
isnotonly short, but easily traceable, with it s emotional theories,
Scientific theories, as Kuhn * warns, are not formulated as a
system of substitution, where one idea gives way to a better oie,
in a unilineal drive towards an ultimate, superior truth.

The game of elimination by substitution, where one term pives
way to better or less-ollensive ones, continues to rule Alrican art,
Thus the term “traditional” is the ‘acceptable, fine way’ of call ingr
a body that used lo be known as “primitive’, ‘tribal’, ‘fetish’, cte.
The term now is up for trial, its days numbered.

The terminelogy itself is not the problem, because substiluting
the word “traditional” for © indigenous’ or “vernacular’, as being
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proposed, will serve no lasting purpose, Indicted g lrogressive and undesirable, entreating Africans to reject and
‘traditional” is already tainted, objectionable and suA[s liscard these images and ignore whatever function they might
dering it no longer suitable for any non-offensive d ilorm. While Alrican, under pressure and force, discard these
The ambiguitics and distortion which Picton associnles nges, others collect them in foreign museums and galleries.
tlerm can no longer be disregarded. L Nowadays the most outstanding examples of African art are
lound in private and public collections in Europe and Aumerica.
But afier abandoning ‘traditional” and adopting anoth
- ¢ lerm ftraditional” in African art, poses a dilferent type of
neer, because it begins ils damages where the other terins
minate. Unlike *idol®, ‘primitive” and ‘tribal’, it is not meant
W offend, because it is adopted as a palliative measure after
wople were olfended by the other terms. It is Lherelore a
‘wuperlative® term, which defines a collection mosily oulside
Alrica, a collection whose constant celebration denies attention
I the work of living African arlists. In the currenl search lor
fuuthenticity’ in African art, the works regarded as “traditional’
are given priority, Modern African art is ollen condemned as
aping foreign models and lacking in the *Africanness’ found in
Adrican art gesthetics may be spared this wanton wile Ihe ‘traditional’ works.
ol individual terminologies. Instead of emiphasizin
ences between the substituted terms, their relation
investigated. Though their relationships might
atcly apparent, most of these objectionable term
Onee the relationships are discovered, they could Iy
parts of one huge problem, and a common solution

lengthy usage. One is then caught in a trap of develop
term only tolaterreject itas inadequate. Itseems as il th
of Popper * keep popping out of every chosen l:l.'.'l!fll'l;.
necd for continual exorcism, in African art historical
The critics are then turned into witch-hunters, who sus|
term of hosting evil spirits, that must be inquisitio .i':-_-i

hus "traditional’ art has been ‘invented’ also to render and keep
Ahe work of living artists invisible and consequently inaccessible
0 the international art market. Under derogatory terms like
Uprimitive’ and ‘tribal’, influential museums and galleries in
furope and America stock up ancient African objects. These
Aerms sound exolic and psychelogically satisfying to their cus-
Aomers, who are thus reassured of their own civilisation and
sophistication, relative 1o the ‘primitive’ collections they jeal-
ously guard, But to buy ' contemporary’ Alrican art is lo accepl
that Africans are capable of contemporary sophistications, like
ihe people of the northern bemisphere, Hardly therelore, is there
mny important gallery that caters to the inlerest ol contemporary
Adrican artin Europe and Aiamerica. They prefer to promole the
anonyimous, so called “traditional” art objects, while suspecting
‘tontemporary’ arlisls,

What do we always find objectionable with tiese
terminologies? What factors relate them, present |
various leatures of one colossal mirage, and disiu 3l
Adrican art?,

All of these loaded terms have one major charac
contribute to the exploitation of African art, allwe
manners. Some of them, including *idol”, *primitive’ ul
convey the erroneous impression that the art olijects ur
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The collectors of the objects termed “traditional” can now |

ern work proceeds, as a minor activity in the West, facilil
the acquisition of the IﬂBbtl:-T[lriC&S of 'contemporary' Afvk
cheaply. An example is the magnitude of noise and |
which attends the exhibition of “traditional” Yoruba a i
Smithsonian. Yetseveral exhibitions of conlemporary 4
art are shown with little or no promotion,

