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ABSTRACT

Against the background of geography and history and other items of culture,
the paper seeks to appraise art as a vital element in African cultures. First,
the essence, characteristics and significance of art in Africe were examined.
The finding on that was that African art is art for its own seke but also art for
living's sake. Secondly, some suggestions were made as to the means of preserving
creativity in African art. Here it was suggested that since art has been central
to the cultures of Africa the preservation of their creativity is essential. Edu-
cation, the maintenance of an environment which will encourage creativity like
seminars, symposia, festivals, physicel and spiritual facilities for creativity
must be provided. Further, in the present circumstances, institutions should be
mede available to creete the env:.ronment essentlal for creativity and preservation
of this creativity. : .

The evaluation of African art in contact with other cultures was attempted.
From the status of being curios, then specimens to prove the low nature of African
material culture, African objects of art were finally accepted as art. Examples
of the salutary influence of African styles on Europe have been recorded. Finally,
the main lines of research into the characteristics of African art and ways of
preserving its creativity were examined. A three-pronged methodology was suggested -
nanely study of asesthetics - the history and the sociological significance of ob-
jects of art. The place of museums, art galleries, photography were examined
and found essentiel as methods of study, and encouragement of creativity and
preservation of African art.

All through the examination, the point was made that Africa has cultures lugt_
also culture at leest in the making and the efforts of Unesco as & body the United
Nations has given impetus to this vital sphere of culture as an 1nstrunent of
social develo;ment.




CC=T8/CONF.624/5 - page 3

SPECIFICITY AND DYNAMICB oF AFRICAN CULTUREB

Africa is geographically a vast cont;nent covering a space .of over 11,000,000
square miles. Its climatic regimes which range from equatorial to monsoon, trop-
icel to desert and mediterranean on both sides of the Equator also reflect to
some extent cultural regimes and diversities. Historically, the continent hes
been the very centre of what has come to be known as Black culture or civilization.
Material culture ~ erchaeologicel finds end art works per se - has provided a
means of learning about aspects of the social histories or cultures of the people
who possessed those objects. Hence the famous Ife heads and Benin bronzes, various
chiefs' regalia of Ghana, songs and dances, ritusls and : religious art have pro-
vided us with records that reveal not only the social structure but also its
dynamics. These records clearly suggest that, as a function of its vastness, Africa
has cultures; for culture as conceived here includes ways of thinking and acting,
end attitudes and learnt behaviour patterns of people at any given time. Em-
pirically, we know that the conditions of life in e place influence philosophies
and material culture, and there is evidence which makes it meaningful for us to
speek of African Cultural Universals in spite of the diversities. Culture is
dynemic and the current awareness of African culture as being essential for hol-
istic development has not only brought to the fore the fact that African ”cultures
exist but also that "culture", at least, is in the making.

In this paper we intend to examine the essence, characteristics and signifi-
cance of African art in general but with a bias towards visual art; the means of
preserving African art; art in contact with other cultures. We shall suggest
some lines for fruitful research into the cheracteristics of, and possible means
of, preserving creativity in African art. Presumably, the special place of art
as an element of culture will suggest itself in the trecatment of our material.

Essence, significance and characteristics of African art

From the outset we would suggest that ort is at the very core of African
culture or consciousness. Here art is used in a collective sense for the ert
which embodies and expresses a wide range of human experience, beliefs and ideas,
eesthetic creations in metter, sound or movement that activate various emotional
end intellectual respcnses in man. Collectively, art in Africa mey be 3aid to
be central to the cultures of Africa. Various forms of visual art, in particuler,
survive from the past and become elues to history and give the living knowledge
about their ancestors. Among other things, therefore, they mey act even as
mnemonic devices which give insights into the philosophy, social history and the
very cpnsciousnesa of people. The suggestion being pressed is that the arts were
serious records in the widest connotation in the African context.

In the Western context, art is often strictly compartmentalized 1nto cat-
egories such as fine arts, combzned arts and gpplied arts. Under the umbrella
of fine arts are often pleced music, literature, desigh, painting and the visual
arts. Such arts as dance, thehtre and opera come under the combined arts, whilst
ceramics, textile and pa1nt1ng agein, ere placed under the applied arts. A sherp,
sometimes very sharp, line is drawn between art and craft. While these divisions
may be useful for analytical purposes, they should assume blurred features when
we are considering the essence and significance of African art. A more adequate
conception of art therefore should take & broader view of other iteris like costume,
-pottery, jewellery, objects of royal prerogative, body arts, painting, muszc, dance,
and theatre - aud erts of social and rel1glous slgnlflcance.

The dynamlsm of African cultures, like any other culfures, recognizes today
vwhat some critics call the popular culture, typlfled by the cinema,; pop music,
radio, television play and magazine story. The mass media themselves explore '
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end assess the importance and place. of human experience in daily living.(l) We
remork that the persistence of any particular art heavily depends on its com-
municetiveness, and in the African situation the very essence.of art is that it
expresses and trensmits emotions and ideas through symbolism. This presents art
to us as essentially a "symbolic" language. .

. Africen grt -~ man-regarding and spirit-regarding

By the above submission we are suggesting thet African art is both spirit-
regarding and man-regarding. Art mey touch upon the very being and soul of the
one t0 whom it is exposed. The story of the Asante War of 1900 illustretes this
po:nt. Yaa Asantewa, the Queen Mother, saw the attempt or alleged effort of a
colonial overlord to deprive her people of the Golden Stool in 1900 as en ettack
not on any person in the nation but on the very soul of the people. K1ng
Prempeh's seizure was a dlstasteful experience to Asante but the attack on the :
Golden Stool - that symbol of their being and culture -~ was beyond their fore~
bearance. Mention of the Golden Stool reveals the sometmmes highly idealized
values placed on specific objects of art in Africa. Until this day, the Golden
Stool, continues to enjoy high reverential awe from meny in Asante. It is not
only a "eoronation stool"”. It is & political theory in matter ?ug it is also an
historical charter and e social document like the black stools.

