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ABSTRACT 

One of the most obtrusive features of Yoriiba studies has 

been its clear pattern of regional preferences and biases in 

its scholarship. This pattern is reflected in the present 

concentration of studies on the southwest, the northwest, the 

central subgroups of Ife, Owo, Ijesha, Egba, Ijebu, Oyo, and 

Ilorin on one hand, and the paucity of works on the northeast 

and southeast subgroups of the 0-okun Yoruba, the Igbomina, 

the Ikale and the Ilaje on the other. 

There is no other subgroup where this particularistic 

trend in Yoruba studies and especially, art historiography can 

better be observed than with the scholarly neglect of the 0-

okun peoples, the most northeasterly of the Yoruba subgroups. 

An important goal of this thesis is to foreground the multi-

culturalistic tendencies among the Yoruba and underscore the 

necessity to provide comparable scholarly attention to 

neglected subgroups, the 0-okun peoples in particular. 
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Chapter I 

INTRODUCTION 

This study is a critical review of the representative 

literature on Yoruba art history, and specifically, a critique 

and detailed study of the 0-okun Yoruba in Yorxiba art 

historiography. A close examination of Yoruba studies 

(history, religion, archaeology, sociology, warfare, 

biography) reveals clear patterns of regional preferences and 

biases in scholarship. These patterns are reflected in the 

present concentration of studies on the southwest, the 

northwest, the central subgroups of Ife, Owo, Ijesha, Egba, 

Ijebu, Oyo, and Ilorin on one hand, and the paucity of works 

on the northeast and southeast subgroups of the 0-okun Yoruba, 

the Igbomina, the Ikale and the Ilaje on the other hand.' (See 

Map 1.) The semblance of hostility and intra-ethnic squabbles 

reflected in the scholarship on the Yoruba culture group is 

played out in the castigation and, sometimes, outright 

dismissal of studies that tend to challenge the ideologies of 

'See David and Charlene Baldwin, The Yoruba of 
Southwestern Nigeria: An Indexed Bibliography (Boston: G.K. 
Hall, 1976) . This comprehensive bibliography of about 3488 
references on the Yoruba has a negligible number of citations 
on the 0-okun Yoruba. That this project could not escape from 
the narrowly focussed scholarship on the Yoruba is borne out 
by the basic restriction of the study to the single 
administrative unit of the former Western state. All the 
Yoruba subgroups outside this administrative unit with the 
exception of Ilorin were excluded. 



9 

1\1 I a,- P-.. I ;'-} ,tJ 

+ / ..tf~ 
i . ·r"' .. "'!J.,q_ 

(
, ____ /. . ;' ~ "<) .. ·-., 

. .. : •• · /.- · -t"".:~· -. 'I ..• ,.- · / ~.:...,. .... 

1= . . : ; : ~·./· ( ~ · · .. 
• .. SA &c ·/..· .-.~·' \ .~~ .. .. ;"_ .. ·;· I . -

•j_/r-,-,"~1 : •• / . :/f.:l·· 

r ·· .. .. 

) I s,_r-l 

L.:· 0 '/Q S /,.lJTG \ ® .· · . .~/ 
• • • .(:'·.: • \ \ : ]<,;~•,<N'< { ~· • • . . • 

( >.?'~·-· --~~,\-~ L:b:'-~}7:~-~)~a~·~~·/~ .. MN .. ; 

... ':.'"",, .· . v .· ' '" ~ .·· I ~<r.%~~1/L. o ~ 
. . : . ·. ·. }b.-, e~t"\.1 I :1JE-.!:11 ~- . . I I _: ~)((, {':';.. . G I s-.n -. ·,··· · I · · t-:1<; - - · • :t'/,~:y 1/ · · · -:; 

: :··, 
: . . : '"'· G . o.s .. : . . ( . . . ~ . . .. , - I "'1 7 t-/ 

. ...) : ~\ : . G-IN · · · ·. J<;BI-(~11 
.'Ke!·U : r .·...:,. _r·<.., ;:.'......_..; $/,q -;-e. · ) J11<11.rC . : ~ ~ . 

~-- .\ _ : .~::- ¥ \ .-... - \ .~'" ·. t;~ __ .--·~ ·· :.: · " '· · .!. .. · '\.. 
... ·: e;E!VIAI / 

: ,;j :Aber-J(.,I •< . . Lf·~ ,.) . : S 1 A If ( 
·'.'"'i . ·. E: ,.~ .... _._,....., r.' -I D. 0 ··.. ,-· 
·• i-1 •.. _.: : ~1/JI .: . - _,.. "" · ·. 0 rot • . OIAin 

{ 
:R.E. pue,t- 'c. 

( 

I 

lOGO\ 
·~ 

A8tNU .... -. 
-·-. -· ··-•'-

Map 1. 

': ll · · U J./ . · L .-.-(. · ( r A 

~~'-.~ .-·c6~" :'fJ~d.u / 0 Nc.c- ........... ·: j c.:_C-JO 
: ~ ... ..:: .: . , / . ! . s I'~ 7 Co 
=--~··.~~-~~~~t..Ju"Y<~~· ss'"f~=;.J . ( . · · .. ··r c...-/ , 

.....:-;oiJA:z - J •• :1 ) Be,,.., c ·c-
G--·-~ · · / l~ ':J 

. --~- --'il< .... lt.~ i 
IL,.1J'&.'· '\ . / 

b b P s -·· / I Dt:~:...-Names of Yoru a su grou .· . . , -4 
boundaries of subgroups \~( / .S;--..rJ _ 

• / (,:_ . /·/ · .. 7, (!E-State boundarles 
International boundaries 
State capitals 
b okun Yoruba speaking peoples 

Map of Yorubaland showing the subgroups. 
(Based on J.S. Eades' map showing the location of Yoruba subgroups on 
page xiv of The Yoruba Today, New York: Cambridge University Press 
1980.) 



10 

'mainstream' Yoruba studies.^ 

There is no other siabgroup where this particularistic 

trend in Yoruba studies and art historiography can better be 

observed than with the scholarly neglect of the 0-okun, the 

most northeasternly of the Yoiniba subgroups. Their long period 

of neglect and non-representation in significant Yoiruba 

studies has now resulted in the problem of incomplete 

identification and demarcation of Yoruba peoples and 

territories in some studies.^ The general imbalance in the 

depth and territorial spread of the scholarship on the Yoruba 

peoples can be traced to the pre-A.D.1900 period when the 

large or "mega-states" dominated and eclipsed the "mini-

states." What we see in these studies, therefore, is the 

predilection of scholars to employ no more than ten large 

subgroups as tropes representing the entire Yoruba-speaking 

culture group of more than thirty subgroups. 

^Robert Smith in his Kingdoms of the Yoruba (Madison: The 
University of Wisconsin, 1988) 10, dismissed Obayemi's call 
for a reconsideration of the popular Yomiba's traditions of 
origin in view of new evidence and studies to the contrary 
(for a detailed discussion of Obayemi's theories and ideas, 
see Chapter Four of this study) as an "attractive 
speculation." Toyin Falola, while recognizing the need for a 
revision of the Oduduwa myth in Yojruba history, regarded the 
evidence and conclusions from Obayemi's studies of the 0-okun 
Yoruba as "tantalizing." See "Research agenda on the Yoruba," 
History in Africa 15 (1988) : 217. 

^This problem is not peculiar to academia alone. It is 
a trend which has characterized the geo-polity of Nigeria 
since the colonial period and the various administrative/ 
territorial reorganizations in the post-independent period. 
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Research Objectives. 

The underlying argument of this study is the axiom that 

no Yoruba sxobgroup, no matter its size, historical experience, 

and place in the contemporary geo-polity of their respective 

countries (Nigeria, Benin Republic, and Togo) can stand for 

the culture-group as a whole. Although the ways of life and 

the cultural dynamics of all the groups may appear to be the 

same, these similarities are surpassed by the particularized 

differences among them. One of the objectives of this study is 

to highlight the cultural practices of the 0-okun peoples 

which differentiate them from what many regard as the 'tour de 

force' of the Yoruba culture. An important goal is to 

foreground the multi-culturalistic tendencies among the Yoruba 

and underscore the necessity to provide comparable scholarly 

attention to neglected subgroups and related larger ones. 

Although the 0-okun peoples are a relatively understudied 

group when compared to the other subgroups, this does not 

mean that no substantive scholarship has ever been produced on 

them. There are, in fact, a few historical and art historical 

studies which while not all-embracing, have nevertheless made 

far-reaching impact on the study of the region. The second 

major objective of the thesis, therefore, is to identify such 

studies, especially those that relate to 0-okun art and 

culture, and discuss the broad themes that dominated them. 

As a critique of 0-okun Yoriaba in Yoruba art 
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historiography, ray third major objective is to discuss the 

prospects of art historical studies in the o-okim speaking 

areas covered in this study. Conscious of the fact that the 

prospect of 0-okun Yoruba art studies is ultimately linked to 

their potential to push further the existing frontiers of 

knowledge on Yoruba art history, an evaluation of the 

contributions which 0-okun Yooruba art studies have the 

potential to make will be outlined in this thesis. 

Methodolocrv. 

This work was conceived primarily as a critique of Yoruba 

art historiography with specific reference to the 0-okun 

Yoruba subgroup. Because specific works that focus on the 0-

okun peoples are few, important general studies of Yoruba art 

will constitute the object of this study. However, because of 

the affinity of art studies with other genres of scholarship 

on the Yoruba, the net has been cast beyond art historical 

works to include anthropological, sociological, religious, 

linguistic, literary, and historical studies. This kinship is 

borne out by the heavy reliance of Yoruba art historiography 

on the analytical tools of the other disciplines. It is to 

these other disciplines that Yoruba art studies owe their 

beginning and later development. More important than this 

justification is the fact that art, as a phenomenon which cuts 

across every aspect of the peoples'lives, operates as a 
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central element in all the academic divisions of yoniba 

studies. 

Perhaps the most daunting task in studies of this nature 

is the establishment of a criterion for selecting works to be 

critiqued. For this study, however, the focus on the broad 

issue of the marginalization of the 0-okun peoples in Yoruba 

art historiography, notwithstanding the extensive bibliography 

on Yoruba studies has mitigated this dilemma. Nonetheless, the 

problem of choice still remains. More than any factor or 

consideration, the choices that were made were informed by 

both pragmatism and my subjectivity. This study could not 

dispense with any existing study on the 0-okun peoples, no 

matter how tentative they may be. To this end, the thesis 

incorporates all available published or unpublished works.'' 

As to the other works on the Yoruba as a whole, I have 

restricted my study to the works of the academically trained 

scholars beginning in the 19503.^ Although there are numerous 

works on the art, culture, and history of the Yoruba that date 

"'For this, I express ray gratitude to Mimi Hernandez, the 
Art Librarian at the University of Arizona Main Library and 
the staff of the Inter Library Loan Desk for helping me to 
obtain these materials at no charge. Unfortunately, the 
majority of the works of Professor Ade Obayemi, who has 
studied these peoples more than any scholar, are not readily 
available because many of his works are yet unpublished, or 
are in the process of being published. 

^The beginning of academic historiography of the Yoruba 
is usually traced to Professor Biobaku's The Egba and their 
Neighbours, 1842-1872 (Oxford: Clarendon Press, 1957). 



14 

back to the preceding century, their narrow focus, and 

particularist bias do not fit well into the scope of this 

study.® Apart from the fact that these early works lack the 

rudiments of academicism, their far-removed, circumscribed 

discourse from the 0-okun speaking areas make them of limited 

relevance to my thesis. The only exception to this self-

imposed temporal frame is Reverend Samuel Johnson's History of 

the Yorubas. Since its pxiblication in 1921, this work has 

become a classic in Yoruba studies which, despite its 

drawbacks, cannot be ignored by any scholar in the field. 

Even with the restriction of this study to works that 

date from the 1950s, it is still difficult to make a rational 

choice because of the enormous number of references available. 

To obtain an over-view of most of these works, I availed myself 

of the increasing corpus of general Yoruba historiography 

which has recently become a separate field of investigation. 

This field, which examines the history, theory, and principles 

in Yoruba historical, literary, and cultural writing, reveals 

the tendencies and issues that have dominated the scholarship 

on the Yooruba.' I focus more on some specific works to call 

®For some of the works in this category, see Robin Law 
"Early Yoruba Historiography," History in Africa 3 (1976) . 

'The most important works in this field are Biobaku's 
(ed.) Sources of Yoruha History (London: Oxford University 
Press, 1973); Toyin Falola's (ed.) Yoruba Historiography 
(Madison: African Studies Program, University of Wisconsin -
Madison, 1992), "A Research Agenda on the Yoruba in the 
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attention to their particular significance in Yoruba art 

studies,® and also to substantiate by observation of the 

peripheral consideration of the 0-okun peoples in these works. 

In addition to written sources upon which this study is 

primarily based, I will also draw upon the knowledge I gained 

through fieldwork in the 0-okun culture area.' 

0-okun Yoruba: The Land, Peoples and Culture. 

0-okun Yoruba as used in this work, and as it is 

increasingly been used even among the peoples themselves, 

refers to the distinct but culturally related Abinu (or Bunu) , 

Ijumu, Ikiri (or Kiri), Owe, Oworo, and the lyagba (Yagba) 

subgroups of the Yoruba (See Map 2). The peoples inhabit the 

most north-easternly part of the Yoruba land defined by 

Nineteenth Century" History in Africa 15 (1988) 211-227; Robin 
Law "Early Yoruba Historiography"; Andrew Apter "The 
Historiography of Yoruba Myth and Ritual" History in Africa 14 
(1987) 1-25, "The Heritage of Oduduwa: Traditional History and 
Political Propaganda among the Yoruba" Journal of African 
History XVI.2 (1973) 207-222. 

®Any attempt to arrange the existing works on a scale of 
significance can at best be regarded as a subjective exercise. 
Nevertheless, such criteria as the frequency with which 
references are made to them by other scholars, the number of 
printed and sold copies, and the number of reviews which they 
receive can objectively indicate their significance in Yoruba 
studies. 

'Between 1988 and 1992 as an ethnographer with the 
National Museum, Onikan-Lagos, I accomplished a number of 
fieldworks in Ijumu, Yagba and Abinu. The report of these 
research works is yet to be published. 
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longititudes 5® 30' to 7°East and latitudes 7® 15' to 3® 45' 

North. Together with the Ebira or Igbira (of the Koto and 

Panda sxibgroups) , the Igala, the Idoma, the southernmost 

Gwari, and the Nupe peoples, they inhabit the confluence 

region of the Niger and Benue rivers. This area, including 

part of the Plateau which is sometimes described as the Middle 

Belt in the geo-polity of Nigeria has the greatest 

concentration of culture groups in the country. 

Geographically, its vegetation of tall grasses interspersed 

with pockets of forests represents a transition between the 

forest land to the south, and the grassland to the north. 