Thus, ence again, the best of the modern works a
acquircd and alicnated form Africa, with minimal fuss,

The cycle continues, because those contemporary works
the North avidly collects and stores in museums will no |
be available to Africa in the near future; by that t ui
African artists who now produce works will have pass
and their work will have become part of African history
visual documentation of our times. But by the time the
felt, itwill be too late to do anything. Only then would
clear thatthe present terminology may, in the wrong hang
as ploy todistractthe attention of Africans, confuse and mainl
their taste, in order to exploit them even further, i

Consequently, the tools of the good people who tirele

pand the frontiers of African art scholarship require sulbs
theoretical reconsideration. Thompson is already well-res
by Hallen/® for presenting his own conceptual #
Yoruba acsthetics. Omari has imposed a similar --::'| {
Abiodun’s work 7 . In a similar vein, the methods of '=---
Pembertion and Cntc remainwithin the Panofskian ‘iconogim

mould, whose shorlcomings are clucidated by :r]1
Hassenmucller™.
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Most timely, therefore, is the irritation of semioticians with art
history, even though their methods might not be wholly adequate
for the investigation of wvisual form, despite Elgin’s and
Goodman’s? conwviction,

Hassenmueller @ has carefully demonstrated some ol the prob-
lems inherent in semiotic analyses of the visuwal art, Similarly
Nicholas Wolsterstorlf ® has criticised Goodman’s approach,
submitting that conceptual analysis lacks the language to ‘pur-
chase’ art, due to the problems of visuality. He suggests a
'Realist’ approach emphasizing ‘the social practices of art as
dealing not just with actuality but with possibility and impossi=
Bility, and not justwith particulars butwith properties and actions
and kinds® = He however does not show us clearly how to apply
this method w acsthelie, apart from saying that ‘il oflers us a
cogent and powerful way of explaining what it is to project a
world' #, Though Hassenmueller provides no alternative ap-
proach, ber work also underlines the reservations about the
suitability of semiotics for analysing visual arts. These reserva-
tions become wrgent and compelling when we consider how
Barthes * and Heidegger ® subjugate visuality with their semiotic
engagement of photography and van Gogh's painting of bools
respectively. Fluckle®™s review is a grave portent of how ridicu-
lously remote and inaccessible a semiotic misappropriation of
the visual form can be.

If such an alienation can transpire in the discussion of relatively
secular and siimple Western fonns, one shudders to imagine what
amess semiotics will make ol the studies of African forms, with
its more transcendemtal and complex contexts,

H

To allow for the appropriate analysis of visual lonns, semiotics
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will submit to deconstruction and reconstruction. When the
word ‘semiolic’ is opened to reveal its cotyledons, we have two
Grecian components of semeion and otic, meaning ‘sign' and
‘hearing’ respectively. Herein are buried the roots of semiolics
as an analytic system, deviced for the interpretation of verbal
constructs. Thatlanguage in semiotics, is both the signa and the
aesthetics, has become the most insurmountable problem with
allempis to analyse visual signa wilh semiotic theories.

Semiotics is really an aspect of semiology. Semiology is
generic subject, combining semeion with logos, ‘sign’ and
‘studies’ respectively, to become the study of signs in cultures,
As it is being practised, semiotics monopolises semiology,
whereas it is only one of its two arms. To obtain the second anm
of semiology, the visual, we need to combine semeion with optie
(visuality) to arrive at ‘semioptics’.

Drawing from the treasures of critical resources replele In
semiology, semioptics is a dynamic composite approach 1o
critical inquiry, specifically designed to address the challenge ol
visual arts. Semioplics attempis to evaluate art objects from mn
cclectic multidisciplinary perspective, using the existing tools ol
semiology where they prove applicable, but devising other
analytic methods, where the extant ones fail. That language
remains the tool ol semioptics does not imply that it is alse the
subject. Unlike semiotics, language is employed mercly o
facilitate analysis and remains secondary to the visual substance
of semioptics.