Some African art objects help in the fact of self-assertion. Various items
of regealiz of Ghanaion end Nigerian chiefs are prestige items besides being objects
of historical or soccio-politicel significence. This mesns that gome of the items
may be for social control. Hence the various swords of State, the stools and
linguist staffs of these. countries are highly velued art objects. It is believed
that the effigy in. wood of Shamba Bolongoge of Bukubaland is a monument to him as
the first king in central Africa. The Akan and south-east Ivorians have this
tradition of representing past potentates in wood, but especially in terracotta.
In o similar manner, among the Kongo and peoples of Ife and Benin, art has been
used to exalt abstract values and ideas epitomized in people, particularly chiefs.

As a dimension of this and the cultural acceptance that the presence of
authority or supernstural forces csn be preserved in and presented by material
objects, art is employed for purpose of social control in Africa; for example,
macks -and various art objects have been used as agents of social control. This .
~ is understandeble since many pieces have been regarde’. as sacred in the sphere

of religion as & social institution. The Go ge mask of north-east Liberis is an
example of such masks. Examples of initiation masks,. end many ot?§§ forms of
sculpture, dence and music for purposes of social control sbound.‘\“’/ When at
public durbars regalis are displeyed and spontaneous expressions of loyalty,'%aity
and solidarity aere demonstrated,. lesscns of propriety and history are taught.

Reference to art and history brings into focus the evidence of the Ife and
Benin finds, the commemorative portrait heesds and leadership art of African cul-
tures as useful records. From the availsble evidence, we think the special Benin
ert to which refercnce has been made has its origin in the classicism of the Ife
tradition. We refer here to the story of the fifth Oba Oguala and the dispatch
of bronze casters to Benin to teach the ert., There are unmistakable stylistic
similerities between the Ife heads end Benin bronzes. Similarly, a study of Nok
ccrpus now in Jos Museum reveals the dlverslty in the art styles, becides reln-v
forcing the oral history thut we have from that part of West Africe so rich in
Africen sculptural art. We suggest that the reesl purpose of the archaeologists'
shovel is to throw up history end culture and present the artist in Africa as an
index to the social statics and dynamics at eny point in time, The artist creates
fcr religious end recreationel purposes and records the czv;l;zat;ons or Eber—
rations or projections of them. o L : -
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Form and content of art

But it may appeer, from the repetitive figures that a grest bulk of the lit-
ersture on African sculpture presents, that the versatility being claimed for
sculpture at least is exeggerated. Many Pengwe statues seem to have bulbous shapes,
vigible particulerly in the arms and legs. What can this illustrate? Dogon masks
from Mali are fashicned in squares and trisngles, while Baule statues from the
Ivory Coast normally have incised heir. There is an overall static condition.
Nonetheless, some dynamism is discernible. The paradoxicel thing sbout most forms
cf African art is that they incorporate known canons of propriety in their forms
but at the same time have individualism. This makes the artist in Africa a maker
of things of "beauty", an executor of cbjects for reverence and worship, magic
and medicine, relaxation, recreation end enjoyment, besides being through his
creations, zn aspect of the conscience of the people among whom he lives.

In the light of this, we subscribe to the idea that African art is art for-
its-ovn sake but elso art for living. 'The purport of African sculpture may often
not be menifest but is inherent im it. The canons and symbolism are varied. So
African sculpture mey be nsturalistic, semi-naturalistic, figurative or highly
stylized. The figures may also be anthropomorphic or zoomorphic. The sculpturel
picces may be stated in simple straightforward ways and their proportions may be
mensurational or mainly those of significance. Usually those with proportions of
significance are void of details or have only & few to focus on the part of the work
bearing the crux of the message in the art. Such parts nay be articulated for
emphasis. Consequently, a sense of compactness and organic unity is often portrayed.

Interestingly, a number of visual art objects have scngs or dance associated
with them, which reinforce the message of the visual object or are used to bring
home vividly their cwn message. Hence the Klams musical form of the Dangme of
Ghane, which contnins the histery, the folk and medical lore of the people, is
helped through dance, dramo and statues to activate the messege. The Dangme, Ga,
Hausa and meny cther peoples of Ghana, West Africa, and indeed all Africa, have
very distinct praise songs s well o8 tongue-lashing songs for expressing negative
end positive sanctions. Even so are the arts of dance and theatre in African
culture. ZEssentially then, Africon art, which includes sculpture, rmusic, dence,
philosophy, verbal ert end literoture, represents the records of African sesthetiecs,
history and scciclegy.

PRESERVATION OF CREATIVITY IN AFRICAN ART

We have noted that the arts of Africae have been powerful elements in the
cultures end have thrown light on many aspects of the culture. As we shall see
from an evaluastion of Africen art in contect with other cultures in this paper,
Africen art has added to the stature of world art. Crestivity in African art
vas powerful because art was integrated with life. To preserve the high degree
of creativity that was cherecteristic of African art, end even to increase it, the
envircnment for this in contemporary Africe must be revived or created in modern
terms. The princely courts of the past, the liberal patronage enjoyed by the
artist, the political, ritual, social and recreational activities that favoured
proliferstior of art heve undergone change. Significantly, however, assertion of
cultursl identity is reelized as en essentiel catalyst in contemporary African
scvial development. Now it is accepted thet preservation of cultural property
in museums, moniments end sites, archaeologicel objects end works of art, the
encouragement of ertists in all sorts of weys which help to create an atmosphere
conducive to artistic creation, study of art history amd the sociology of art,
government sponsorship of the arts through institutions providing regu131te and
appropriate legisletion for the purpose of preservation of art consciousness, are
all likely to help foster the spirit of creativity and preservation of this
creativity.
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African art and éulture

Mention has been made of the pr1ncely courts and the outstand:ng patronage
the artist enjoyed in the past in African society. Many items of the material
culture of Africa were decorated. African philosophy and social organization
found expre531on in the arts. Leaders, chiefs and prlests were patrons of. the
arts. Hence in olé Dahomey (Benln) Oyo and Bénin in Nigeris, Congo end the whole
of Central Africa end Akanland in Ghana, art.and artists were pram;nent 1n the
life and thought of the people.