In many respects, 0-okun Yoiruba does not present a 

remarkably different cultural landscape from the rest of the 

Yoruba culture group. While a glance at the map of the Yoruba 

country indicating the boundaries of the siibgroups will reveal 

its numerous sub-ethnic divisions, a study of the individual 

groups will demonstrate the peculiarities of each as well as 

lay bare the diversity in the culture. The 0-okun peoples have 

certain peculiar cultural traits which define their identity 

and set them apart from the other Yoruba subgroups. One trait 

which is most easily recognizable is the language or dialect 

that has become the ultimate defining element of their 

identity. Without undermining other cultural elements, 

language is perhaps the strongest unifying factor for the 0-

okun peoples. Although there are language variations from one 
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group to the other for example, Yagba and Abinu, and even 

between communities within each subgroup such as the 

contiguous Ikoyi and Iffe (Ufe) , they are all so closely 

related and mutually intelligible that they can be regarded as 

members of a language family. In the absence of any common 

name to call this language, or dialects of Yor\iba, o-okun, the 

prevalent form of greeting among these peoples, has been 

adopted in academic circles. This designation has not only 

been used for the related dialects but also to refer to the 

peoples themselves. 

Other elements which distinguish the O-okun peoples from 

the other Yoruba subgroups are primarily related to the ways 

in which their societies are organized and to their religious 

beliefs and practices. The O-okun peoples are historically 

known to be organized into small socio-political units in 

contrast to the large empires or states regarded as the 

hallmark of most of the Yoruba subgroups. Yet, the territorial 

extent of each subgroup's political power was not always co

terminous with the identity of the core culture, because their 

transitory, unfixed political boundaries allowed social and 

commercial interaction between the O-okun peoples and other 

Yoruba subgroups. A more important element of the political 

culture than the size of political units as a distinguishing 

element between the O-okun peoples and the other subgroups can 

be found in the institution of the oba (king). While most of 
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the other stibgroups have designated households and clans for 

whom it is their sole right to produce the oba, leadership 

among the 0-okun peoples is rotated among the clans and 

lineages that comprise a community or a socio-political group. 

The only exception to this political tradition is the Ayere 

community where only one of the five clans has the prerogative 

to occupy the Alayere (the Oba of Ayere) stool. 

Not as striking as the language and the internal 

politics, but nevertheless critical traits that demarcate the 

0-okun civilization within the larger Yoruba culture, are 

religious beliefs and practices. While the more popular orisa 

such as Ogun, Obatala, Sango, Orunmila (Ifa), among others, 

have devotees spread throughout Yorubaland including 0-okun 

land, the spatial distribution of the adherents of these 

faiths is not uniform. These popular deities have more 

believers in central and southwestern Yoruba country than they 

do in 0-okun land. In place of these orisa, and sometimes 

existing alongside with them although occupying a higher 

plane, the 0-okun peoples have ebora who, iinlike the orisa, 

are neither deified individuals nor mythical figures. These 

ebora are spirits who are believed to live in forests, bodies 

of water (flowing or stagnant), mountains and other 

inaccessible places of their recognized territory. This does 

not, mean, however, that the worship of the ebora is exclusive 

to the 0-okun peoples, nor that the worship of orisa is 
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unpopular among them. As Drewal< Pemberton and Ab 2.odiin f 

"interpretations in matters involving supernatural forces can 

be personal, and because there are regional variations of 

practice, generalizations about Yoriiba religious beliefs and 

practices are risky."'" The only area where this 

generalization can be made is with the women's cults of imole 

and ofosi {female religious orders) which are thought to exist 

only among the 0-okun peoples probably as a counterforce to 

the men's era and egungun. 

One interpretation which the usage of the name 0-okun 

Yoruba in cultural studies may conjure and to which the last 

three paragraphs have alluded, is that of a homogeneous 

population with a common historical experience and cultural 

identity. Yet, unlike the other subgroups as the Ijesha, Egba, 

Ijebu, and other groups, the 0-okun peoples until recently, 

never saw themselves as one, nor did they share the same 

historical experience. Each community, or group of 

communities, have always been autonomous units organized along 

the ehi (clan) system that came together whenever they faced 

a common enemy or in times of peace especially during 

religious festivals. Although there are many shared cultural 

practices, some variations exist in cultural institutions and 

'"Henry Drewal, John Pemberton and Rowland Abiodun, 
Yoruba: Nine centuries of African art and thought (New York: 
The Center for African Art and Harry N. Abrams Inc.,1989) 25 



21 

practices from one place to the other that cannot and. should, 

not be ignored in any study of the peoples. Some of these 

differences, no matter how svibtle they may be, can be observed 

in language, political arrangements, social institutions and 

the array of ebora (deities) worshipped. For instance, the 

Ayere speak a language that is unintelligible to the other 0-

okun peoples, although they also speak a variant of the Yoruba 

language. lyah-Gbedde is perhaps the only 0-okun community and 

people where the epa masquerade tradition (a festival focussed 

on masquerades that reincarnate and venerate the founders of 

the community), although other communities also have an 

equivalent tradition of celebrating the founding and the 

founders of their settlements. All these illustrate the fact 

that the diversity that characterize the Yoruba culture could 

be found among the 0-okun peoples as well, though to a lesser 

degree. 
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Chapter II 

YORUBA STUDIES AND HISTORIOGRAPHY: 
ISSUES AND TRENDS. 

Among the culture groups of Africa, the Yoruba occupy an 

enviable position as one of those that has attracted the most 

scholarly attention. This enormous body of academic and non-

academic work' which is still growing exponentially,^ has 

sparked interest in the theory and practice of this writing 

itself among scholars. Notable among the scholars who have 

carried out significant studies on Yoruba historiography are 

Robin Law, Toyin Falola, Andrew Apter, Saburi Biobaku, and a 

host of others.^ These scholars in their studies, focus on the 

'For a comprehensive list of works done before 1975, see 
David and Charlene Baldwin, The Yoruba of Southwestern 
Nigeria: An Indexed Bibliography. The gigantic strides that 
have been made in Yoruba studies since this study was 
published makes another one long overdue. 

^While there has been a general increase in the number of 
scholars entering into Yortiba studies as a whole, recent 
explosion in the field can be attributed to the increased 
participation of Yoruba themselves. This development has been 
made possible by the phenomenal increase in the number of 
Universities in Yorubaland. Whereas in 1970 there were only 
three Universities in the region, this number has risen to 
about ten, with many more tertiary institutions. 

^Robin Law, "Early Yoruba historiography, " History in 
Africa 3 (1976) 68-89; Toyin Falola, "A research agenda on the 
Yoruba in the nineteenth century," History in Africa 15 (1988) 
211-227; Falola, ed., Yoruba Historiography (Madison: African 
Studies Program, University of Wisconsin, 1991); Andrew Apter, 
"The historiography of Yoruba myth and ritual," History in 
Africa 14 (1987) 1-25; Saburi Biobaku, ed., Sources of Yoruba 
history (London: Oxford University press, 1973) . 
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important contributions to the development of Yoruba studies. 

Unlike these general survey works, however, this chapter will 

be concerned with the issues and trends that have dominated 

Yoruba studies in general and art historiography in 

particular. In some instances, an attempt will be made to 

explain why Yoruba studies have taken specific paths and 

directions. An awareness of such issues and trends is crucial 

for understanding the present location of the 0-okun Yoruba in 

African art historical discourse. 

Perhaps the most distinguishing feature of Yoruba studies 

which sets it apart from many other Africanist studies is the 

large participation of indigenous scholars. In fact, Yoruba 

studies were first initiated, and then dominated, by the 

Yoruba themselves. This indigenous body of scholarship can be 

traced to the attempts of educated, liberated Yoruba freed 

slaves^ returning from Sierra Leone in order to document and 

record the history, culture, and language of their respective 

subgroups. One of the earliest of these endeavors were Bishop 

Samuel Ajayi Crowther's effort at reducing the Yoruba language 

to writing. His writings on the Yoruba language also included 

^See, Samuel Ajayi Crowther, Omode eru-kunrin ti o di 
bisopu, tabi itan Samuel Ajai Crowther, 9th ed. (Lagos: C.M.S. 
Bookshop, 1951). 
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historical notes on some siibgroups such as Oyo." These 

linguistic, historical, and religious studies of Crowther were 

soon followed by a torrent of other local histories written by 

members of the small but growing number of the educated elite. 

Notable members of this group included John 0. George, 

Emmanuel M. Lijadu, John A.O. Payne, Ajayi K. Ajisafe, Samuel 

Johnson, and N.D. Oyerinde.® Among these writers, all of whom 

worked between the 1850s and the 1950s, Reverend Samuel 

Johnson's History of the Yorubas (1921) appears to be the most 

comprehensive, and has had the greatest impact on successive 

writers and Yoruba studies in general to date. 

Professor J.F.A. Ade Ajayi, in his study of the origin of 

Nigerian nationalism, identified "cultural nationalism" as the 

major force behind the emergence and florescence of Yoruba 

studies in the nineteenth and the first half of the twentieth 

^Some of his known works include: Vocabulary of the 
Yoruba Language. Part 1: English and Yoruba. Part 2; Yoruba 
and English to which are Prefixed the grammatical elements of 
the Yoruba Language (London: C.M.S., 1843); A Dictionary of 
the Yoruba Language, (1843) ; The Yoruba primer. I we Ekinni. On 
ni fu awon ara Egba ati awon ara Yoruba (London: C.M.S., 
1849) . 

®J.O. George, Historical Notes on the Yoruba Country and 
Its Tribes, 1897; E. M. Lijadu, "Fragments of Egba National 
History," (Serialized in the Egba Government Gazette between 
1904 and 1905); J.A.O. Payne, Table of Principal Events in 
Yoruba History (Lagos: Andrew M. Thomas, 1893); A. K. 
Ajisafe, History of Abeokuta (London: Richard Clay and Sons, 
1916); N.D. Oyerinde, Iwe Itan Ogbomosho (Jos: Niger Press, 
1934) . 
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centuries.' This cultural nationalism was a movement born out 

of and a reaction to the colonial policy of negating all 

aspects of the indigenous culture. A survey of these works 

reveals the fact that the areas covered by these local 

histories coincided with parts of Yoriibaland where European 

activities of colonial administration, trade, and missionary 

works were concentrated and carried the most impact. Among 

these areas were Lagos, Abeokuta, Ibadan, Oyo, Ijebu, Badagry, 

and other parts of southern and central Yorubaland. The 

efforts of these early writers may be regarded as the response 

of the educated elites to their marginalization in the 

Nigerian socio-political structure, as well as the calculated 

attempt of the colonial system to destroy their subjects' ways 

of life. On the other hand, areas that were less impacted by 

the colonial system such as north-eastern Yorubaland, were not 

covered in these early works. 

An equally important factor in the concentration of 

Yoruba local studies in the aforementioned areas was western 

education. Most of the educated Sierra Leonean returnees 

credited with pioneering Yoruba studies, settled in Lagos, 

Ibadan, Abeokuta, and the surrounding areas where the 

opportunities for employment in the colonial service or 

"'j.F.A. Ajayi, "Nineteenth century origins of Nigerian 
nationalism," Journal of Historical Society of Nigeria 2 
(1961) 208 
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private professional practice were greatest. This first 

generation of the western educated elites was succeeded by the 

products of the early Mission schools which were equally 

located in the Lagos-Abeokuta-Oyo axis. Since only the 

surrounding areas could practically benefit from these early 

schools, it was these places that constituted their primary 

constituency and the areas from which the schools made 

selections for admission . The graduates of these schools 

joined the educated elites in their nationalist agitations, 

which included among other things, the study and 

popularization of the history and culture of their respective 

places. It is not surprising, therefore, that localities that 

did not have an early history of missionary activities or 

proximity to the centers of colonial administration did not 

produce a coterie of educated elites who could carry out 

historical and cultural studies. 

By the 1950s, however, this wave of 'amateur' studies of 

Yoruba history and culture (studies carried out for reasons 

other than academic) was intermixed with academic writings. 

The earliest of these academic studies was Professor Saburi 

Biobaku's The Egha and Their Neighbours, 1842-1872. Other 

scholars who made equally valid contributions to Yoruba 

studies during this early period of academic historical 

writing include Bolanle Awe, Ayantuga, S.A. Akintoye, J.F.A. 
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Ade Ajayi, A.B. Aderibigbe, and I .A.Akinjogbin.® Except for 

the more systematic data-gathering methods of these scholars 

and the national scope of some of the studies, these works did 

not exhibit any significant change from the much older 

'amateur' writings in terms of areal preferences. Like the 

'amateur' historians, these academic historians confined their 

studies to their local communities and immediate surroundings. 

Although the uneven educational opportunities that have 

existed in Yorubaland could still account for the disparities 

in the territorial spread of academic writings, this factor is 

less compelling in explaining trends in the second phase than 

in the first. However, the establishment of the first 

'generation' of the Nigerian universities at Ibadan, Lagos, 

and lie-Ife no doubt gives these areas an edge over the 

outlying Yoruba territories without any institution of higher 

learning. 

Nonetheless, in the publications of both the 'amateur' 

and the academically trained scholars, the focus has been 

history, with religion and language coming next. That history 

^Important works of these scholars include: Bolanle Awe, 
"The rise of Ibadan as a political power, 1851-1914," diss., 
Oxford U, 1964; 0.0. Ayantuga, "Ijebu and its neighbours, 
1851-1914," diss., London U, 1965; S.A. Akintoye, "Revolution 
and Power politics in Yoriibaland 1840-1893," diss., Ibadan , 
1966; J.F.A. Ajayi, Christian Missions in Nigeria 1841-1891 
(London: Longmans, Green and Co., 1965); A.B. Aderibigbe, "The 
expansion of the Lagos Protectorate 1862-1902," diss., London, 
1958 . 
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became the dominant subject is not surprising since it v;as the 

most solid ground for the educated elites to assert their 

African identity and also combat the colonial administration's 

deliberate policy of robbing the colonized peoples of their 

history. Those 'amateurs' who were active between 1840 and 

1950 were interested in recording the traditions of origin and 

the culture history of their local communities to demonstrate 

an indigenous history with value equivalent to the colonizing 

power's histories. On the other hand, the coterie of scholars 

that emerged after the 1950s were concerned with the 

particular dynamics and forces of such history. To this end, 

these scholars were and are still concerned with specific 

themes of state formation, inter-group relations, and warfare, 

themes and forces in Yoruba history that predated the coming 

of the Europeans and colonialism. The anchor for these studies 

has been the various precolonial polities of states, kingdoms, 

and empires. However, because of the difficulties in gathering 

data on the period before 1800, and the abundant sources on 

the svibsequent periods from eyewitness accounts, missionary 

and colonial records, most scholars have focussed their 

attention on the period since 1800 in Yoruba history. Thus, 

the large polities as they existed in the nineteenth century 

and the identifiable centers of power on the eve of the 

establishment of colonial rule in the 1890s became the focus 

of research and historical writing. In these studies, the 
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nineteenth century became frozen as the archetype of the whole 

of Yorubaland throughout history. Among the most notable of 

these polities were Ife, Oyo, Ijesha, Ekiti, Owo, Ketu, Shabe, 

Ijebu, Egba, Egbado, Ilorin, and Lagos.' Of these groups, Ife 

and Oyo occupied positions of primacy and are usually the 

reference points in the historiography of other groups.Even 

within this framework, only groups that at one time or another 

challenged the authorities of these two states were regarded 

as worthy of attention. It is no wonder, therefore, that 

outlying Yoruba territories which are the farthest removed 

from the 'heartland' have received little or no attention. In 

the same vein, subgroups that did not constitute themselves 

into large polities like the "mega" states were regarded as 

unworthy of study. 