The major difference belween semioptics and the existing
Panofskian systems is the integrative study of ari: semiopios
does notseparate the execution of form from its implementation
Therefore insemioptic, the Panofskian separation (o three levels
of interpretation, pre-iconography,iconography and
iconological”, does not operate. Neither does it secepl
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Goodman’s® definition of implementation as beginning where
exccution concludes. If the goal of art is "implementation’, the
process of implemeniation commences with the execution of the
work, and continues well after the work is ‘completed’, even after
the makers have ceased to exist physically. The maker continucs
toexistin the object, muchlike da Vinci continues tolive in Mona
Lisa, and Olowe Ise continues to live in his Ogaga Gate. The
artist makes the work, and the work makes the artist, in a
synchronic system fusing both form and function.

Emphasis in semioptics is on the life of the form, from the
moment of conceplion, through it physical realisation, o the
strains ol restoration and curating.  Scmioptics thus imposcs
more responsibilities on the art critic, meuh beyond the call of arnt
history as practised now.

Perhaps the greatest assets of semioptics is its relationship with
ils twin subject, semiotics, which delines it by delimiting it. Tt is
able to draw extensively from semiotics, and at the same time
learn from the problems of that discipline. For instance, while
semiotics readsartas fext, as propounded by Goodman, semioptics
views art as pattern. Even when texts appear in visual arl, they
may beviewed as patterns, which fit within the whole picture. All
visual images form patterns of interacting shapes and colours,
Patterns ol meanings may also be derived from these inleracting
patterns ol shapes and colours, The aim of sciioplics is Lo view
the relationship between these two principal parallel patterns,
reflect upon it and articulate these reflections in words,

Since semioplics is alsoasystem base d on signa, its interaction
with semiotics gives it access to the rich resources of critical
dissemination already available insemiology. For example
Saussure’s ‘signified’ and *significr” # and Goodman’s * meta-
language of ‘density’ and ‘ repleteness’ are useful and
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applicable to the deseription of visual patterns. To fully unde
... sland semioptics, therefore, a study of semiotics mustbe mad
in delerénce to the cofitribution which it lias made and wi
continue to make to semioptics. But each dis cipline is dilleres
despite their common derivation from semiology.

A combination ofboth semiotics and semioptics will open up th
analysis of African culture, and infuse energy into the interpre
tation of visuwal and verbal symbols. A knowledge of boil
disciplines is necessary for the analysis of visual art objects
which according to Abiodun * have verbal corollarics crucial i
the understading ol the material cul lure, without the need to use
loaded terms. Thus semioptics and semiotics can be uselul as
tools in the first order of aesthetic discourse,

L

Semioptics is not only an aesthetics of the [irst order, itis also
applicable to the analysis ol acsthetic discourses, by relating the
patterns of thought with the visual patterns provoking these
thoughts. This, when applied to Picton's paper, shows that it
falls within a particular patlern in Western discussion of aesthe|
ics. This pattern we shall call ‘Picton’s complex.’ Picton's
complex is the tendency for a (master?) culture to continually
review its terminologies in order to maintain control over the
(subject ?) culture. It is notonly a practical disposition, but sl
a pattern of psychological needs, based on old habits.

What the outside has managed to invent is not ‘traditionsl®
Alricanart. What is fabricated js a false ‘lalk aboutart; a pseudis
acsthelics, a Picton’s complex, extending bevond the visual filo
other areas of Aflrican culture, including history, literatun,
religion and philosophy. Some of the motives and molils wee
alrcady outlined in Picton’s paper as well as mine.
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What John Picton is doing is asking us to see through this mirage,
so that we may view properly whal we are trying to study, Few
people have made a more practical call in the study of African art
acsthetics, though it may be misconstrued as an emotional

display.

Whoever suffers from Picton’s complex will never see anything
Wrong in using ‘primitive’ to describe African art. The severity
of this ailment, quite rampant in the North, is manifest in tlie
pages of California’s African Are, especially the ads, A full
semioptic study of that famous journal, based on Picton’s com-
plex, begs to the made.

NOTES
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To cook the meal with!
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