Sculpture of every description - mud, wood, and metal funerary art, stoola,
crafts, several types of textile such as appllqued eloths, kente, adinkre, the
fugu and meny others; song and music generally, drumming and dancing, oratory,
verbal art, ceremonials and rituals, all contributed to meking the courts, the
env1ronment in the towns and villages living museums. They provided the rationale
behind styles and fcrms, The relesatlon of Africen arts into the background by
the accident of history, which at a point regarded them all as expressions of
1mperfect1b111ty end savagery, dealt a blow to the sense of creativity. The pos-
ition of art and the cultures of Africa can be restored as a product of the current
realization of the need to assert African cultural identity. The assertion of
cultural identity has been the basis for the emergence of many African colonial
peoples as nation-States. Self-government is only e facet of the whole exercise
of self-liberation. It is indeed now being seriously suggested that cultural
liberation should be the basis and a strategy for contempozasy socio-political,
economic and spirituel self-determination and development. ‘ '

It would appear that creativeness in art and preservation of this creativeness
would therefore be greatly enhanced by effective mgsertion of African cultural
identity, and by seriously planned cultural activity sponsored by meaningful cul-
tural policies of Africans and their governments. Already, the cultural pollcles
of some governments stipulate the esteblishment of ingtitutions and agencies for
the study and prcomoticn of culture. Btrengthened by the decisions reached at the
Intergovernmental Conference on Cultural Policies in Africe, organized by Unesco
at Acera in 197? individual Afrlcan governments are drewing up their own cul-
tural policies. 5) Creativity in African art will be enhanced when individual
Africen States really and cleerly rehabilitate their cultures, taking the prin-
ciples that have been appreciated by all of them as their guidelines. Close co-
operation between various netional cultures of Africa is alsc likely to reveal
vividly the culturael universals which unite Africa as a cultural unlt, and these
will enable the artists, who at times can become active elements in the con-
sciousness of & people, tc expand their creativity.

To foster creativity, appropriate institutions for the promotlon, preserva~
tion and dissemination of art should be available. It will also be necessery to
provide for art productlon, tc receive encouragement from govermment end the dif-
ferent disciplines in the educational system. Thus, history,. soclology and :
aesthetics, treated in an interdisciplinary style, will help to revive Africon
creatlveness in ert end broaden the artists' resourcefulness and creative acumen.
Creativeness is likely to be sustained end improved by an enviromment which c.on-
tinues tc be. ertistic and art-promoting. So the landscapes, eostumes, social
institutions, festivals, sociel structures ané changes in.the structures, man in
the changing world and machine culture should be egents in the promotion of art.
The ert enviromment should be real to encourage schools, universities, cultursl
centres, young peoples centres, workers' unlons, women's groups, rural organizations,
museuns, art councils, churches, rellglon in general and mass media, to be’ creative
sgencies in the sphere of art - in patter, sound and movement. ‘ .
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Art education and presefvution of creativity

It is not difficult to reclize the gignificance of art in old Africa. It is
known for exemple, that sculpture helped to define inter-personal and ethnic social
relationships. Regal art, art for social control, religion, eccnomics and rec- .
restion are in this category. -Music and also physical movements were used to
teach desired norms at initiation ceremonies, worship and ritual situations.
Legends, folklore, end story-telling open men's minds to the enviable exploits
of the ancestors. Verbal art in general, but also proverbs and. riddles may give
us knowledge of the sceial history and customs of the current communities. Indeed,
education is concerned with the whole matter of socialization. Art is not only a
leisurely pursuit. Its function tronscends that of decoration. It is a medium
for the trensmission of culture. Truly, Africen art defines values and the theories
of art educstion in Africa go beyond the concepts of art which most professional
artists and the generesl public became cccustomed to as e result of their ecdu-
cation and total coloniael experience.

For African nrt to recover its vitality the artist and the public among whom
he operates need to be re—educated. Since the mctivetion of the ertist, as we
heve observed, derives from the enviromment, the artist's first, and his total
life experiences, must inspire his creativity. An artist in the contemporary
setting is likely to be highly creative if he hes intimate knowledge of his cwa
culture, then knowledge of relnted cultures and finelly idees sbout world art.

In the present circumstances, crestivity will be encouraged if his education brings
him divers experiences from private and public patrons as substitutes for the
venished atmosphere which encouraged art production in Africa.

As a result of the low value that people were induced to place on their art,
both artists end the public need to be educated to help them rid their minds of
the unfortuncte beliefs they had acquired. The schclerly method is inevitable,
for the educators themselves must know the language of the arts to be able to
educate themselves and the public. A lot of homework seems necessery here. 1In
the schools' system, the syllabus must be based on realitieg which will inculeate
a sense of vaelues and aesthetic sense in pupils and all who engage in artistic
work. In Ghsna special training colleges for art specialists have recently been
set up, in an attempt to improve teacher training. The bias of these specialist
training colleges is fine art. The important thing here is to expose such teachers
to the whole range of traditional urt, with special reference to visual ert.
Specifically, this is likely to inspire the specialists to appropriate some ?f
the canons of African art which have =dded in no small measure to world art. 9)
The arts of sound and novement have also specialized institutions in Ghana, such
as the Institute of African Studies, the School of Music, Dance end Drame under
the Institute of Afrinen Studies, and the musicel wings of the Arts Council of
Ghana. These institutions should be able to do research into the traditional
forms and in so doing, enhance music, dance and theatre. 10‘

Art enviromment and creetivity

What we describe as cultural enviromment involves the whole of culture ~ the
visible and the invisible worlds of a people. These worlds include the sacred °
and the profane realms within vhich they operate as social beings. These sacred
end profane worlds involve natural and men-made emviromments. Through geogrephical
control, natural environments are subjected to men's will. Architecturally, trans-
formations are made to serve the will of man. Up to @ point, man is master of
his environment. Of course, natural disasters occasionally disrupt his ingenuity
and frustrate his plans and efficiency. But the environment of men as a whole
is the one large factcr that determines his creativity.