Another conspicuous trend in Yoruba historical writing is 

the pre-occupation with nineteenth century warfare. The 

dominance of this theme in Yoruba historiography can be traced 

to two factors, namely, the availability of sources, and the 

personal interest of the scholars. Of all the events and 

'See R. Smith, Kingdoms of the Yoiruba, 3rd ed. (Madison: 
University of Wisconsin, 1988). 

'°In most of the historical writings on the Yorioba, the 
history of other subgroups are treated as addendums, 
appendices and footnotes to the history of these better known 
groups especially, the Oyo and Ife polities. In fact, Robert 
Smith noted that "some contend that the whole people should 
properly be called 'Ife' rather than 'Yoruba ..." {Kingdoms of 
the Yoruba, p.13). 
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episodes in nineteenth century'* Yoruba histcr^', there was none 

that affected the lives of so many as the series of 

internecine wars that engulfed the whole country. While in 

terms of chronology, the wars were triggered by the 

disintegration of the old Oyo empire, this episode as Akintoye 

argued was "essentially concerned with new attempts at state 

formation and institution of new centers of power,"" not only 

in Yorubaland, but among the neighboring groups to the north 

as well. Because these events in Yoruba history happened not 

too long ago, there are abundant sources on them. Oral 

traditions are rife with both fabricated and actual accounts 

of these events. Descendants of the notable combatants of the 

wars also have the military exploits of their progenitors 

preserved in family histories which are readily made 

available. The contemporary records of the period are also 

full of accounts of the wars. Because the events of the 

nineteenth century in Yorubaland fitted into the European and 

missionaries' perception of a behavior indicative of 

"lawless," "primitive," and chaotic societies, the wars became 

particular subjects of interest for documentation by European 

adventurers, missionaries, and officials of the colonial 

"S.A. Akintoye, Revolution and Power Politics in 
Yorubaland 1840-1893 (London: Longman, 1971) xv. 
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administration. 

The abundance of sources on this theme alone was enough 

temptation for indigenous scholars to target it in their 

research. The theme's attraction to Yoriiba scholars also lay 

in its refutation of the uninformed but quite popular belief 

in Europe at the turn of the century that history in 

Yorubaland, and indeed the whole of Africa, was the history of 

European activities. However, the preponderance of scholars in 

the studies of wars that affected their local communities 

provides another perspective on the popularity of this 

subject. Toyin Falola fathomed this when he argued that: 

To the writers of the 1950s and later, and especially 
those who have written on their own communities or areas, 
the primary aim has been to document achievements, the 
glories of the past when their communities and prominent 
individuals stood up against their rivals and enemies to 
overcome rebellion and imperialism.'^ 

To the extent that most of the studies on the nineteenth 

century Yoruba wars were inspired by the local patriotism of 

the scholars involved as Falola noted above, his subsequent 

assertion that "those without concrete achievements to show 

clearly avoid the theme of warfare in favor of others 

'^Contemporary written records on the nineteenth century 
wars are not limited to these foreigners alone. Indigenous 
writers also documented some of these battles in their local 
histories. 

""The Yoruba wars of the nineteenth century, " In T. 
Falola, ed. Yoruha Historiography 135. 

'•'Falola, "The Yoruba wars" 135 
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is contentious. Taking this statement further, it can be 

inferred that the fate of the understudied areas in Yorxiba 

historical writing was so because they had no military 

prowess. A pertinent question in this regard is why the 

efforts of certain areas which successfully repelled invading 

forces (military victory par excellence) were not regarded as 

worthy of research.? Obayemi's study of the 0-okun Yoruba in 

the Sokoto Jihad episode has revealed that the exclusion of 

this area from the Yoruba military historiography has more to 

do with the areal preferences of the scholars than with the 

region's lack of inspiring military history. Despite the lack 

of military advantages that a large polity confers, none of 

the 0-okun Yoruba aggressors (Ibadan, Nupe, and Ilorin) had 

any complete hold on the region.'^ The first explanation which 

Falola proffered for the attraction of scholars to Yoruba 

military history is therefore more credible and tenable than 

the second. 

While, some of the issues and trends in Yor\iba studies 

discussed above may help explain the particular bias for 

certain areas, the geo-polity cf Nigeria since its creation 

has not helped the situation. This is true for Africanists. 

With the imposition of colonial rule, Yoriabaland first came 

'^Ade Obayemi, "The Sokoto Jihad and the 0-kun Yoruba: A 
review," Journal of the Historical Society of Nigeria 9 (1978) 
61-87. 
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under three, and later, two administrative units namely, Lagos 

colony, and Southern and Northern protectorates. The first two 

were later amalgamated into the Colony and Protectorate of 

Southern Nigeria in May 1906. Against the wishes of the Yoruba 

elite, the colonial administration merged the northeast Yoruba 

subgroups of Igbomina, Offa, Ilorin, parts of Ekitiland, and 

the entire O-okun Yor^Ibaland with all the different peoples 

(in terms of language and culture) around and above the Niger-

Benue river system into northern Protectorate. The remaining 

subgroups of the Yoruba with the other culture groups below 

the river system were constituted into the Southern 

Protectorate. In 193 9, the colonial administration further 

split the Southern Protectorate, now Province, into the 

Eastern and Western Provinces. With this administrative re

organization, the major ethnic groups of the Igbo, Hausa/ 

Fulani, and the Yoruba became the dominant forces in the 

Eastern, the Northern, and the Western Regions respectively. 

In this respect, the Western region became synonymous with the 

Yoruba and vice versa, while the other Yoruba subgroups in the 

Northern region came to be called northerners. The various 

administrative re-organizations and state creation exercises 

since independence have not succeeded in re-aligning the 

ethnic and geo-political boundaries of the country, as Yoruba 

subgroups that came under the administration of the defunct 

Northern region continue to be regarded as 'northerners'- a 
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euphemism for the Hausa/ Fulani ethnic block.'® It is no 

wonder, therefore, that Yorxiba siibgroups in the former 

Northern region have occupied the periphery of Yoruba studies. 

Studies that purport to have Yorubaland as their subjects as 

noted earlier are merely restricted to the Yoruba subgroups 

of the former Western region/state to the exclusion of other 

of the remaining subgroups. In many of these studies, the 

working maps which delineate Yorubaland and visually show the 

location of the subgroups are, at best, inaccurate and, at 

worst, a truncation of not only the geography of the Yoruba 

territory but also their cultures. Although this problem of 

erroneous or incomplete identification of the Yoruba territory 

may not weigh as heavily as other factors in explaining the 

politics of exclusion in Yorxaba studies, it does shed light on 

the factors operating in the divisiveness of Yoruba culture 

and history in academic circles. 

Although historical research and writing in the form of 

'local histories' dominated the early phase of Yoruba studies, 

it was by no means the only area that attracted the attention 

of scholars. Of equal importance during this period was 

language. For the small circle of the educated elite in the 

'^he successful incorporation of Ilorin (the largest 
northernmost Yoruba settlement) and the adjoining areas into 
the Sokoto Caliphate in the nineteenth century has not made 
this change easy to make. Even more pertinent to this issue is 
the fact that to this day, Ilorin is ruled by the dynasty 
established by the Fulani jihadists. 
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nineteenth century who were shunned by the colonial 

administration, language represented one of the strongest 

platforms upon which the Yoriaba elites could assert their 

personality and cultural identity. Unlike the historical 

scholarship of the early period in which communities and 

subgroups were isolated as independent research/study units, 

Yoruba language studies developed from a focal point and 

linearly progressed to peripheral concerns. Even though the 

subgroups spoke mutually intelligible languages (or dialects 

of the same language), and shared other related cultural 

traits, they never came together as one people, and neither 

did they come under a single political dispensation." The 

subgroups were the nucleus of the various states -"mini' and 

"mega"-that evolved in the region.'® The most important 

distinguishing factor for each subgroup, and the core of each 

'state' was dialect, and this became the anchor for group 

identity. Thus, Ijebu, Egba, Igbomina, Oyo, Ijesha, lyagba, 

Ekiti, among other languages, became the defining element in 

the group identity of an individual. Until the late nineteenth 

"Even the Oyo empire, the largest of the political units 
at the height of its glory, never incorporated the whole of 
the Yoruba-speaking areas. 

'®For a detailed discussion of the "mini" and "mega" state 
concepts in the region, see Obayemi, "The Yoruba and Edo 
speaking peoples and their neighbours before 1600, " History of 
West Africa, vol. 1 2nd ed., eds. J.F.A. Ajayi and M. Crowder 
(London: Longman, 1976). 
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century when the term 'Yoruba' was probably first used to 

describe the aggregate of all the groups based on the language 

and other cultural traits they share, each one of them 

developed along separate lines. It was these separate lines of 

socio-political and cultural development that became the focus 

of early Yorxiba studies. Because the field of language 

studies, especially of those that have not been previously 

incorporated into written text, requires more skill than the 

other aspects of culture, it did not attract as many people as 

the other fields. 

Bishop Samuel Ajayi Crowther is generally regarded as the 

pioneer of Yoruba language studies. Apart from his missionary 

training, Crowther had a strong urge immediately after being 

freed in Sierra Leone from captivity and slavery to transcribe 

the spoken language of his culture group, Oyo, into written 

form. This ambition was pursued and realized in his various 

publications on the Yor\iba grammar, orthography, and 

vocabulary. It was from his works based on the Oyo dialect 

that the standard Yoruba language as written and spoken 

currently evolved. But the means by which Oyo became accepted 

as the standard form of Yoruba over the others has yet to be 

adequately investigated. What is clear, however, is that the 

use of term 'Yoruba' to describe the people of Oyo has a much 

older history than its usage for the whole culture group. That 

Oyo language became the standard form of Yoruba can also be 
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partly explained by its having been the most successful of the 

siabgroups to establish its hegemony over the others. At the 

peak of its power, the Oyo empire spread to and encompassed 

the greater part of Yorubaland and even beyond to Borgu 

(Bariba) , Nupe and parts of Edo. Although the empire's 

political influence was felt throughout the region, direct 

political control was never exercised over the whole culture 

group. To an outsider, however, the shared cultural elements 

among the Yoruba subgroups and peoples, against the background 

that the name Yoruba was first used for Oyo, could be 

misinterpreted as an evidence of Oyo's imperial influence in 

the region. 

Another major field of inquiry in Yoruba studies, which 

ranked with history and language in importance, and rivalled 

them in its length of time of study, is religion. Like history 

and language, Yoruba religious practices were recognized by 

the educated elite as one of the platforms for practicing the 

"cultural nationalism" that developed as a counterforce to the 

"destructive force" of colonialism. While the field of 

religious studies never garnered as much attention as the 

other two fields, its development and trends paralleled 

historical writing. The earliest serious studies of the Yoruba 

belief system were carried out about the same time that the 

"local histories" got underway in the nineteenth century. A 

majority of the 'amateur' historians included the belief 
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systems of their study areas in their writings. A few writers 

such as James Johnson" and E.M. Lijadu^° among others stood 

out among their contemporaries as having carried out studies 

that are specifically focussed on the Yortiba deities. Serious 

academic religious scholarship, as in history, did not, 

however, begin until the middle of the twentieth century. This 

new scholarship was pioneered by the Venerable Archdeacon J. 

Olumide Lucas with his The Religion of the Yorubas (1948) . 

Although Lucas' study is more concerned with an "enquiry into 

the origins of the Yoriibas" and "their contact with a higher 

civilization which they have lost,"^' the chapters on religion 

focus on the principal orisha (deities) of the larger Yoruba 

subgroups of Ife, Oyo, Egba, Ijebu, Lagos, etc. Successive 

religious studies of the Yoruba have always used Lucas as a 

reference point. To date, the most comprehensive academic 

study of the Yoruba religious experience has remained Bolaji 

Idowu's Olodumare: God in Yoruba Belief (1962). With all its 

compliance with academic conventions, and the rhetoric on the 

need to strip Yoriiba history and culture of all 

"superstitious" and "sentimental" wrappings, this work could 

''James Johnson, Isin Orisa bibo ni He Yoruba (Lagos, 
1899). 

^°E.M. Lijadu, If a: Imole re ti ise ipile ni He Yoruba 
(Exeter: J. Townsend, 1923). 

^'olumide Lucas, The religion of the Yorubas (Lagos: 
C.M.S. Bookshop, 1948) 11. 
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not free itself from the asymmetrical attention to the central 

and larger subgroups in Yoniba studies. In fact, it seems 

Idowu was obsessed with the creation myth at Ile-Ife and with 

positioning Ile-Ife and its culture at the center of Yoruba 

studies.^ Like many other studies on the Yorxiba, this work 

also has the problem of correctly identifying the component 

parts of the culture group. The exclusion of Kabba (0-okun 

Yorubaland) from the Yoruba territory in the working map of 

this study, and the inclusion of Warri (Itsekiri), clearly 

underscore the magnitude of the problem of proper 

identification of the ethnic boundaries and of the Yoruba 

culture group. (See Appendixes A and B.) 

In addition to the fields of history, language, and 

religion, archaeology has since the beginning of this century 

proven to be a field to be reckoned with in Yoruba studies. 

Its contributions to Yoruba studies in general, and the 

material culture history of the peoples in particular, cannot 

be easily accomplished by any other discipline. Unlike 

research in non-art related fields which were carried out by 

the Yoruba themselves in the nineteenth century, the only 

systematic art-related study was an archaeological excavation 

in Yorubaland carried out in 1910 by Leo Frobenius, a German 

"See Chapter Two of Olodumare: God in Yoruba beliefs 
(London: Longman, 1962) titled "Our ancestral home " in 
obvious reference to Ile-Ife. 
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anthropologist. The exquisite terra-cotta sculptures that 

constituted the bulk of the finds from this excavation brought 

world attention to Ile-Ife and Yorxiba art. Since then, a great 

number of Nigerian and foreign archaeologists have worked at 

the different sites of the city of Ile-Ife.^ Other areas that 

have been the focus of archaeological investigation in 

Yorubaland include the Old Oyo, Owo, Ijebu, Badagry, and 

Ilesha. It is thus clear that the pattern of archaeological 

research in Yorubaland is no different from that of history, 

language, and religion which repeatedly focus on particular 

areas. As with the central and southwest emphasis in the other 

fields of Yoruba studies, "the focus of archaeological 

investigation in Yorubaland has been in the towns that formed 

the nuclei of the Yoruba kingdoms of the eighteenth and the 

nineteenth centuries."^'' 

Even though the colonial factor in African history partly 

accounts for the inadequate attention which the Yoruba 

subgroups in the Benin Republic and Togo have received from 

scholars, the uneven attention among the subgroups in Nigeria 

cannot so easily be explained. This is because the great 

^For a comprehensive list of these archaeologists and the 
respective sites they excavated, see Agbaje-Williams, 
"Archaeology and Yoruba studies," Yoruba historiography, ed. 
Falola. 

^''Agbaje-Williams, "Archaeology and Yoruba oral 
tradition," African Notes XI (l) 24. 
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disparity between the literature on lie-Ife, Oyo, and other 

large political centers of the eighteenth and nineteenth 

centuries on one hand, and the "mini states" such as the 0-kun 

Yor\aba on the other, defy a simplistic rationalization. One 

can argue that the areas where the earliest writings on the 

Yorroba emerged were those where Christian missionaries first 

established a foothold, and maintained the longest contact 

with the European trading interests. It was also these areas 

that first came under direct colonial rule. These forces, 

singularly and jointly, worked for and created an educated 

elite and intelligentsia who in their search for identity, 

took pride in their history and culture. It is not surprising, 

therefore, that these early writers explored their local 

communities for inspiration as well as the subject of their 

writings. 

In the foregoing, discussions have been restricted to the 

contributions of the early Yoruba educated elites and the 

circle of other indigenous scholars to Yoruba studies. It was 

not, however, the Yorxiba themselves alone who were engaged 

with this ethnic study at this period under discussion. 

Christian missionaries, trading company agents, and colonial 

officers who were mostly Europeans carried out extensive 

studies on their subjects, territories and matters of 

interest. Because their activities were initially confined to 

a few centers, their (intelligence) reports and studies were 
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restricted to their areas of operation such as Lagos, 

Abeokuta, Oyo, Ife, Ijebu, Ibadan, Ilesha, and Badagry among 

others. Although the aggregate of these studies were carried 

out by individuals with divergent interests in Yorubaland, and 

may therefore appear to be opposed to each other, in reality 

(and in retrospect), these studies and their authors all had 

a unity of purpose. This uniform agenda was the preservation 

of their areas of operation as 'spheres of influence' for 

their respective institutions. For instance, C.A. Gollmer and 

J.B. Wood in the course of their missionary activities in 

Lagos and its immediate environment carried out some 

ethnographic and historical studies." Even though these 

missionaries were not employees of the British Colonial 

Office, their studies were, as Doormont rightly observed, 

"meant as a reportage for the colonial administration in 

Lagos.The colonial administration officers could not do 

less on their jobs. In fact, some of them went beyond the 

compilation of intelligence reports to a scientific and 

^Rev. C.A. Gollmer, "List of kings of Lagos and 
chronological events of the last fifty years." Unpublished 
(1853) ; J.B. Wood, "Historical notices of Lagos," West Africa, 
1878. 

^®Michel Doormont, "The roots of Yorxiba historiography: 
Classicism, traditionalism and pragmatism," African 
Historiography: Essays in Honour of J.F.A. Ade Ajayi, ed. 
Toyin Falola (Ikeja: Longman, 1993) 53. 
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systematic study of the Yomba siibgroups." As it were, the 

writings of the missionaries and the government officials in 

the early period focussed mainly on the areas that have 

effectively come under the colonial administrative control. 

However, the fact that these early European studies were 

restricted to the centers of nineteenth century political 

power from where the hinterland could be penetrated could well 

explain and justify the observed pattern in the European 

participation in Yoruba studies during this period. These 

European writings became primary sources for the writers, 

adventurers, and scholars of later periods. If the limited 

coverage of Yoirubaland in the writings of the missionaries, 

merchants, and colonial officers was dictated by the extent of 

their jurisdiction before 1900, this bottleneck had been 

removed by the 1920s when every inch of Yorubaland came under 

the 'effective occupation' of the British. Even then, 

subsequent European writings never showed any corresponding 

significant change in the areas studied. Within this group of 

scholars are Leo Frobenius, W.R. Bascom, J.Y. Peel, among 

others who restricted their researches to the Yoriiba heartland 

of Ife, Ibadan, Ilesha, Abeokuta and other towns in the 

"For instance. Colonel A.B. Ellis is regarded as one of 
the pioneers of Yoruba ethnography by virtue of his systematic 
study of the culture group. See, The Yoruba-speaking Peoples 
of the Slave Coast West Africa (London: Chapman and Hall, 
1894). 
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region. 

Although this may be a weak argument, the abundant 

European sources on these areas might have lured successive 

generations of scholars to these same areas. No matter how 

plausible this explanation may be as it relates to the early 

period in Yoriaba studies, these forces cannot be held 

accountable for the persistence of this pattern of uneven 

scholarship among the subgroups since the 1940s. The emergence 

of academic writing on the Yoruba in the 1940s might have been 

expectedly put an end to the 'narrow interests' and prejudices 

that motivated and dominated the writings of the earlier 

period, but unfortunately, this never happened. 
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TTT 
XXX 

O-OKUN YORUBA IN YORUBA ART HISTORIOGRAPHY 

Unlike the other branches of Yoriiba studies whose history 

dates back to the first half of the nineteenth century, Yor\iba 

art historiography is of recent development. The earliest 

studies in Yoruba art did not emerge until the middle of the 

1950s, thus making it one of the most recent branches of 

Yoruba studies. Compared with other fields of inquiry in 

Yoruba scholarship, art studies also have relatively fewer 

scholars engaged in it. The reason for this may seem obvious 

in view of its recent beginning. However, the most discernible 

feature of Yoruba art studies is that it is an offshoot and a 

continuation of other earlier est-iblished fields of 

scholarship, especially anthropology. This dependence on 

methodologies, approaches, patterns, and courses already 

charted in ancillary fields was discussed generally in the 

preceding chapter. The specific borrowings from and 

contributions of older disciplines in Yoruba art 

historiography will be highlighted in the discussions of this 

chapter. 

When examined independently, the field of Yoruba art 

studies also demonstrates its own distinguishing features. It 

is a combination of these shared as well as peculiar traits 

that has made this field stand out. Among the significant 
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characteristics of Yomba art historiography are: One, it was 

a field pioneered by European (including American) scholars; 

Two, it is a discipline whose approach is at best eclectic; 

Last, but most important, it is a field that is guided by 

regional preferences in field research like other areas of 

Yoruba studies. 

Discussion in chapter two revealed that Yor\iba studies 

were started by the Yoruba themselves, unlike the trend in the 

other ethnic studies. Such is the weight of this feature that 

John Picton remarked that "the single most important fact 

about Yoruba studies is that it is a field of research and 

publication initiated (and dominated) by Yoruba people."' 

While this observation may be true to a large extent with 

respect to history, language, and religious studies, it is not 

true with art studies. Unlike the other aspects of Yoruba 

studies, art historiography is a field that was initiated by 

individuals other than the Yoruba themselves. As with the 

discipline of art history in general, and African art history 

in particular, the pioneers of Yorxaba art history were not art 

historians. In most cases, the earliest studies were conducted 

by anthropologists, ethnologists, archaeologists, and art 

'John Picton, "Art, Identity and Identification: A 
commentary on Yoruba art historical studies," The Yoruba 
Artist: New Theoretical Perspectives on African Arts, eds. 
Rowland Abiodun, et al (Washington: Smithsonian Institution, 
1994) 3. 
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connoisseurs. 

As with Yoruba history and culture studies, the art of 

Ile-Ife was the first to be known outside Africa, Although the 

corpus of Ife art has been part of the political, religious, 

social, and economic life of the Ife people as far back as 

their history goes, it was Leo Frobenius who first drew the 

attention of the rest of the world to it at the beginning of 

this centU2ry. Frobenius was a German anthropologist (with a 

knowledge of archaeology) who visited Ife around 1910. Of 

Frobenius' activities at Ife, Frank Willet has this to say. 

He worked with phenomenal industry for he had only three 
weeks in Ife on his first visit and was brought back by 
the Police to spend another three weeks while his actions 
in Ife were investigated. His movements during this 
second spell were restricted, yet in this very limited 
time in town he collected a great deal of information 
about the way of life of the people, about their 
traditions, their religion, and particularly about their 
antiquities. Indeed he collected a large number of 
ancient works of art, which he was forced to surrender. . . 
However, he took back to Germany seventy-five 
terracotta heads and a number of other important 
fragments ... Frobenius made sweeping claims about 
his discoveries in articles in the German press, 
claiming that here in Ife he had found traces of a Greek 
colony on the Atlantic coast of Africa, founded in the 
thirteenth century B.C. and left without further 
Mediterranean influence after about 800 B.C.^ 

Whatever the shortcomings of Frobenius' analysis might have 

been, these cannot overshadow the world attention he drew to 

Ife art, a phenomenon that Okediji and Okediji described as 

^Frank Willet, Ife in the History of West African 
Sculpture (New York: McGraw-Hill Book company, 1967) 14 
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"spotlighting."^ This gro'ondbreaking effort in Yoruba art 

studies did not, however immediately attract the attention of 

other scholars. It was not until about two decades later that 

other anthropologists and archaeologists continued the work of 

Frobenius in Ife (Yoruba) art studies. Prominent among these 

first generation scholars attracted to Yoruba art were P.A. 

Talbot, W.D. Hambly, K.C. Murray, William Fagg, and Frank 

Willet. Although Talbot's^ and Hambly's^ works are general 

anthropological studies of the Africa culture groups, their 

studies of the Yorxiba culture provided the germinal ideas for 

the subsequent works on the cultural milieu, art production, 

and patronage. Of the works of this generation of early Yoruba 

art scholars, those of William Bascom,® a young American 

anthropologist, stand out as the most relevant detailed art 

studies. His publications on Ifa divination, deities, and the 

sociology of the Yoriaba provide immense contextual background 

for art studies. Moreover, Bascom's earliest collection of Ife 

^F.O. Okediji and Oladejo Okediji, "Introduction," The 
Sociology of the Yorxiba , N.A. Fadipe (Ibadan: Ibadan 
University press, 1970) 5 

^P.A. Talbot, The Peoples of Southern Nigeria (London: 
,1926) . 

^.D. Hambly, Culture Areas of Africa, Field Museum 
Publication 346, Anthropological Series Chicago 41 (1935). 

^William Bascom, Ifa Divination: Communication Between 
Gods and Men in West Africa (Bloomington: Indiana University 
Press, 1969) ; The Yoruba of Southwestern Nigeria (New York: 
Holt, Rinehart and Winston, 1969). 
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works of art was probably the first to be known and shown in 

the United States.' 

A distinct field of Yorxaba art studies did not, however, 

start until K.C. Murray, William Fagg, and Frank Willet 

emerged on the scene. Unlike the earlier European and American 

scholars who were interested in all the diverse dimensions of 

the Nigerian cultures, these individuals were particularly 

interested in art and, even engaged in art related 

professions. Murray was for instance, a practicing artist and 

art teacher while, Willet was an archaeologist. Today, Murray 

is probably more remembered and associated with the 

establishment of the Federal Department of Antiquities,® the 

precursor of the present day National Commission for Museums 

and Monuments, the federal parastatal that oversees the 

Nigerian museum system. In addition to Murray's unrelenting 

efforts towards establishing a modest collection for teaching 

art in the Nigerian secondary schools and campaigning to 

institutionalize the museum, Murray also piablished much of his 

research on Nigerian art. Of all the Nigerian arts he 

collected and studied, he seemed to have been most fascinated 

'w. Fagg, "The Antiquities of Ife, " Magazine of Art 
43.4 (1950) : 133. 

®For a fuller account of Murray's role in the 
establishment of the Nigerian Museum system, see S.I.O. 
Okita, "The Emergence of Public Museums in Nigeria," The 
Museum and Nation Building, A.E. Afigbo and S.I.O. Okita 
(Owerri: New Africa P\iblishing, 1985) 1-31. 
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by and attracted to that of the Yor"aba, especially l£e. His 

published works, some of which he wrote by himself' and others 

as collaborations,'" became a cornerstone of Yoriiba art 

historical studies. While Murray's achievements are celebrated 

daily in the Nigerian museums, a comparable level of eulogy is 

non-existent in western academic discourse on African art. In 

most of his writings, Murray was unequivocal on his primary 

objective to at first, start a teaching/study collection of 

art for Nigerian Secondary schools, and later, to preserve the 

Nigerian art heritage through the museum system. Towards this 

end, Murray's approach in his studies were largely descriptive 

and documentary. It is probable therefore, that the little 

reference to Murray in academic discourse on Yoruba art may be 

due his "cataloguing" approach which is regarded as more 

suited for museum work than the academics. Notwithstanding the 

criticisms of Murray's works, it cannot be denied that Murray 

was one of the individuals that laid the foundation for Yoruba 

art studies as it exists today. 

Despite the contributions of Murray to the understanding 

of Yoruba art, its academic and systematic study did not start 

'K.C. Murray, "Nigerian bronzes: Works from Ife," 
Antiquity XV (1941) 71-80; "Frobenius and Ile-Ife," The 
Nigerian Field XIV (1949) 85-92. 

'°K.C. Murray and William Fagg, An Introduction to the 
Art of Ife (Lagos: The Nigerian Museum, 1955); K.C. Murray 
and Frank Willet, "The Ore grove at Ife, Western Nigeria," 
Man LVIII (1958) 187. 
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with hiiTi but with the duo, William Fagg and Frank willet. Of 

the two, Fagg is regarded in academic circles as having done 

more for Yoruba art studies in particular, and the discipline 

of African art history in general. Fagg devoted the last two 

decades of his life to the study of Yoruba art, and 

popularizing African art studies at a critical time in its 

history when it was yet to be accepted into the mainstream of 

art history." Fagg was probably the first to examine the art 

traditions of the Nok, Ife and Benin in a single study and 

also attempt to establish a 'genetic' connexion among them.^^ 

Of greater significance than this, is Fagg's inauguration of 

a stylistic analysis that is not grafted solely on ethnic and 

regional boundaries. Before his studies of the Nigerian art 

traditions, the approach of the western scholars had been to, 

as he put it, "regard African sculpture, through a a kind of 

mystical haze, almost as though it were a product of the 

collective unconscious . . Against this prevailing 

approach to African art studies, Fagg argued for the same 

recognition to be given to African artists as their 

"For instance, his article "The antiquities of Ife," 
Magazine of Art 43.4 (April 1950) could be regarded as 'a 
lone voice in the wilderness' for African arts at the time 
of its publication. 

'^William Fagg, Nigerian Images (London: Lund Humphries, 
1963) . 

'^Fagg, Nigerian Images 119 
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counterparts in Europe and elsewhere enjoy in the studies of 

the art of their respective continents. Extending his 

' crusade' for a change of approach to Yoruba art studies, Fagg 

wrote: 

We cannot be satisfied to identify a work as Yoruba, or 
even as from Egba or Ekiti Yortiba; we must classify it if 
we can with the works of a particular village and a 
particular family of carvers, and if we can progress so 
far we shall usually be able to discover the carver's 
name. 

He was surely one of the intellectuals that inaugurated the 

'basis of an Africanist art history' in general, as well as a 

l e a d i n g  f i g u r e  i n  c a r v i n g  a  n i c h e  f o r  Y o r u b a  a r t  i n  i t . H i s  

extensive publications'® on the antiquities of Ife further 

exposed the outside world to the creativity and heritage of 

the Yoruba. Fagg's approach in many of his studies had more 

far-reaching effects on Yoruba art scholarship as they laid 

the foundation for a pragmatic methodology in stylistic 

analysis and the study of individual artists. 

'"'Fagg, Nigerian Images 120 

Succeeding generations of scholars and, even his 
contemporaries usually acknowledge the leading role of 
William Fagg in Yoruba art studies. See, John Picton, "Art, 
identity and identification: A commentary on Yoruba art 
historical studies," The Yoruba Artist, ed. Abiodun, et.al. 
p. 4; Frank Willet, Ife in the History of West African 
Sculpture 17. 