&



CC-T8/CONF.624/5 ~ page 8

Museumg, monuments and art galleries

"Museums and momuments in Afrlca con do much to help promote consciousness
and creativity in art. The concept of museums as ccmetries of "dead" materiels
end things of the past assembled for their own sake, must give way to one which
should regaxrd them as "libraries" wheréin we may read history and culture. Mu-
seuns must be "live" cultural meeting places. Musetums relate history based on
cultvral material. Teken seriovaly material in miuseums should help rejuvenate
art consciousness end inspire ereativity. Similarly, monuments cen inspire people
in different ways. Archaeclogical finds, tombs of men of rencwn, chiefs, mosques,
relics and symbols ere known to inspire awe and creativity. The outstanding and.
unique place of museums and monuments in education should now be seriously noted
and their prolmferat;on encouraged. This will undoubtedly aid cultural education
and art consclousnese. ‘ :

In the same way, art galleries should be able to encourage artists to create
new forms through the inspiretion they receive ffom the works of masters, and
maybe their own works, displayed on the shelves.\lk c

Seninars, syggpsia»and art festivals

‘Locally arranged or internationel seminsrs and symposia, discussicns, and
presentations of art will aid the rediscovery of authentic sources of cultures
forcibly relegated to the background through falsification, disdain and alienation
which the African continent hed to suffer. Papers at symposia, seminars and art
festivals will encourage the transcription, reccrding, collection and preservation
of material for study and docunmentation.

An stmosphere of art is presented at such gatherings, which activate the
ertistic and social regeneration of a people. Seminars, symposie and festivals
provide instruments to help safeguard cultural authenticity, to take action on
cultural inventories, to train historians, ethnographers and art critics. For music,
dancing ond theatre to flourish, conditions need to be created for their devel-
opment. Preservation and presentutlon of traditicnel music and audio-visual re-
cordings for the purpose of study by scholars and the public generally, generate
an stmcsphere conducive to creativity. Art festivals inCOffosate many ert forms,
and inspire ertists to create more to record civilizaetion.

Encouragement of art through grants and facilities for work

To enccurage artists to increase their crestivity, and to preserve all forms
of art, they need to be patronized. In the traditional African system the leaders
or chiefs, priests and the general public were patrons of the arts. The situation
created congenial environments for the promotion of art. We have observed that
e sinilar or even better environment would have to be created to encoursge the
contemporary artist, who needs effective patronage. Such patronsge could take
the form of scholarships, faucilities for work,.commissions to execute public and
privete monuments and decorations, and to write national music for organizations
or communities. Other factors that should help creativity are subsidies, awards,
memorials and fair prices for artists’ works, festivals and exh1b1t10ns, gallcries
end 1nst1tu$10ns for research nromotlon and creat1v1ty.
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Scme institutions for reaearch into culture p;amotlon, n;eaervation
and development : .

The Arts Council and the Instztute of African Studles

We draw upon &n example in Ghana where, as -far. baek o8 1959, the Government
formelly estsblished an art and culture institution to increase art consciousness,
The Council was expected to foster, improve and preserve the traditional arts of
Ghana. It was also to explore the means of cncouraging a netionel theatre, which-:
even at its inception, should reflect the traditional cultural heritage of the -
country. .(cf. Guidelines for programmes of the Arts Council of Ghana.)

Three years later, the Institute of African Studies was established primarily
as o cultural research institute which should also undertake post-greduate teaching
in African studies. The scholarly study of Africa and the promotion of the cre-
ation and preservation of hf{ Sulture wag therefore noted as a priority area right
from the time of self-rule. Since 1961, the centre has been open to students
and scholars from universities in Ghana and abroed. The reseesrch programme has
involved cultural and historical studies in the fields of anthropology, history,
govermment and politics, conmunity studies and the arts - music, dance and drame.
The current statement on Ghana's cultural policy still requires the Institute to
do research inteo the arts znd cultures of Ghana as one of the Bufiﬁ? ways of pre-
serving and creeting art consciocusness for development purposes.

The Institute is required to create conditions which will meke the public
congcious of culture end participate in culturel events. Further, it is expected
that opportunities will be provided to learn sbout the CGhanaien traditional heri-
toge at all levels of education. So it has mandate to provide reference materials
for the future, end continue research into the indigenous ?Eégures of Ghana, ine
cluding the recording and documentation of cultural itenms. The need to widen
traditional frontiers of art, cultural integration and national understanding,
research into problems of incorporation and cultural 1ntegrat10n are seen as fields
in which the Instltuxe should be active.

As we sew earlier on, this specific case of Ghane also highlights as neieggary
facilities for training artists, craftsmen, musicians, dencers, actors, ete.
Programues are expected to inelude documentation of artists, problems of artists,
consensus and divergent opinions on critical standards, relevance, sudience re-
sponses. The eim is to provide a “ody of knowledge which will inspire creativity.

The Arts Council of Ghana continues to be the body responsible for the actual
promotion, and hopefully thereby for fostering the crection end innovation of ert
and culture in Ghana. The progromme srees cover culturel promotlon, artistic
creatlon, arts educatlon, studies and clrculatlon of cultural material and ob-
jects, cultural training progremmes and provision of ancillary facilities and
superstructure.(lf The Arts Council is expected to study and promote entertain-
ment and recreational prograrmes, concerts, drama publications, timetables, film
shows of African productions, exhivitions (art end performers), festivals, lectures,
symposia and seminars., Under ertistic creetion, the institutions are to encourage
through promction, the evolution of artistic idioms based om local cultures, the
creation of new works of art and development of performance techniques. Action
progremmes in this sphere should include competltlons, prizes and awards, ex-
hibition of artists and performers. Other strategées FPor fostering c*eat1V1ty
are experimental workshops, and community .dreme.

Reference should also be made to the Guidelines for the Ghono Arts: Council.
Programnes must be prepared to enhence knowledge and appreclutlon of ert in the
caumunltles, this will make for creativity. Schools, the youth and the general .

public must be encompassed in this education process. ~
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Pinally, everybody must have access to cultural materisl end objscts. Hence,
the necessity of research on the preservation, promotion and presentation of the -
arts and, of course, economic and political institutions that relate to develop-
nent of the arts and other aspects of culture. Other activities ineclude: com-
pilation of mventor:.es. prepa.ratlon of educational kits; publication of journels
and magazmes, publication of artistic works a.nd :mtroductory booklets.

By the senera.l statément on art a.nd cultural educatlon, a.nd creatxvxty and
the .special Ghane case study, we have sought to indicate how creativity in art
and culture could be fostered and preserved. In the process we have also in-
diceted some current research into the ways of preserving creativity which we
examine in greater detail later in this paper.