'®See the bibliographic compilation at the back for some 
of these works. 
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Working almost contemporaneously" with Fagg, and equally 

as prolific in his publications, was Frank Willet. His 

extensive scholarship on Ife art has often sparked debates 

among scholars as to who contributed more to Yoruba art 

historical studies. In contrast to Murray and Fagg, Willet had 

the advantage of living longer in Ife to study their art and 

familiarize himself with the culture that created it. This, 

and the fact that he was also an officer of the Nigerian 

Department of Antiquities, enabled him "to study closely the 

astonishing sculptures which have made Ife famous, with the 

environment from which they have been derived."'® Although the 

earliest systematic excavation in Ile-Ife was carried out by 

Leo Frobenius, it was Willet who truly inaugurated the 

scientific study of the art of this region with emphasis on 

styles, materials and subjects. 

The above individuals who pioneered Yoruba art studies 

were closely followed in time by an equally dedicated group of 

Africanists who are even more inclined to academicism. These 

Africanist art historians worked relentlessly, evidently as 

heirs to the academic field established by Fagg and Willet, to 

"Although Fagg was older and started studying Yoruba 
art earlier than Willet, they later became colleagues at the 
Federal Department of Antiquities and collaborated in the 
publication of some of their research at Ife. See, "Ancient 
Ife, an ethnographical summary," Odu VII (1960) 21-35. 

'^Mortimer Wheeler, "General Editor's Preface," Willet 
Ife in the History of West African Sculpture 7. 
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expand the frontiers of Yortiba art studies. Their numbers 

include John Picton, John and Margret Drewal, John Pemberton, 

and Robert Farris Thompson. In their studies, they brought 

their various expertise and fields of knowledge to bear on 

Yorxiba art studies. Pemberton,'® for instance, as William Fagg 

observed, "brought to Yoruba studies the discipline of 

comparative religion, emphasizing the crucial role of the 

liturgical arts."^° Farris Thompson, more than any African art 

historian in his generation, has impacted Yoruba art studies. 

Thompson is probably the first western scholar, following 

those of Yoruba scholars as Rowland Abiodun, to use indigenous 

exegetical method in the study of Yoruba art as reflected on 

his writings on the Yoruba aesthetic principles of iwa 

(character), jijora (relative mimesis) , ifarahon (relative 

visibility) , idogba (balance) , and gigun (symmetry) 

"Some of his works include "Eshu-Elegba: The Yoruba 
Trickster God," African Arts 9.4 (1975): 20-27, 66-70; "A 
Cluster of Sacred Symbols: Orisha Worship among the Igbomina 
Yoruba of Ila-Oragun," History of Religions 7.3 (1977) : 1-
29; "The Dreadful God and the Divine King," Africa's Ogun: 
Old World and New, ed. S. T. Barnes (Bloomington: Indiana 
University Press, 1989) 

^"William Fagg, "Preface," William Fagg, et al, Yoruba 
Sculpture of West Africa (New York: Alfred A. Knopf, 1982) 
7. 

^'Some of Thompson's works on these principles include: 
Black Gods and Kings: Yoruba Art at UCLA (Los Angeles: 
University of California Press, 1971); "Yoruba Artistic 
Criticism," The Traditional Artist in African Societies, ed. 
W. d'Azevedo (Bloomington: Indiana University Press, 1973) : 
19-61. 
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Another pioneering contribution of Thompson to Yorxaba art 

studies is the adoption of a holistic approach in which the 

other aspects of the peoples' culture such as music and dance 

are given consideration in the study of their plastic arts.^ 

This methodology ended the isolation of art from the other 

manifestations of culture in research as well ushered in an 

era cross-disciplinary co-operation in art studies. 

While art studies have remained the only field in Yoruba 

studies that was initiated by non-indigenous scholars, it has 

never been their exclusive preserve nor a field ignored by 

indigenous scholars. After the western scholars' domination of 

the center stage of Yoruba art studies for nearly two decades, 

the early 1970s witnessed the gradual entrance of Yoruba 

scholars into the field. The active participation of Yoruba 

scholars in the other fields of Yoruba studies at their 

inception in contrast to their indifference to the visual art 

has left western scholars wondering if their venture into 

this field was a misplaced interest. The answer to this 

question may not be found in a single and simple explanation 

because of the complex situation surrounding the participation 

of the different parties in Yoruba studies. Some of the issues 

surrounding the inauguration of Yoruba studies by the 

^See, "The Aesthetic of the Cool: West African Dance," 
African Forum 2.2 (1966): 85-102; African Art in Motion 
(Berkeley: University of California Press, 1974). 



56 

indigenous scholars in the nineteenth century were woven into 

the "cultural nationalism" discussed in the last chapter. This 

concept and ideology focus on the preservation of the Yoriiba 

culture, history, and tradition in the light of the onslaught 

of colonialism.^ On the other hand, the interest of the 

Africanists in the visual arts may be dictated by their 

language encumbrance in studying and understanding the poetic 

and literary traditions of the Yoruba. John Picton succinctly 

stated this point when he observed that "Yoruba sculpture is 

... more or less immediately available to appreciation, 

whereas the poetic traditions are essentially inaccessible to 

anyone without facility in Yoruba language, other than in 

translation. 

The explanation for the late entry of Yoruba scholars 

into art historical studies which Picton is interested in may 

never be found because of the manner in which the question was 

framed. It may not be absolutely true that Yoruba art studies 

started with the research of the Africanists. The earliest 

Yoruba scholars and writers, following the cosmology and 

beliefs system of the culture group, treated their subject 

matter and the various aspects of the Yoruba life as 

interconnected. This interconnectedness of all aspects of life 

^See the Preface to Johnson's History of the Yorubas. 

-"•picton "Art , Identity and Identification" 3. 
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in Yoruba philosophy, mythology, and cosmology enabled Yoruba 

scholars to weld together in their works cultural elements of 

language, myth, history, tradition, music and dance, religion, 

politics, and art. The work that probably best illustrates 

this fundamental ideology and philosophy of Yoruba scholars is 

the collection of essays, Yoruba Oral Tradition, edited by 

'Wande Abimbola. In this anthology, the linkage between Yoruba 

history, tradition, literature, poetry, music, drama, and art 

is brought into sharper focus. Much more enlightening on the 

particular relationship of art with the other aspects of the 

culture is Yoruba: Nine Centuries of African Art and Thought, 

a collaborative work between Africanists and a Yoruba scholar. 

The significance of this work and the magnitude of what it 

contributed to Yoruba art studies can be summed up in the 

Yoruba proverb which Susan Vogel used in her foreward to the 

book to qualify the efforts of the authors: "Ajanaku koja mori 

nnkan firi" (Nobody ever ask, "Did you see the elephant?" 

whenever one walks by.) This publication, in a very simple 

language dealt with all the theoretical and methodological 

issues in the discipline today through its historical, 

geographical, stylistic, and scientific analyses of Yoruba 

art. The grounding of the essays in Yoruba thought and the 

focus on named artists clearly point the way to the direction 

of future research in the field. 

So it would seem that Yoruba scholars have a much longer 
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history of participation in art studies than is usually 

acknowledged. But this never became a subject of particular 

focus until the early 1970s. However, a question that will 

seem to be more appropriate and probably make more sense is: 

Why did the indigenous scholars enter into and become 

particularly interested in Yoruba art studies at this point in 

time? In the foregoing discussion, it was shown that Yorxiba 

scholars did not draw any thick line between art and the other 

aspects of Yorxaba life in their studies. It was further shown 

that the lack of language skills may have barred western 

scholars from venturing into Yomba literary and poetic 

studies, while the tangible nature of the arts, which can at 

least be appreciated by non-members of the culture, may have 

attracted them. It will therefore appear that the pioneering 

role of the western scholars in Yoruba art studies stemmed 

from a position of weakness rather than of strength in the 

culture study. It was for this reason that Yoruba scholars 

ventured into the arena formerly dominated by the western 

scholars because it was felt that the latter, who were non-

members of the culture, were not sufficiently equipped to 

research such fields as art which is intricately linked with 

Yoruba thought system. Rowland Abiodun, a pioneering 

indigenous scholar in the field, gave the justification and 

rationale for the entrance of Yoruba scholars into African art 

studies (and with specific reference to Yoruba art studies) 
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as : 

The goal will be to interpret African art from inside the 
culture that gave birth to it rather from outside. In a 
bid to allow the culture to speak for itself, scholars 
will give more credibility and importance to primary 
sources, which consist mainly of oral traditions, than to 
secondary sources, which may have become authoritative 
simply because they were in print. Oral traditions will 
become a highly efficient means of studying culture, 
retrieving history, and reconstructing artistic values. 

As to the approach and agenda of the indigenous scholars, he 

went on : 

The recognition of how important African languages 
and literature are to the understanding of African art 
will lead to a reconsideration of many "closed" issues, 
theoretical frameworks, and artistic concepts,* a 
redefinition of much teirminology; and a reappraisal of 
the present style and techniques of displaying African 
art objects in museums and exhibition halls." 

From the above passage, it is more than clear that the 

Yoruba scholars' entry into art studies was predicated on the 

need to provide what they perceived as the missing links and 

correct the inaccuracies in the scholarship of the 

Africanists. In short, these scholars seek to provide a Yoruba 

perspective to the interpretation of Yoruba art. At the 

forefront of this endeavor are J.R.O. Ojo, Babatunde Lawal, 

and Rowland Abiodun. Although they could all be regarded as 

contemporaries, having come into the field within one or two 

years of each other, the earliest and probably the oldest of 

"r. Abiodun, "The future of African art studies: An 
African perspective," African Art Studies: The State of the 
Discipline (Washington, D.C.: National Museum of African 
Art, Smithsonian Institution, 1990) 64. 
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them is Ojo. Unlike the other scholars, his studies^® are 

focussed on specific cultural objects such as the Epa masks 

and the Ogboni drum. But like his colleagues, his studies seek 

to interpret the meaning of these objects from the point of 

view of the culture that makes and uses them, that is , 

examining them in context. Lawal" and Abiodun^* on the other 

hand have been pre-occupied in their studies mainly with 

themes and principles in Yoruba art. Their writings have 

rekindled debates in aesthetics, appreciation, and criticism 

of Yoruba works of art that have hitherto been carried out 

within Eurocentric and western art historical paradigms. It is 

in this regard that the two scholars have made their greatest 

impact on Yoruba (and African) art studies by providing new 

theoretical frameworks rooted in Yoruba tradition and culture. 

^^J.R.O. Ojo, "Ogboni drums," African Arts 6.3 (1973) 
50-52, 82; "A bronze stool collected at Ijebu-Ode," African 
Arts 9.1 (1973) 48-51, 92; "The symbolism and significance 
of Epa-type masquerade headpieces," MAN 12.3 (1978) 455-470. 

Lawal, "Some aspects of Yoruba aesthetic," The 
British Journal of Aesthetics 14.3 (1974) 239-249; "The 
living dead: Art and immortality among the Yoruba of 
Nigeria," Africa 47.1 (1977) 50-61; "Ori: The significance 
of the head in Yoruba sculpture," Journal of Anthropological 
Research 41.1 (1985) 91-103. 

^®R. Abiodun, "Ifa art objects: An interpretation based 
on oral tradition," Yoruba Oral Tradition, ed. Wande 
Abimbola (Ife: Department of African Languages and 
Literatures, University of Ife, 1975) 421-468; "Naturalism 
in 'Primitive' art: A survey of attitudes," ODU, Journal of 
West African Studies 10 (1975) 129-136; "Identity and 
artistic process in the Yoruba aesthetic concept of Iwa," 
Journal of Cultures and Ideas 1.1 (1983) 13-30. 
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The extensive use of the Ifa literary corpus, Ijala Ode, and 

the other genres of Yoruba oral literature in their writings 

have established in Yoruba art studies an approach that can no 

longer be ignored. This also goes for the aesthetic principles 

and concepts of iwa (character) , ewa (beauty) and their 

derivatives which have become the pivot of Yoruba art 

discourse and criticism. 

Although the above named scholars have been at the 

forefront of Yoruba art studies, the field is not totally 

restricted to them. Other indigenous scholars in their studies 

of all the genres of Yoruba oral literature {oriki, ijala ode, 

oral traditions, and folktales), theater, ceremonial 

enactments, as well as the material culture of the people have 

made important contributions to art studies. Some of these 

scholars in their studies reveal the bases of and the 

inspirations for Yoruba art tradition. Professor Abimbola 

criticized the non-recognition of this fact when he observed 

that "the interrelatedness of poetry, music, dance, and drama 

in African verbal (and plastic) art is an obvious fact which 

is often forgotten by scholars when delving into their own 

narrow academic areas of African studies. 

The distinction made between western and indigenous 

scholars in Yoruba art studies in the foregoing discussion may 

Abimbola, "Introduction," Yoruba Oral Tradition 4. 
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appear superficial. While this distinction may shed some 

light on the historical development of Yoruba art historical 

scholarship as a whole, a critical examination of the existing 

literature will reveal that the gulf between the works of the 

two groups is not considerable. It would appear that their 

points of convergence are much more apparent than the 

oppositions between them. The most important feature of Yoruba 

art studies, which links all those in it, is that its practice 

follows, to a large extent, the course and pattern that has 

been charted and established by the older fields of Yoruba 

studies. In the preceding chapter, these fields, their trends, 

and the methodologies that have evolved through time were 

discussed. Among these are the use of oral tradition, the 

increasing reliance on the science of archaeology, and the 

cross-and multi-disciplinary approach of the studies. But even 

more important and discernible than these traits is the 

regional bias in the existing studies, a feature that is 

shared by the whole of ethnic studies. That Yoruba, including 

its art, is one of the most researched and celebrated ethnic 

group in Africa obscures the regional preferences and 

imbalance in Yoruba studies. In line with the other fields 

which nurtured it, Yoruba art studies is focussed on the same 

subgroups that dominated the history of the culture group, 

particularly between the sixteenth and the end of the 

nineteenth centuries. Other subgroups that are less favored in 
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historical and cultural studies are, in like manner, pushed to 

the periphery of art historical research and writing. 

In fact, the close affinity of art studies with 

historical scholarship, since the latter started earlier, 

cannot but give the impression that art studies owe its 

beginning to the need to validate the reconstructed history 

which otherwise is in desperate need of concretization and 

proof. Alhaji Tafawa Balewa, the late Prime Minister of 

Nigeria, in arguing for the Antiquities Bill at the 

Parliament, observed that "it is usual for nations to take 

pride in their history, and owing to the absence of written 

records, the old arts of Nigeria represent a large part of the 

evidence of our history."^" Making this linkage much clearer, 

as it applies to Yoruba studies in general, is Agbaje-Williams 

who believes that the "nuclei of the eighteenth and nineteenth 

century Yoruba polities are of immense archaeological interest 

because of their antiquity and rich cultures."^' 

That Ife, Oyo, Ijebu, Owo, and the 'mega-states' of the 

eighteenth and nineteenth -century Yoruba polity and their 

arts have remained for too long the focus of research needs no 

^"Nigerian Department of Antiquities, Annual Report of 
the Antiquities Service 1952-53 (Lagos, 1952-53) 8. Quoted 
from Okita, "The emergence of public museums" 19. 

^'Agbaje-Williams, "Archaeology and Yoruba oral tradition" 
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restatement. Although scholars uiay be aware of this problem in 

Yoruba studies in general, it is doubtful if its magnititude 

has been fully realized. For instance, Toyin Falola in his 

"Research agenda on the Yoruba" called for the need to "fill 

the gaps in our knowledge by exploring new themes" and areas 

such as the "subgroups on which very little has been done."^^ 

These gaps in Yoruba historical (and art historical) studies 

with respect to these neglected subgroups as perceived by 

Falola may not sound like more than crevices that need 

patching. But when the number of the marginalized subgroups, 

concentrated in the northeast, the southeast, and the west 

especially those in the Benin Republic and Togo are 

considered, it is more than obvious that the said subgroups in 

Yoruba art historical studies are more than just a "gap" but 

rather a "canyon" that can threaten the objective of 

comprehensive coverage of Yoruba history, art and culture 

studies. This point is underscored when the geography of these 

borderlands are considered against the historical and 

commercial (trade) links that existed among all the ethnic 

groups and polities of the western Sudan before the 

establishment of the modern nation states. During this time, 

though each state was politically independent, no polity 

existed in isolation as the cultural, historical and 

^^Falola, "A research agenda on the Yoruba" 218. 
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commercial ties that existed among them acted as bridges that 

ensured interaction. The neglect of the outermost subgroups in 

Yoruba scholarship will not only make the body of knowledge on 

the culture group incomplete, it will as well make specific 

studies of the central subgroups for which there is a great 

deal incomprehensible. This is because, as receptors and 

filters of the borrowings and practices that originate from 

outside the culture group, a knowledge of these peripheral 

societies is crucial to understanding those located further 

inland. 

In Yoruba studies, the northeast is perhaps the least 

studied of all the regions. The relative obscurity of this 

region in Yoruba art historiography may be connected with the 

fact that the subgroups in this region never organized 

themselves into large states before A.D.1900. Unlike the 

subgroups in the central, coastal, and the southwestern 

regions, the Igbomina, the Ekiti, and the 0-okun peoples did 

not participate actively in the large state formation process 

in Yorubaland until the outbreak of the revolutionary wars of 

the nineteenth century into which they were drawn. The absence 

of large polities or "mega-states" in this region have been 

wrongly interpreted in academic circles as suggesting a region 

without history, an academic "barrenland" unworthy of 

attention. Just as one who is not familiar with Yoruba studies 

may be misled into thinking that Yoruba as a whole has its own 
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fill of research given the enormous publications on the group 

and may not be aware of the state of research in the 

understudied areas, there is also the tendency for 

generalization in this region. As gloomy as the tale of 

research in this region may be, the area is, however, not a 

totally unfamiliar ground to scholars. Neither is the degree 

of awareness of the history and culture of the peoples of the 

northeast Yoirubaland in academic circles uniform. 

The Igbomina and the Ekiti are probably better studied 

than any other subgroup in this region. Their proximity to the 

larger subgroups regarded as the "shaker" and "mover" of 

Yoruba history could not help them escape the intense 

political bickering to their north, south, and west. The 

spill-over of this nineteenth century turmoil in the Yoruba 

heartland into the Igbomina and Ekiti is chronicled in the 

historiography of such events as the Ekiti-Parapo war." In 

art historical studies, the few studies conducted among the 

Igbomina and the Ekiti are reminiscent of their token mention 

in the nineteenth century Yoruba historiography. This pattern 

thus represents a continuum with that of the central subgroups 

of Oyo, Ife, and Ijesha, a trail that has been earlier 

established by the historical and cultural studies of the 

peoples. 

"See, S.A. Akintoye, Revolution and power politics in 
Yorubaland 1840-1893 (London: Longman, 1971). 
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The O-okiizi peoples are even less celebrated in Yoniba 

studies than the Igbomina and the Ekiti to the west and the 

southwest. Their peripheral location like most of the frontier 

subgroups, made them far too removed from, and thereby largely-

unaffected by the events of the central region, events that 

have dominated Yoruba studies since its beginning. The wrong 

notion of the absence of any events in the history of the 

peoples worthy of study such as the formation of large states 

and their participation in the nineteenth century wars have 

excluded them from the scheme of things in Yoruba studies. 

Since Yoruba art historiography as a whole followed the 

established pattern of and depended on the existing framework 

in history, religions and language, the state of research in 

these fields among the 0-okun peoples has negatively impacted 

art historical studies. 

Even though a firm research base to build on is absent, 

a few scholars have nevertheless shown an interest in the art 

and culture of the 0-okun peoples. However, unlike the art 

studies of the extensively researched Yoruba subgroups, their 

works have a much wider focus both in the range of subject and 

area covered. In some instances, a few studies examine some of 

the art works from this region as artifacts within a broader 

corpus of material and cultural production. It is thus clear 

that some of the existing studies on O-okun Yoruba art are not 

restricted to specific subjects as against those of other 
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subgroups where attentions are focussed on the specific themes 

such as aesthetics, iconography, the career of named artists, 

and a host of other theoretical issues. 

Compared to the other Yoruba subgroups, the academic 

study of the 0-okun peoples is of a relatively recent history, 

with its beginning dating only to the second half of this 

century. The earliest known studies on the 0-okun peoples are 

probably those of Eva Krapf-Askari (1965-66), today regarded 

as one of the pioneers of 0-okun studies. It was probably she 

who first used the term "Okun" as an umbrella name for the 

Abinu, Kiri, Ijumu, Owe, Oworo and Yagba peoples. Faced with 

the problems of distinguishing among the subgroups, finding a 

name that will truly reflect the diverse ethnic composition of 

this region, and "to eliminate confusion" and 

misrepresentation arising from the use of "Kabba Yoruba", 

Krapf-Askari proposed "that the expression "Okun" or "Okun 

Yoruba" be used ... This designation refers to the greeting 

which, with slight variations in pronunciation, is used among 

all of them ..."^ 

Although Krapf-Askari was not an art historian, her 

research and publications on the 0-okun peoples did provide 

the cultural context for art production and consumption, and 

laid the foundation for the scholarship on the subject. Her 

Krapf-Askari, "The social organisation of the Owe: 
A preliminary report," African Notes 2.3 (1965) 1. 
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ethnographic and general academic studies provided the 

infrastructure for subsequent art studies.In addition to 

general ethnographic studies of the 0-okun peoples, Krapf-

Askari also carried out specific research into the extant art 

traditions of the region. While her research and publication 

on the brass objects from Owe land are few,^® they are still 

the only accounts of brass working among the 0-okun peoples. 

Krapf-Askari's research not only linked brass working 

tradition among the Owe with the other aspects of their social 

and political life, but also established the pattern for art 

historical research in O-okun land. 

The few published works of Krapf-Askari on the art 

traditions of the O-okun peoples tend to conceal her 

contributions to the art studies of the region in spite of her 

pioneering role. Contrary to what one would expect, her 

research efforts among the Owe did not immediately capture the 

attention of other scholars or lead to further research. It 

was not, however, until the early 1970s that another scholar, 

John Picton, who was then on the staff of the Lagos Museum 

(Federal Department of Antiquities) started work in the 

region. Unlike Krapf-Askari, Picton's research interest was 

^^See for instance , "Time and classifications - an 
ethnographic and historical case-study," ODU 2.2 (January 
1966) 3-18. 

Krapf-Askari, "Brass objects from the Owe Yoruba, 
Kabba Province, Northern Nigeria" ODU 3.1 (1966) 82-87. 



70 

not fccassed on any of the O-okun peoples but rather on all 

the ethnic groups in the Confluence area. Based on the 

published reports of his research years after they were 

carried out, it could even be argued that Picton's primary 

research interest was with the neighboring Ebira ethnic group 

rather than the O-okun peoples.^' But this observation may not 

adequately represent his research focus in the region as he is 

averse to art studies with a scope defined by rigid ethnic 

boundaries. This "ethnic" approach in African art studies 

which is often described as the 'one "tribe" one style' 

paradigm isolates ethnic groups as impenetrable cultural 

fortresses, and thus impermeable to external influences.^® 

Picton published very little of his research among the 0-

okun as there is still not a single piablication of his that is 

focussed solely on these peoples. Nevertheless, the important 

article "On artifact and identity at the Niger-Benue 

Confluence," a compendium of his research work in the region, 

Picton examined the art traditions of the O-okun peoples 

together with the Ebira, the Akoko, the Ekiti, the Edo 

subgroups, the Igala, the Nupe, and the other peoples that are 

"See, Picton, "On Artifact and Identity at the Niger-
Benue Confluence," African Arts XXIV.3 (July 1991) 34-49, 
93-94. 

^®For a dicussion and critique of this paradigm, see 
Sidney Kasfir, "One Tribe, One style? Paradigms in the 
Historiography of African Art," History in Africa 11 (1984): 
163-193 . 
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today found in the region. Here, Picton looked at such diverse 

art forms as textiles, pottery, sculpture, metalwork, and 

masquerade among a number of ethnic, language, and culture 

groups. The lack of a particular focus on the 0-okun peoples 

may appear to diminish the relevance and importance of 

Picton's work in 0-okun Yorxiba art historiography. A more 

cautious appraisal of his work reveals its radical approach as 

against the traditional methodology which isolate ethnic 

groups in their studies. Using works of art as anchors, Picton 

examined some of the cultural traits which these 'Confluence' 

peoples shared and through which a common identity is 

constructed. Rather than looking at these groups as disparate, 

his study shows them as part of a 'cultural continuum' created 

through trade, intermarriage, oral tradition, and other 

similar social structures. It should also be added that Picton 

made a significant contribution to the study of named Yoruba 

artists following the patterns set by Father Kevin Carroll^' 

and William Fagg.*° 

Although Picton's research in the aforementioned study 

was confined to the Confluence area, its approach does have 

much relevance for Yoruba art studies in general, and the 0-

^'See, Kevin Carroll, Yoruba Religious Carving: Pagan 
and Christian Sculpture in Nigeria and Dahomey (New York: 
Frederick A. Praeger, 1967). 

^See, Picton, "Art, Identity and Identification." 
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okun peoples' art historical research within it in particular. 

As earlier observed, the general tendency and pattern in 

Yoruba studies has been a focus on a few subgroups and the 

virtual neglect of the others. In most cases, the neglected 

subgroups have been those at the outer edge of Yorubaland such 

as the 0-okun peoples. The concept of "cultural continuity' 

effectively renders invalid the exclusive study of a culture 

group without any reference to the neighboring peoples who 

might invariably hold the key of understanding to what may 

wrongly be perceived as the cultural peculiarities of the 

particular group. Since the 0-okun occupy a perimeter of the 

Yoruba territory, an area that is contiguous with the Ebira 

and the Nupe, an understanding of the art tradition of these 

peoples may possibly lead to a greater appreciation of the 

corpus of Yoruba art. 

Whatever significance Picton's research in this region 

might have for African art studies, his place in 0-okun art 

studies is diminished by the very few specific studies he 

carried out in the area. This was made even less effectual 

with the absence of an exhaustive study on the peoples' art 

tradition which could have served as the basis for such 

cross-cultural study. The availability of a much more enlarged 

scholarship on the 0-okun peoples comparable co those on Ife, 

Egba, or even the neighboring Ekiti and Igbomina subgroups to 

the west, would have made his work represent more adequately 
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the state of research in this area. It must be added that it 

is not enough for Picton to look at the art of the 0-okun 

peoples in conjunction with the other Confluence peoples. It 

is also imperative that the history, culture and art of the 0-

okun peoples be examined within the framework of the Yoruba 

world. This will not only extend our knowledge on the culture 

history of each group but also their relationship with each 

other. A more focussed research on the art tradition of the 

0-okun peoples is that of Elisha Renne. An 

anthropologist, Renne is one of the very few Africanists who 

have made the Abinu and the Kiri their primary area of 

research, thus establishing the foundation for the study of 

the culture and history of the peoples. While Renne is 

interested in a wide-range of research subjects, she 

concentrates on the textile industry among the peoples. 

Although references to cloth manufacturing in this region 

abound,Renne's research represented its first major 

intensive study. Her research went beyond the passing 

""See, J. Picton and J. Mack, African Textiles (London: 
The British Museum, 1979); J. Picton, "Women's weaving: The 
manufacture and use of textiles among the Igbira people of 
Nigeria," Textiles in Africa, eds. D. Idiens and K. Ponting 
(Bath, England: The Pasold Foundation, 1980); J. Borghatti, 
Cloth as metaphor: Nigerian textiles from the Museum of 
Cultural History (Los Angeles: University of California 
Press). 

''^E. Renne, "Aso Ipo, Red cloth from Bunu" African Arts 
XX.3 (July 1992). 
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references Picton and others made in their studies to the 

cultural context of their production, 'the actual weaving' 

process, and the patronage which extends to the neighboring 

groups. As her first major work in the 0-okun region, Renne's 

study of aso ipo (red and tan patterned textiles) among the 

Abinu and the Kiri clearly establishes a model for art studies 

of the 0-okun peoples. Unfortunately, this has remained her 

only published work on the art traditions of this region. 

As observed and discussed in this and the last chapter, 

Yoruba scholars themselves have contributed immensely to the 

intensive extensive research of the Yorxiba. The places that 

have a headstart in western education, through either the 

Christian missions or the colonial administration, eventually 

produced the first indigenous scholars who invariably became 

interested in studying the history and culture of their 

respective communities. To the extent that this is true, the 

emergence of indigenous scholarship and the introduction of 

western education have not always followed on the heels of 

each other. While the former always came first, the latter did 

not in all cases follow immediately. Such is the case in 0-

okun Yorubaland which, although it had the earliest schools 

established in the first two and three decades of this 

century, did not witness the emergence of indigenous 

scholarship in its history and culture until the 1960s and the 

1970s. 
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Ade ObayeiTii is perhaps, the first, and undoubtedly the 

most active indigenous scholar to work on the 0-ok\in culture 

history. His contributions to our present state of research in 

the region are also unrivalled by any scholar from outside the 

culture groups. As a historian and an archaeologist, Obayemi 

pioneered the study of the history and material culture of the 

0-okun peoples with a view to incorporating it into the 

mainstream scholarship on the Yoruba. While no specific 

study of the art traditions of the 0-okun peoples by Obayemi 

is known to exist, though he might have carried out a few, his 

research on the history of the peoples and his archaeological 

excavations have been an immense resource base for art 

historical studies. Obayemi's effort in this respect can be 

regarded as geared towards the provision of the basic 

foundation of knowledge and literature on the peoples for such 

fields as art history. 

With the repeated reminders throughout this thesis of the 

relative neglect of the 0-okun peoples vis-a-vis the other 

Yoruba subgroups in academic circles, there is the tendency to 

think of a very limited research and scholarship on the 

region. To the extent to which this may be true, existing 

studies of the art, culture and history of the 0-okun peoples 

are limited to the ones discussed above. Discussions in this 

study have been restricted to major published works as well as 

notable scholars who have worked in the area. One category of 
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studies on the 0-okun peoples that has been left cut in this 

work includes those that are unpublished and therefore largely 

inaccessible to other scholars. Although the dissertations and 

theses of university students constitute the majority of works 

in this category, there are also a few notable scholars whose 

research in this region has not been published. One of such 

scholars is Mikelle Omari. Omari is one of the Africanists who 

are still actively engaged in researching the art of the 

Yoruba not only in continental Africa, but also in the 

diaspora. She is today the only art historian whose research 

is not restricted to a single Yoruba svibgroup or locality as 

she has studied the art traditions of the Yoruba of Oyo, 

Ekiti, Ife (all in Nigeria), Ajase (in the Benin Republic), 

Bahia (in Brazil) , and the Yoruba-derived cultures (with 

specific reference to the Oyo Tunji village in South Carolina) 

and art in the United States.''^ Recently, Omari extended her 

research in Yoruba art to those of the 0-okun peoples."" Like 

••^See, M. S. Omari, From the Inside to the Outside: The 
Art and Ritual of Bahian Candomble, Monograph Series No. 24 
(Los Angeles: UCLA Museum of Cultural History, and UCLA 
Press, 1984) ; "Yorxiba art and religion in the United 
States," Yoruba Culture in the Diaspora, ed. Wande Abimbola 
(Ife: University of Ife Press, 1987) ; "Completing the 
Circle: Notes on African Art, Society and Religion in 
Oyotunji, South Carolina," African Arts XXIV.3 (July 1991) 
66-75, 96. 