EVALUATION OF AFRICAN ART IN CONTACT WITH OTHER .CUL’J.'URES

African art in contact with Europe

An evaluation of African art in its contacts with other cultures relates to
the level of creativity after the era in history when Europea.ns seriously inter-
acted with Negro Africa on several levels - as friends, msslonarlcs, end colonial
masters. Our purpose is to assess their influence on n.rt consciousness in Africa
and. Africen influence on art later in Europe. :

Serious Buropean contact with sub-Saharan art dates from the Europeans' navi-
gations to this region in the fifteenth century. At first, African art mede no
marked impression on the European world. In fact, Eurcpean attitudes to African
art through time, may be summarized in three phrases., First, African objects of
art were regarded at best as curios. Later, they were looked upon as specimens
for validating the talk about primitive people on very low levels of human evo
lution. It was only in the later eighteenth and the nineteenth centuries that ob-
jects of Africen primitive material culture emerged from the status of mere curios
or specimens - to be regerded as art pieces. These included cloths, ivory carvings,
bracelets, jewellery, decorated poles and State swords, stools, plaques and many
‘other things. However, the period of spectacular change in Western attitudes
towards Africon art was between 1850 and 1930. The onset of this final period
was quite sudden and the "new" ert to European experience was heiled as beipg
"expressionist”, "cubist", anti-classical, "abstract” or enti-naturalistic. The
admiration for this art was almost extravegant. The extremes of attitude - either
disdain or praise - derived from the values of the Buropean judges of the art.

At one end, antegonism tc the ert sprang from the spirit of mere ethnocentricism;
hence the missionary zeals of Christian and Moslem propagators which tended to -
be iconoclastic. At the other end, enthusiasm was based on misinformation as to
the true nature of the arts, but none the less their fascinating forms :msmred
rebell:.on against the set forms of Eurocpean pa:.nt:.ng and sculpture.

" Bince the recognition of Africen art as art, ‘its'uniqueness continues to be
manifest to Europe and other lands. The notion that Africen sculpture .and painting
especially are simplistic or unsophlst:.cat'ed -and not worthy of compa.riaon’with
Western art has disappeared emong serious minded artists. Of course, even in
the past, African art, for some section of Eurcpean public, had the propert:.es of
v1ta.11ty, simplicity and pur:.ty. Straightforward statements were made in art
which suggested direct and strong feelings. It was noticed rather late, that
African art tended to concern itself directly with life. o

Significantly, the ea.rly pe.rt of the twentieth century saw the acceptance of
the values of African ert as given and :anontest:.ble stylistic forms. French
artists are on record as becoming aware of the vigour and simplicity of African
art in this era. Afr:.can forms generally activated some European master .artists
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and tney fostered expansion in their ovn styles. Their aesthetic values were re-
shaped and there was fumbling after new forms. - The European artist experienced
emotional actlvatlon brought about by abstractzon of forms, and the architectonics
of plenes or dominance of spheres over the cube., Deraln, Vleminck: and Picesso- are
emong those who declared the influence that Afyican forms had on their own styles.
Though Vleminck was believed to have done little ‘himgelf to show the influence of.
Afrlcan art on his work, he is on record as having introduced his contemporeries
to Negro art. We notice that Matisee's work was 1nfluenced in some way by -the
purity of line, form and content of statuettes. Mrs..Buffet Picabia would suggest
that Picasso learnt a lesson from his associstion with Negro sculpture ~ that "big"
and "small" men can depend on one another for inspiration. The desire to return
to fundamentals is. the greatest lesson African art taught Picasso,'as his works
between 1907-1908 testify. Picasso's'Ballerine'(1907) is believed to have been
inspired by the funcrary art of the Bekota. His painting the "Heed" was also
believed to have been influenced by masks of the Ivory Coast.

In the sphere of painting, Picasso was again thought to have been influenced
in polychrome streeks by the Negro process of tapas and their ritusl objects,
called fetishes by Vliaminck. Other elements of African traditional art that have
influenced European art are the resolution and reorganization of planes, the syn~
thesis of forms reduced to their essentials, the limbs either merged in the statue
or only summarily sculptured.

Mention is also made of the familiar feature of the concave face in African
sculpture and its influence on the concave face-style in European art. In African
sculpture, the concave face often appears with cubism. Agein, we see this influence
in Picasso's "Demoiselles d'Avignon" and it is suggested that the problem of the
concave face preminent im African sculpture occupied his mind at that time. As a
product of the influence of African art, it was believed, the freedom of melf-
expression touching on the inner self was gained. This mede for a constant re-
newal of personal experience as evidenced in Picasso's dynamic works.

Other modern ertists supposed to have been influenced are the Romanian
Constantin and Gaudier Brzeska who shows the style of an elongated trunk, with ;
flexed lower limbs in the tradition of Baule figures. The head ig shown as stszly
positioned on the neck. In =211, the feetures stand apart from the oval face in
Hegro staxuary African influence on Western art is noticed also in sculptures
end peinting of Eurcpean artists like Max Ernst, Max Pechstein end Karl Schmldt-
Rotlusf.

Africen art generslly in Europesn ert

It is useful at this point to note thet Africens have been depicted in European
art ever since classical days but the motives for presentamlon have been nsturally
different from age to age. From the pictures on the tlack figure vases of the
Greeks, we notice that Greek artists were familiar with Africa before the sixth
century B.C. It is suggested that when Africen art wes better known in Eurcpe from
the eighteenth to the twentieth centuries, some aspects of mediaseval art known in-
Burope were revived. Since art was then the, handmaiden of Christianity, artists
were concerned with the portreysal of phenomena of visible reality. So human form
vas subjected to stylistic trestment. that derived from -abetraction -and stylization.
If Africans were ever depicted, they were treated in the context of their role or
presentation in the scriptural writings. In the twentieth centwy, w2 notice an
attempt to reorganize ev?n Christian liturgical art to reflect the influence being
felt on EuroPean art.
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Inrluence of some An'lczm roms in the New Wor,a.u .