^I was Dr.Omari's research assistant towards the end of 
her research work in Kiri and at other places in Yorubaland, 
1990-1991. 
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Elisha Renne, Omari has fccussed her study in this region on 

the Kiri subgroup but with a wider range of research subjects 

such as women, power and art. On a lesser scale, she has also 

studied the Epa masquerade tradition in lyah-Gbedde (in 

Ijumu). Although the research findings of Omari have not been 

published, and without such her work in this area could not be 

appraised, her pattern of scholarship and approach to Yoruba 

art studies indicates that her research in 0-okun Yoruba will 

chart a new course of inter-regional approach. Her research 

will not only extend the frontiers of knowledge in 0-okun 

Yoruba art studies, more importantly it will theoretically 

challenge the 'isolationist' pattern in Yoruba art scholarship 

in which each subgroup is studied separately. It will also be 

an added voice to the growing challenge to the lopsidedness 

and regional preferences in Yoruba studies that have pushed 

the 0-okun peoples to the periphery. 
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Chapter IV 

PROBLEMS AND PROSPECTS OF O-OKUN YORUBA ART 

STUDIES. 

Current scholars are no longer contented with the mere 

identification of the marginalized subgroups in Yoruba 

studies. With the increasing awareness in academic circles of 

the imbalanced and incomplete picture presented by the 

hitherto "homogenous vision" of Yoruba peoples (extrapolated 

from the study of a few of the s\ibgroups) , there are now moves 

towards incorporating the peripheral groups into mainstream 

academic discourse. While there may be a genuine interest 

among students of the arts, history, and cultures of these 

subgroups, there are nevertheless some issues and problems 

which may impede their research. For scholars who are 

interested in the 0-okun peoples, these problems may be 

overwhelming. 

The first problem which a scholar researching the 0-okun 

art tradition is most certainly to encounter is the lack of a 

comprehensive foundation literature on the culture group. One 

of the very first steps in the research on any culture or 

subject is the familiarization with the existing studies and/ 

or piablished literature that will serve as a guide for the 

current research. As noted in the earlier chapters, the 0-okun 

peoples unfortunately constitute the largest segment of the 
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understudied Yoruba subgroups. Their location in the north-

easternmost part of Yorxobaland make them far too removed (in 

the opinion of some scholars) and consequently least affected 

by the activities at the "heartlands" - the most favored area 

for research. Also absent from this region is the history of 

large state formation and its associated themes which have 

constituted the 'staple' subjects of research in Yoruba 

studies, The relatively few number of studies in the history 

and culture of the 0-okun peoples comparable to that of the 

other subgroups upon which the art historical studies could be 

based has limited the number of scholars (art historians) 

attracted to this region. For this reason, only the most 

daring scholars are attracted to the seemingly "barren" 

research domain. An increase in the number of studies on the 

history, religious beliefs, music, dance and drama, and 

sociology will most certainly lead to, at least, a marginal 

increase in art studies in the region. But for the time being, 

the inadequate studies into the other aspects of the peoples' 

life which could serve as source materials will continue to 

hamper research efforts in the art history of this subgroup. 

While an independent study of the art history of the O-

okun peoples may not pose any problem to the determined 

scholar, any attempt to examine this terrain within the 

existing academic framework of the "Yoruba cultural whole" may 

be fraught with obstacles. Notwithstanding the fact that the 
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0-okun peoples share many cultural traits with ths cthCjT 

Yoruba subgroups, their relationship with these other Yoruba 

subgroups still remain a subject of debate. However, 

linguistics and cultural studies, and a few attempts at 

cultural historical reconstructions of the region have 

established the "Yoriibaness" of these peoples.' The aggregate 

of the cultural traits which they share with the other 

subgroups will no doubt make research in this area a pleasant 

one as scholars could draw from the information bank on the 

better known and researched subgroups. Much as the 0-okun 

peoples may see themselves as Yoriiba, there is also a strong 

feeling among a cross-section of the people that the 0-okun 

peoples have a separate identity from the 'mainstream' Yoruba. 

Difficult as this second position is to justify, there 

nevertheless exist some aspects of the 0-okun culture that do 

not fit into the over-arching Yoruba culture mold. The most 

discerning differences between the two in historical 

perspective, can be seen in the levels and patterns of 

political and social organization, and which to a limited 

'Not only do the 0-okun peoples see themselves as Yoruba 
and also recognized as such by the other subgroups, they are 
at present increasingly gravitating towards the center stage 
of Yoruba historical discourse. In what can be regarded as the 
greatest challenge and alternative to the 'standard' version 
of Yorviba origin, Obayemi has called for a consideration of 
the present socio-political practices of the 0-okun peoples 
and others with similar structure as the "proto-culture" of 
the Yoruba peoples. (Obayemi, "The Yoruba and Edo-speaking 
peoples"). 
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extent, sur-'/ive till date. Subgroups such as Ife, Oyo, Ijesha, 

Ijebu, Egbado, Ketu, and Owo in central and southwestern 

Yorubaland in the past organized themselves into large, 

centralized polities with the appropriate institutional 

frameworks for stability.^ The O-okun peoples on the other 

hand, have been historically organized into "mini states" with 

an internal political structure that is different from the 

"mega states," as noted earlier. Among the Ijumu, the Owe, and 

the Ikiri, for instance, age grades as a social institution, 

are more actively engaged in the general administration of the 

"state" than they do in Ife, Oyo, and Ijebu. Beside this, the 

O-okun peoples do not have royal households/ families whose 

divine right or exclusive preserve it is to produce the Oba or 

Olu (king). Rather, the O-okun peoples have a structure where 

the headship of a "state" is rotated among all the constituent 

clans or lineages (as noted in Chapter One) . These two 

differences, among others, in the socio-political structure 

between the "mini states" of the O-okun peoples and the "mega 

state" structure of the other subgroups will therefore make 

the existing knowledge of the latter inapplicable to the 

former. 

One paradox in Yoruba studies is that Oduduwa, who is 

regarded as the mythical founder of the metonymic Yoruba 

^See, Smith, Kingdoms of the Yoruba. 
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culture group and has been the anchor for tnany traditions of 

origin, and even studies, have today become the most 

contentious and divisive. The Oduduwa myth, encased in either 

its creation or migration stories, put lie-Ife at the center 

of the world in case of the former, and the ancestral home of 

the Yoruba peoples in case of the later.^ While neither the 

authenticity of the stories, nor the historicity of the 

individuals named in the myths has been established, they have 

nonetheless since come to be reified as the core of "Yoruba" 

history. The precise time when the Oduduwa myth became 

incorporated into the mythology of other Yoruba subgroups is 

not exactly known. What is known is that the distinctly 

different identities which the subgroups have prior to the 

late nineteenth century as Akoko, Ijesha, Abinu, Yagba, or 

Ikale rather than a shared membership of a monolithic group, 

gave rise to varied stories of origin and founding myths. Some 

of these subgroups existed as templates for states, and with 

rivalry for the domination of the region, there existed many 

contradictory accounts of the origin of what is today known as 

the Yoruba. As profuse, varied, and at times contradictory as 

these stories have been in the past, they have today been 

^The two versions of the Oduduwa myth are well documented 
in many studies in Yoruba history such that it will be 
unnecessary repeating them here. For complete accounts of 
these myths, see Johnson, History of the Yorubas; Apter, "The 
historiography of Yoruba myth and ritual"; Law, "The heritage 
of Oduduwa." 
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supplanted by the Oduduwa myth centered around lie-Ife." It is 

for this reason that since the beginning of the twentieth 

century, Oduduwa and Ile-Ife have become 'fetishized' in the 

history of the Yoriaba peoples to whom and where all phenomena 

are traced respectively. 

The privileging of this one historical explanation over 

all other competing accounts today constitutes, and has been 

recognized as, the most intractable problem and challenge in 

Yoruba studies and historiography. In their attempts to create 

a greater awareness of this tendency in academic circles, some 

scholars have attempted define and describe what the issue 

entails. For instance, while Law describes this problem as the 

"heritage of Oduduwa," Obayemi prefers to call it the "Ife 

problem."^ Of the two, the later's diagnosis seems to more 

aptly express the dilemma of scholars. In his assessment of 

the problem, Obayemi wrote: 

So fundamental is the Ile-Ife awareness that there has 
been a definite and virtually predictable pattern in the 
pains that local historians have taken to explain, 
validate or establish links with Ile-Ife in the 
introductory sections. Virtually all the published or 
recited histories of the Yoruba speaking groups and 
others have inherited this 'given' Ile-Ife base from 

••Law argued that the Oduduwa myth in its present format 
gained ascendancy over all others with and since the 
publication of Johnson's History of the Yorubas. (Law, "The 
heritage of Oduduwa" 208) 

^Obayemi, "Ancient Ile-Ife: Another cultural historical 
reinterpretation," Journal of the Historical Society of 
Nigeria 9.4 (1979) 153. 
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which subsequent events developed. The Ife-centric 
accounts, whether eventually demonstrable as historically 
true or not, have conditioned the atmosphere of Yoruba 
studies by giving predispositions to the presentation of 
data and conclusions in such manner as to reinforce the 
same basic assumptions and to endorse as if they are 
facts. Thus, whether as historians, art historians, 
students of religion, anthropologists, archaeologists, 
studying in the Yoruba speaking area, there has been an 
Ile-Ife orientation.® 

The effect which this phenomenon is having on Yoruba 

studies is that it not only conditions any research effort in 

the region but also "formats" its outcome to lead back to Ile-

Ife as the "Oodaiye" (the primordial). It is unfortunate that 

while this problem has long been recognized, it is only the 

historians that have given it a serious consideration and 

subjected it to scrutiny. But this problem goes beyond history 

per se as history itself reverberates in anthropological and 

religious studies, archaeology and the art history of the 

region. For the history of art of the 0-okun peoples, the Ile-

Ife myth is a particularly undermining factor. This is because 

the persistent and dogmatic reference to Ile-Ife as the 

birthplace and source of every Yoruba tradition and 

institution will obscure and obstruct any research in the 

history of the art traditions of the 0-okun peoples. 

One particular area where the Oduduwa myth is most 

certain to stand in the way of a serious art studies in O-okun 

Yorubaland is that that relates to the history of the peoples 

^Obayemi, "Ancient Ile-Ife" 153. 
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themselves. The various traditions of origin of the peoples 

(communities) as they are today, are testimonies to how 

tainted with the 'Ile-Ife' phenomenon the history of these 

peoples have been. As in most parts of Yorubaland, the extant 

traditions among the 0-okun peoples which have a very wide 

acceptance are those that can trace their origin to Ile-Ife. 

This tale of migration for all the groups follows a consistent 

pattern of narration. Usually, the story is either that their 

progenitors left Ile-Ife as a result of a dynastic dispute in 

which they were involved, or that their communities were 

founded by a party of hunters from Ile-Ife. In some cases, 

these two versions are combined as is with the version of the 

Ijumu subgroup. According to the most popular tradition of 

origin in this area, the ancestors of the present day Ijumu 

migrated to the place they now occupy from Ile-Ife at a time 

on which the tradition is silent. This migration was said to 

have been led by three brothers who initially left Ife on a 

hunting expedition. Another version of this tradition claims 

that the trio left Ife during a dynastic feud in which they 

lost out. Whatever might have been the cause of this 

migration, in the course of their adventure they arrived at 

lya,'' a site very close to the present day lyamoye where they 

"'lya may be regarded as the short form of oju-iya (the 
parting point or the point in space where a path forks into 
two or more ways or directions.) 
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parted v;ays. The eldest of the brothers named Owa and his 

party were said to have settled at a place called Ibiti where 

he had initially gone to hxint. Because of the thick vegetation 

iigbo) and the occupation of Owa as a hunter (ode) , this area 

became associated with and named after him as Igbo-ode. It is 

from this place name that Igbedde, one of the component groups 

of Ijumu, is said to have derived its name. The second brother 

was said to have elected to stay at a place he described to 

his brothers as ibi ghara ghara (not a plain land). This 

initial settlement site became the nucleus and one of the 

quarters of the present day Ighara (now anglicized as lyara). 

The youngest of the trio was said to have settled in a rocky 

environment he described to his brothers as ibi oke gidigidi. 

It was out of this site that the present Ogidi grew out. While 

the other Ijumu settlements are said to have been founded by 

people from these three settlements, the traditions of some of 

them relate different accounts that, expectedly, show that 

they arrived at the region at a different time, but 

nonetheless, from lie-Ife. 

The wide acceptance of this tradition and the near-

legitimacy it has gained is evident in it has been the basis 

of the subgroup's triadic geo-political grouping of Gbedde, 

Ijumu Arin (formerly the Adde group but with lyara as the 

headquarters) , and Ogidi. Based on this tradition as well, the 

Gbedde group enjoy a position of seniority in the socio



87 

political set-up of Ijumu. While this tradition may be popular 

among the people today, it by no means represents an accurate 

account of the history of the land and people. One question 

which migratory traditions as this cannot but evoke is if the 

migrants were the first to settle the land, or if there were 

populations that had arrived there before them. In the case of 

the Ijumu, this tradition is silent on the issue. But it could 

be inferred this silence meant that the land had either been 

abandoned by earlier settlers when the Ile-Ife migrants 

arrived, or that it had never been settled before. Considering 

the history of population movement in the Niger-Benue valley, 

it is most probable that Ijumuland have a history of human 

habitation that predate the arrival of the ancestors of the 

present population. This theory is supported by archaeological 

excavations in the region which turned out evidence of human 

habitation dating back to hundreds and thousands of years. For 

instance, objects recovered from the excavation of some sites 

in Ufe (Iffe) returned radio carbon dates ranging from the 

ninth to the fourteenth centuries A.D.® What archaeology has 

not been able to confirm, however, is if there has been a 

continuous history of human occupation of this region from 

this earliest period through the eighteenth and nineteenth 

^Merrick Posnansky and Roderick Mcintosh, "New 
radiocarbon dates for Northern and Western Africa," Journal of 
African History XVII.2 (1976). 
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centuries when the wave of migration from lie-Ife is generally 

thought to have swept through Ijumuland. A knowledge of this 

may help us determine if the immigrants absorbed or expelled 

the earlier settlers, or if the present populations are the 

descendants of the aborigines of their immediate surroundings. 

In the absence of any conclusive archaeological evidence 

as to the antiquity of the Ijumu people in their present 

environment, and to the composition of the population in the 

past, we may now turn back to extant traditions that may throw 

some light on this subject. The Ayere community is very unique 

in Ijumu in so many respects. Two of their peculiar features 

include a language that is unintelligible to the other Ijumu 

communities, and a system of kingship selection and 

enthronement that is also remarkably different from what 

obtains in the other parts of, not only Ijumu but also the 

rest of 0-okunland. More important than these two cultural 

traits is their tradition of origin which challenges the 

supremacy of the lie-Ife in 0-okun Yoruba culture history. 