-The most obv:.ous :.ni’luence of Ah'ican art in the New World and ‘the Carr:.‘beqn
is on music. In Surinam and Brazil, ‘ucculturation is evident in the:srhere of
religious art and of course miisic. We only mention these positive 1nfluences since
they could be better treatéd sepz:.ra.tely by experts in music-and dance. Bre.z;lmn
religious art is Yorube ir form and -even content. The thunder and fire gods are
treated in the style of Yoruba axe fire gods. Surinam songs and even verbal art’
are Aken in content. Work songs, the Negro sp:.r;tuals, Jazz and the ve.rmus fornms
of it, are seen os heving been influenced by or derived from African forma

All over the continent, Just as in Europe, symbolism, which continued 40 be
the .central style of African sculpture and design, can be traced. It is not
suggested that all African-like forms outside Afirica have been :mfluenced by Africe.
The independent development of styles which are similer exists. However, the
recognition of African influence on world art is an scknovwledged reality. A study
to Gelineate the areas of influence on all world art would be interesting.

Contemporary influences on African art

Contemporary African art has reciprocally received some ideas from other arts.
The colonisel experience in Negro Africa has contributed to this influence. In-
Benin (0ld Dehcmey), Nigeria, Ghana, indeed in all West, Central and Esst Africa
the incorporation of the pusket in art is significant. Figures for warricr an-
cestors may have muskets in African art complexes. ?38 ?volution of pottery in
Ghana shows the results cf the cultural interaction, The forowa netal con-
teiners of the Akan create problems for the ert historian. The intricate re-
poucsé, ineised cv stamped designs which cover forowa surfaces have suggested
outside influence, although this hes not been resolved. The 1nfluences that have
been suggested include those of North Africe.

On the whole, African influence on contemporary European styles is spectacular.
African art hes clea.rly and indisputably greatly influenced world art. Emerging
from the status of curios in European estimaticn, to specimens, and then art in
the nineteenth and twentieth centuries, African material culture especlally but
also music and dance, ha.ve been accepted and have 1nf1uencf=d world art in divers
ways.

SOME SUGGESTED LINES OF RESEARCH INTO THE CHARACTERISTICS OF .AFRICAN ART
AND WAYS OF PRESERVING ITS CREATIVITY

The examination of the creativity in African art and the influence of this
--art, especially in Europe, makes consideration of the lines of research into its
characteristics and ways of preserving crestivity interesting. In my research

and teaching prograrmes, a three-~pronged method of approsch to African art enhables
ne end my students to appreciate realistically the full multi-dimensional nature.
of specially African visual srt. By the nature of the subject-mstter, a fruitful
way of approaching its study 'is from meny disciplines. We study the-‘subject from
the perspectives of aesthetics, history, philosophy and d sociology. -Although our-
principal study has been the visual arts, we have had to look at other related
arts, such as the crafts, music end dance, oral literature, verbal art, ph:.losophy,
history, art end education, desigh and architecture. Our primary and secondary
studies have included. library-and field work.. So .our methods necessitate inter--
disciplinary and empzr:.c'al treatment of the subject.: In this way, the. meamngrul
appreciation of art in society and conaequently the ways and means of preserv;ng
creetivity suggest themselves to the inquirers. If history is really told, philo-
' sophar and the rationale behind forms are unveiled, the way of life of the people
is made manifest in their ert, then creativity in art is likely to appeal to people
if they know this, end preservat:.on of creativity will be conseq_uent upon such
knowledge.
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Agsthetics

Surely, today the cultural interaction between all perts ‘of the world is
closer on all counts. Now concepts and ideas flow rapidly from society to society.
Consequently, there are concepts of "beauty' end propriety which have become uni-
versal. Even so, cultural diversities are fyery real. It is, paradoxically, because
concepts of beauty and propriety are diverse that Africe enriches the world cul-
tures. Inquiries into the characteristics of African art make stylistic enalysis
an essential feature of the search., Stylistic analysis has helped us to discover
the characteristics and interrelstionships, whether the art is .in matter, sound
or movement. Experience shows that we have major and auhstylistzc regions in
Negro Africa. These styles are influenced by specific or diffuse philoscphies or
values. By way of styles it is at least possible to begin an appreciation of the
standards or worth or "beauty" or propriety which artists in various societies
attempt to achieve and by which their works ere judged by others in and outside
their own societies.

Geographical, histcriconl and linguistic approaches to the style areas of West
Africe, for example, have been attempted by verious scholars. Geographically, some
scholars have suggested two regimes in Negro Africa; nemely the art of Western
Sudan and the art of the Guinea Coast. This division reflects a savapnah, and
fecrest dichotomy but also culture zones, of ecourse these cultures are not sbsolutely
homogenecus. The cultures may be seen currently as ebstractions. However, there
are groups within the zones who exhibit comparable feetures within specific areans -
in those zones. The more we study the styles of African. art the more we notice &.
measure of stylistic oneness but elso diversities.

Research suggests that to see only two stylistic zones in West Africa is to
teke no eccount of the historical dimension. For historical evidence, the speci-
mens set in typologies are useful., Knowledge of the age and origin of an art
piece may offer o standard or standards for comparatlve purposes. Technological
differentiation may also help establish order in collections which may otherwise
suffer poor classification and documentation.

In the West African zcne, research has shown that although art producing
groups of Western Sudan seemed to be hermetically sealed from those in the Guinea
Coast, no such division ever oc?ursed Contacts through. trade allcwed for inter~
ection between the two regions.!2 It has also been suggested that "the rise of
State-building peoples like the Asante; more limited population movements based
on desire for new land; the dispersal of less organized peoples seeking refuge from
- more powerful neighbours; and mobility of small artisan groups like the Mande Mumu
(blacksmiths) further insured tha% tge relationships between the Western Sudan and
the Guinea were extfemgly f£luig", Yet another styliegtic region, the linguistic,
has been attempted. Historicel circumstances can act against this linguistic
crt mep. Hence, as has been suggested, it is necessary tfaﬁSeck on this classifi-
cation by historiecal, geographical and cultural material. .

More research is essential into the creativity of traditional artists. Through
orel tradition, works of art may be validated, so that art mey in turn help to -
validete or invalidate oral tradition or history. Research into greater historical
depth, and examination of styles of archaeological material mey help to determine
specific instances that are common to African art -~ and those that could be ascribed
to individual idiosyncrassies or sudden innovations, may be incidental to the in-
splratzon and creat1v1ty of individual artlsts.

,

Hlstogx

Research therefore helps us to see the fact of hlstory 1nfluenc1ng styles. -
As already mentioned, the African styles have influenced other world artists even
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as other aspects of African styles in sculpture, music and dance have been in-
fluenced by non-African forms. The story of how Reanaisance art was held up as
the standard by which African fine-arts vere judged is interesting. We £ind.
through research that such historical comsiderations help to expla.:.n the reasons
for the evalua.tzons of Afr:.ce.n art through the ages.v R R

H:.stor:.cal research throws 1:.ght on simlanties of styles in d:.ﬂ'erent re~
gions as we sow in the Ife and Benin Sculpture earlier on. Besides the socio~
logical purports of masks and mask dances in old and new Africa, the ‘stylistics
of ‘these masks may have historieal explanations. We are aware of how basic. lo(aowis.
edge in sfiyles have been useful in validating or invalidating oral tradition.

In this matter of stylistics and history, the example of the Nok culture mey again
be cited as a well-known one. Archeeoclogy is science and history. It is one of
the disciplines that must attract an art historian, ert critic or soclolog:.st who
looks at. society from art and its culture. Archaeology reveals material which
recounts history. The story may be put together through the style of the material
culture, collected. ‘

Museums and cultural research

Obviously, ethnograph:.c and e.rchaeologlcal museums offer us access to the
styles and cultures of Arrica. The Intergovernmentel Conference on Cultural
Policies in Africe had far-reaching ccmments to make on museums and the part they
mey play in the study c¢f art and culture, For the training of specmllsts in con-
servation, preservation and creativity in African visual art, the conference re-
solved that such cenires as the Jos Centre must be establ:.shed to -achieve high
standards. It was even suggeated that the Jos Centre should develop into e re-
gional institute for training museologists. Museums will also be an aid to Africens
in the process of aafesuard:.ng African cultural authenticity. Research in mugeums
and museums studies gives us authentic insights into historical and social i‘unct:ons
of material culture. - 'l‘hese in turn will throw light on the styles.

Sociology

Analysis of styles also leads not only to the historical plecement of the
objects but to their socioclogical significance. Styles or designs usually have
historical or sociclogical content. Probebly, in the African context, the sccio-
logicel significance of art is very outstanding ond vital. Social institutionms, .
such as religicn and magic, the linéage, femily and marriage, politics and govern-
ment are gerved by art. The importance and eloguence of court art and regalia
speak. 'To moke a meaningful study of African ort its social framework must dbe
considered. Hence research into the evolution of srt, ert and educa.t1on, maglc
and ‘religion, psychology and philosophy, becomes almost ;.entra.l in any serious
cons:.deratmn of the erts.

Photograpy;z

Unsuspectingly, photography cen be & very useful research tool for studying
the various dimensions of art. In:.modern times the photographic camera may be
used really as a research tool - and not merely as & means of illustrating points
that have been made. The induetive method of reaching facts in research may be
attempted through. the use of:photography. A picture may be teken vhose details
as presented may only be partially comprehended. It may be used to record scme--
thing for later scrutiny. Informants may be used later to help throw light on

the content. of the picture. Such photographs mey also be used for interviewing.
- It is a useful means of record.:mg a complex drama of life or situation of a moment -
its objectivity and accuracy is recomenda.ble. Using pictures as visual material
for quest:.cnnalres cen 'be useful. . ST S
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In the matter of stylistic anaxysls of visual art, photography can also be
useful in the standarulzatlon of an objective intérpretation of forms and data.
Experience has shown in our field work that the "friendly use" of the camera in
some of the cormunities dces not create barriers for the field worker. Raxher,
it endears him to some people or the field worker may make gifts of the pic-
tureg taken to the people. Contacts ere in many weys enhanced and made clear.

8o the camera becormes useful beyond recording and documentlng what is known
to be significant. It is a useful instrument of research and appraisal of forms,
techniques and a host of other facets of culture. For our purpose, this tool for
anthropological, archaeological and art research is likely to reveal useful in-
formation on the charancteristics of African art. When these characteristics ere
known and appreciated, the contemporary generetion will be encouraged to do work
which will enhance the preservation of creativity in the forms and language of the
arts.

CONCLUSION

From our discussion, we present the thesis that there are cultures in Africa,
but there are none the less cultural universals in Negro Africa which meke it
meaningful to talk of African culture, at lesst, in the making. Culture in the con-
text of this paper refers to the very consciousness of = people. Just as we think
tliere is a world culture when we refer to the cultural petterns being fashioned
by the United Naticns through its cherters and agencies, so we may with justifi-
cation identify sn Africen culture.

We have suggested thet geogrephy, higtory and language fontribute to the
apparent diversities in African culture. In the matter of language, we notice
that all the West African countries and indeed many countries on the African con-
tinent are multilingual. Three langaages may be said to be dominant in Nigeria;
nemely Yoruba, Hausa end Ibo, but there are many subdivisions and dialects of these
longuages. Ghona with a population of about ten million has fifty-six languages.
Since language is one of the principal carriers of culture ~ the wey of life of e
people - we notice the perpetuation of an aspect of the cultures through language.

Styles of politicel administration and sccial control have also beén indices
to cultursl collectivities. So that, in terms of the rather simplified dichotomy
of indigenous political systems in Africa, there are the centralized systems and
the segmentary systems. The centralized systems, typified by the old Oyo, Dahomey
(Benin), Asante and the Bunyoro, sponsored elaborate art and art institutions.
Opposed to this, the segmentary type as exeiplified among the Lega and Konkomba,
did not encourage the spread of art. It would seem that each system reflected
ideas of peoples' own particular cosmology.

With special reference to art in Africa, we have suggested that it is the
most persistent aspect of the culture. Africen art is art for-its~own-sake but,
nore strikingly art for~living's-sake.~ It is man~regarding as well es spirit-
regarding. Art hes been the main method by which the aesthetic predilectionms,
history and sociology of Africa heve been recorded. There are of course known
Africen major works published by A.D. 618-907. Picture writing and other means
ere known tc have been used in rccordlng history in Africa but it is through the
arts - material culture, sculpture, music, oral literature and yerbsl ax* - that a
dct of the African past and so its culture has been coming to light. African
archaeology, the visual arts, oral history or tradition therefore need to be given
great attention in African cultural studies. In this way, the people will come
into contact with the roots and philcsophy of the arts, and so with the cultures.
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Negro African cultures are currently being rejuvenated through the spirit of
cultural revivalism. This will be made even more effectzve through the accepted
straxegy of assertion of African cultural identity, which is regarded .as an act
of liberaticn. It is the first catalyst to self-determination. The final com-
munication of the Intergovernmental Conference on Cultural Policies in Africa re-
ports that assertion of cultural identity 1mp11es a firm grasp of the authentically
African values which place & people's destiny in their own hands once more. It
dces not suggest isclationism but rather the placing of relations on the same
pedestal for the mutual enrichment of cultures. Thus, the concept of African per--

@nallty of Ghena end Negritude of Senegal or authenticity of Zaire are really
expressions of the idea of assertion of cultural identity and should not be allowed
tc run riot in the interpretations to which they are subjected by different in-
dividuals or pecples.

The accident of history has also influenced the cultures of Africa -~ dividing
cuttures under certain circumstances as in the partition of Africa by the European
powers after the 1914-1918 War. Under other circumstances, we may see the colonial
powers as unifying cultures, as in the case of the visible two cultures of former
French and English "regions” of Africa. If there is cultural co-operetion, sound
cultural universals shculd evolve in Africa.

- In the matter of African art and Burcpe, we see the remarkable. 1mpreas;on
Africe has hed on European art through the egency of the cclonial agents, mission-
aries and private collectors. Art imparts knowledge and shows the way of life of
& people. So creativity in the sphere of art needs to be preserved.

At the final pcints of our paper we named or reitersted cultural invclvements
vhich might help the activation and preservation of art. Sound cultural policies
as accepted by the African delegetes et the Intergove“nmental Conference on Cul-
tural Policies and of course the different governments are likely to be useful in
the exercise of crestivity and preservation of art and therefore, by extension,
culture in Africe.

The whole of culture is now recognized as worthy of consideration in sociel
development. Development does not depend on economics only. Economics is only
an aspect of development. No sccial development can be holistic until the cul-
ture &8 & whole is taken into comsideration in the development strategies.
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NOTES

See Quarcoo, A.K.. - Second World Black and African Festival of Arts and
Culture. Colloquium paper: Black Civilization end the Arts. 1977.

The reference is to a well-known story of Governor Hodgson allegedly asking
in 1896 that the Golden Stool of Asante should be made available to him to
sit on. Obviously, the essence and real significance of the object of art
was not comprehended then. To the Asante the stool was more than a mere

. objeet. It was the symbcl of their soliderity - their soul and very being.

It was something more than a throne, or coronation seat, or in modern times,
we may say, more then a flag to them.

My recent researches on the black stcol in what has been called ancestral
worship makes me suggest that the ceremonies eround the stools are meant to
be reverential to a section of the lineage -~ the dead, rather then worship
of them. '

See Quarcco 1972 ~ The Akan Stool Polity: A kind of political organization.
Mouton Press.

Quarcoo 1972 -~ The lineagze stool in socio-political orgenication of the
Aken. Legon Family Papers. 1973.

Quarcoo - Socio-political relevance of chiefship in Ghana.
I.A.S. Research Review. Vol. 10.

See - "Masks as agents of social control", Sieber 1962 in: Arts, Humen
Behaviour and African Studies Bulletin, Vol. V, No. 11, 1962.

Refer to song as means of sociel sanction - among the Dangme, Ga, Akan and
Ewe of Ghana. For the Dangme see lrocesses of Social Control among the
Dangme of Ghana. Quarcoo 1965. Northern and Upper Regions of Ghana -
Googe music and praise singers in the princely courts. See Quarcoo 1976 -
Exhibition Brochure ~ "Spotlight" on the North and Upper Regions of Ghana.

‘Reference is to durbars (e.z.) at the close of Adaes in Aken and most festivals

in Ghana.

Fogg William -~ Nigerian Images. Lund.

cf. The core of the resolutions of the Afriea cult in Accra. 1975-1976.
Acera.

(e.g.) Ghana Government Cultural Policies, Togo, Nigeria, Tanzania, Zeire
and other African countries are ready.

Schools and Col%gges of Art, Suggested Art Education Syllabus fcr 3-Year
Pcst-Secondary [ Q" Level/ Teacher Training. Ghana Education Service.
May 1975.
Musie colleges include the:

Ghana Academy of Music, Winneba.

Advenced Teacher Training College, Winneba.

University of Cape Coast Music Department in the Faculty of Education.
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11.

12.

13.
1k,
15.
16.
17.

18.
19.

20.

204.

21.

22.
a3.

2k,

25.

School of Music in the School of Musie¢, Dance and Drama - Institute
of African Studies, Legon.

ef. Recommendatlon 19. F1na1 Report Africa Cult 1975-1976

cf. International Music Rostrum Afrlca region wlth headquarters in the
Institute of African Studius, Legon,

Iﬁstitute of Africen Studies Development Plan 1969-19T4. I.A.S. Publication.

Cultural Policy of Ghena. pp. 43-kl,

»

ivid., pp. 45-k6. .

ivid., pp. 47-48.

Guidelines for Action Programme of the Arts Council of Ghana.
(Arts Council Publicetion) 1978.

Arts Council of Ghana 1978. p. T.
Arts Council of Ghana 1978.

See Quarcoc, A.K. (1970): Scottish Religious Studies - Review of Father
Kelvin Caroll's Yoruba Religious Carving.

Quarcoo A.K. (1977) "Visual Art and History", Sankota, hana, Archacological
Journal.

Note the expaﬁsive and complex trading established and op~rated by the Mende
Dyula and Solinke,

Bravman Rene - West African Seulpture.

Sieber and Robin. Paul Tisman collection exhibition.

The Mo belong to the Gur lenguage group but their current polltlcal art is
Aken in many ways. Hence Bravman is right in suggesting a combination of
all the factors - geogranhical, stylistie, linguistic and even historical
factors in stylistic enalysis.

As in the Ikami and Kwshu terracotta heads. Relationship between Kwahulend
and the Afrem plains is demonstrated. Oral tradition from the Afram plains.

(b) Art objects in the I.A.S. Museum. Akuaba dolls of Kwehu and Asante
establighed stylistic and cultural relationships.
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