Like most Ijumu communities, the people of Ayere claim in 

their tradition of origin that their founding fathers led by 

one Olu-Orere came from lie-If e.' In the course of his 

'This tradition was collected through personal 
communication with the Alayere and the other clan heads by me 
during several visits to Ayere between 1988 and 1989. See 
also, P.O. Olumodeji, "The Olukewu tradition in Ayere history 
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migration around this region, Olu-Orers was said to have been 

fascinated by this expanse of land surrounded by lofty hills, 

the most outstanding of which he named Udin'Uwu (the hill of 

the Nuwu people) . It is around the foot of this hill that 

Ayere is today located. Unlike the traditions of origin of 

other Ijumu communities, the Ayere tradition conceded the fact 

that Olu-Orere did not walk into and settle in an empty or 

uninhabited territory. Traditional accounts assert that the 

immigrant population met certain people, the Egberi, who 

though were small in number, had established a permanent home 

at the foot of the Udin'Uwu. It is not known whether the 

Egberi were conquered by the immigrants , but they today 

constitute, probably after their integration, one of the five 

clans of Ayere. Even after their absorption by the more 

powerful immigrant population, and in spite of their small 

number, they are still regarded as the owners of the land at 

the foot of Udin'Uwu with the landholding of the other clans 

radiating from the Egberi's. 

The two slightly different traditions with respect to the 

history of human habitation in 0-okun Yorubaland discussed 

above, and the available archaeological information on the 

same subject, clearly put into perspective the "lie-Ife 

and culture." A paper presented at the Conference on 0-kun: An 
African people and their civilization held on 27th -29th June 
1995, at AKODI AFRIKA, Iffe-Ijumu, Kogi State, Nigeria. 
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problem" in the 0-okun art historical studies. In most of the 

Ijumu settlements, for instance, where their origin is 

explained within the Ife mythology, it is more than obvious 

that a history of the art traditions of the people will 

inevitably point to Ife as the source. With the Ayere 

community for instance, the integration of the Egberi into the 

larger immigrant population has made it difficult to identify 

which cultural institution belonged to whom. This research 

dilemma is also echoed in archaeological findings where the 

identity of the populations that made and used the cultural 

objects recovered in the region have not yet been resolved. At 

the present time, it is still not known if the artifacts and 

the remains of a civilization recovered from different sites 

in 0-okun Yorubaland, some of which date back to the ninth 

century, belong to the ancestors of the present populations or 

a different group. But while these avenues of investigation 

continue to be pursued, and theories tested against each 

other, art historians will in the meantime continue to put up 

with accepted designation of Ife as the origin of the 0-okun 

peoples and most of their institutions and material culture. 

These various problems and obstacles that currently 

obstruct art historical research in 0-okun Yorubaland seem to 

present the picture of a hopeless situation. As dismal as this 

picture of the state of research might seem, a careful and 

critical appraisal of the achievements that have been made and 
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the potential for future growth will, however, reveal chat not 

all is lost. More than anything else, and in what can be 

regarded as a positive development in Yoruba studies, the 

outlying areas that have long occupied the periphery of its 

scholarship are now beginning to attract the attention of 

scholars. Though large scale research has not yet started, 

awareness is now rapidly building among scholars of the 

contributions which research in 0-okunland could make to an 

all-embracing Yoruba study. 

Another positive development in Yoruba studies in recent 

times, which will have a multiplier effect on art studies in 

0-okunland, is the re-opening and discussion of subjects that 

have either been formerly declared closed "taboo." Of all 

these, the tenability of Oduduwa myth and the primacy of Ile-

Ife in the history, culture, and politics of the Yoruba stand 

out. Up till the recent past, these subjects have been treated 

as taboo. By the same token, any revisionism is regarded as a 

sacrilege. The relative ease with which scholars now discuss 

and critique these long held 'articles of faith' reflects the 

increasing freedom of Yor\iba studies from the restrictive and 

stifling subjects. The re-opening of hitherto closed chapters 

in Yoruba history, and the re-evaluation of siibjects once 

regarded as taboo are helping to strip fonner mysteries of 

their superstituous and sentimental wrappings. It is within 

this emerging trend in Yoruba studies that, in the near 
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future, more scholars will be engaged in studying the art 

traditions of the 0-okun peoples. 

Although 0-okunland still, relatively, lacks the basic 

foundation literature of other fields, the source materials 

that are building up on their culture and history constitute 

a valuable resource base that art historians should not 

ignore. Ethnographic documentation and archaeological 

investigations in the area comprise sound foundations that 

future art studies could use and build upon. In the recent 

past, the National Commission for Museums and Monuments, the 

Nigerian federal government parastatal in charge of museums 

and monuments was at the forefront of efforts aimed at 

establishing a documentary and material resource base for 

culture historians, art historians, historians, 

anthropologists, and students of religion interested in this 

part of Yorxibaland. In 1988, the Commission under the 

leadership of Professor Obayemi sent a team of officials from 

the Ethnography, Inventory and Documentation, and Conser-vation 

departments to Ijumu to take an inventory and register 

cultural properties in homes, shrines, and private hands. 

The team surveyed and documented the art traditions of almost 

all the Ijumu communities within the available resources. Even 

though the work and report of the team cannot lay claim to any 

'°I was privileged to be a member of this research team. 
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comprehensiveness, the exercise was the first-ever attempt at 

such a large scale study of the culture, history, and art 

traditions of a Yoruba subgroup. Scholars interested in the 

art heritage of the Ijumu people will find the team's report 

now at the Commission's headquarters in Lagos a good reference 

point. 

In addition to the direct sponsorship of research in the 

art of the 0-okun peoples, the Commission's decision to locate 

one of its field schools, the School of Field Archaeology, in 

Iffe-Ijumu" helped tremendously to attract the attention of 

archaeologists to the region. Apart from the seasoned Nigerian 

archaeologists who visited the school and worked there as 

instructors, the students were also trained, professional 

archaeologists. The work of the instructors and the students 

of the school in that locality can establish the foundation 

for art studies in Ijumu and other 0-okun groups as the works 

of Leo Frobenius, Frank Willet, and Ekpo Eyo did for Ife art 

studies. Omowumi Awosina, one of the pioneer students of the 

school, for instance, in the report of her excavation on 

Ogbogba hills- an old settlement site of Iffe - argued thus: 

Ethnographic survey coupled with the material culture 
recovered from the excavations show that the site was 

"This school was established in 1989 with the first 
students' enrollment the following year. With a new 
administration at the Commission's Headquarters in Lagos in 
1991, the School was moved to the Commission's research 
headquarters in Jos in 1992. 
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occupied during the late stone age. From the material 
remains retrieved from the excavation - polished stone 
axes, arrow heads, hammer stone, etc, probably indicate 
a settled life where hunting and farming activities were 
practiced. Pottery forms also show some changes and 
continuity in forms ... and decorative motifs which are 
similar to types found at other late stone age sites in 
the area.'^ 

Even though Awosina cautioned that her findings should not be 

regarded as conclusive, her observations are not in any way 

different from those of other archaeologists who have worked 

in the area.'^ Since most of the conclusions of the 

archaeologists are tentative, and since they challenge the 

lie-Ife or Oduduwa myth, their is a strong likelihood that 

they will spur further research not only in archaeology but 

other fields of Yoriiba studies as well. 

In addition to this growing body of information on the 

material culture and history of the 0-okun peoples is the 

increasing number of undergraduate and graduate theses and 

dissertations that are written on the region. Annually, scores 

of university students and students of other tertiary 

institutions carry out their research work on the 0-okun 

'^Omowumi Awosina, "An archaeological investigation of a 
saddle on Ogbogba Hills, Iffe-Ijumu, Kwara State, Nigeria." A 
Report presented to the School of Field Archaeology, Iffe-
Ijumu, Kwara State, Nigeria , in partial fulfillment for the 
award of a Licentiate in Archaeology (January 1991) 79. 

^^See, P. A. Oyelaran, "Suarvey on Ogbogba hilltop 
settlement and Aseye Rockshelter." (1989, Unpublished). The 
works of Obayemi in this area is also well-known. 
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peoples. Although some of the research may be no more than 

surface scratching, they nevertheless represent an invaluable 

resource for any serious research effort in the area. The 

loose ends in these works and the leads which they provide are 

those that further research in the area can build on. 

Moreover, the wide range of subjects and fields which these 

works encompass are such that could provide contextual 

information for art studies. 

Perhaps the greatest prospect for the 0-okun Yoruba art 

studies lies in the emerging academic climate which favors the 

study of the peripheral societies of a culture group. 

Scholarship is now shifting focus from the study of individual 

and/ or, central ethnic or culture groups to a cross-cultural 

study of groups. This is with the aim of identifying the 

cross-cultural borrowings and influences which cultures gave 

and received from one another. For this reason, the frontier 

societies of each ethnic group operating as gateways through 

which cultural exchanges with their neighbors are sieved and 

passed on, have in the recent past gained more recognition in 

research works. The 0-okun peoples as the most north-easternly 

Yoruba subgroup are the links of the pan-Yoruba culture with 

such notable groups as the Igala, the Nupe, and the Ebira- the 

most recent arrivals to the Confluence region. Even though the 

Yoiruba culture is often touted as one of the richest in sub-

Saharan Africa, it is beyond any debate that not all that is 
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today regarded as Yor'uba have Yorubaland as their point of 

origination. Obayemi, for instance, observed that "the 

etymology of the sixteen basic Odu of Ifa, quite meaningless 

in Yoniba language, are entirely meaningful in current 

Nupe,"'** thus indicating cultural exchange between the two. An 

equally significant observation that Obayemi made which may 

instigate further research in 0-okun land is the fact that the 

Ifa divination system and practice in the area has more in 

common with the Nupe version than with that of central 

Yorubaland. To have a complete understanding of the Ifa corpus 

and its associated objects therefore, a thorough research will 

not only have to be made in both Yorubaland and Nupeland, but 

will also have to give great attention to the borderlands 

which the two cultures share. Since the outlying regions of 

Yortibaland are now receiving more attention than ever before 

in the attempt to understand the cultural practices which the 

culture owes to other cultures, their neighbors especially, 0-

okun land is most likely to increasingly attract a large 

number of students of Yoruba art history. 

As difficult as it is to rank these factors that possibly 

hold the key to the future development of 0-okun Yoriiba art 

studies, it cannot be denied that the potential for art 

studies in the region is ultimately linked to the peoples' art 

"obayemi, "Ancient lie-Ife" 175. 
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traditions. Art historians and scholars from other fields will 

most likely be attracted to the art traditions and works of 

art from the 0-okun societies either, for their particular 

formal appeals and stylistic characteristics, or the need to 

fill one of the "gaps" in Yoruba art studies. Just as it is 

with the other Yoruba subgroups, the 0-okun peoples have an 

art tradition that mirrors their world in its entirety (which 

I plan to systematically document in my Ph.D. research). In 

the spiritual realm acted out by the reverence for ancestors 

and spirits (mostly ebora), societies and cults as egungun, 

oro (for men) and, imole and ofosi (for women) predominate. 

These societies and cults have objects which they use in 

ceremonies and specific performances such as rituals, created 

in styles and with motifs which reflect their philosophy and 

belief. For instance, the secrecy in the egungun society is 

given form in the design of the aso egun (the totality of the 

masquerade costume) which ensures that the essence and 

identity of the egun remains a secret to the non-initiate. The 

women societies of imole and ofosi also have objects such as 

musical instruments with special designs and motifs that not 

only reflect their religious belief, but also made to help 

achieve a maximum religious experience. (See Illustrations 1 

and 2.) 



Illustration 1. Sketch of agogo (a double metal gong) used 
by the Imole society. (Drawn by Jeff Martinez) 



Illustration 2. Sketch of a one sided membrane drxim used 
by the Imole society. 
(Drawn by Jeff Martinez) 
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Even though the O-okim peoples have a different political 

culture from the majority of the Yoiruba subgroups, they 

nevertheless still have in common the use of certain emblems 

of power within each political formation or unit. Like the 

other subgroups, the 0-okun peoples have certain paraphernalia 

which holders of social and political offices, and members of 

a socio-political hierarchy carry, wear or use as signifiers 

of their position. Of these symbolic objects, the ade (crown) 

for the oJba, and the irukere for both the oJba and the ijoye or 

ojoye are the most prominent. In addition to these, and made 

to be used at the various levels of political authority and 

title taking system prevalent among the 0-okun peoples within 

each community or "state") such as the igbarufu or egJbe, 

igemo, orota, olo'olu, and the olu or oha (as it is in Ikoyi-

Ijumu) , the 0-okun peoples also have a number of other 

cultural objects. Of all the paraphernalia associated with 

each and everyone of these grades, opa oye (chieftaincy staff 

or staves) and otita or ota (stools that are carved of wood, 

usually without any joinery), apart from being the most 

numerous, also have the greatest and the most varied artistic 

designs. The staves for instance, have their tops surmounted 

by anthropomorphic and skeumorphic figures (see Illustration 

3) , which are in turn supported by caryatids in the more 

elaborate ones. The motifs and designs on these staves are 

such that will interest art historians and students of the 
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Sketch of Cpa oye (chieftaincy stave or staff). 
(Drawn by Kim Mullins.) 
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culture history of the region for these objects present a 

slightly different art tradition from the "mainstream" Yoruba 

and those of the more well-knovm neighboring Benin (Bini) . 

However, these insignia of political authority are not limited 

to wood sculptures as the brass and bronze working traditions 

in the region created objects in these media that are used by 

the political class.For instance, among the Kiri, the 

ceremonial brass/ bronze anklets and armlets of adajigbara and 

ide are used as status symbols by the highest titled women. 

Another aspect of the 0-okun Yoruba culture which has in 

turn given rise to a unique art tradition among them are the 

elaborate funerary rites and ceremonies. Although the 

tradition of a second burial for a deceased is widespread in 

Yorubaland with variation from one subgroup to the other,'® 

the 0-okun peoples have the unique practice of displaying such 

ceremonial woven fabrics as akponukponyin, oja and ifale on 

the owule (rooftop) of the deceased's house." 

It is the totality of these unique cultural practices and 

the aggregate of the art traditions resulting therefrom that 

will in the future attract art historians. These arts that are 

'^See Krapf-Askari, "Brass Objects from the Owe" 

'^For an aspect of this tradition in Owo, see R. Abiodun, 
"A Reconsideration of the Function of Ako, Second Burial 
Effigy in Owo." Africa 46.1 (1976) 4-20. 

''Elisha Renne did a germinal study of this tradition 
among the Bunu and Kiri. See, "Aso Ipo, Red Cloth from Bunu". 
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associated with the 0-okun peoples' deviations and exceptions 

to the "mainstream" Yor\iba cultural practices will become the 

greatest attraction to scholars who wish to investigate all 

the spectra of Yoruba art traditions. 

In the meantime, the greatest crusade for popularizing 

the study of 0-okun Yoruba history and culture is been waged 

from within the land. About thirteen years ago, Professor 

Obayemi established the 0-kun Cultural Center, now Akodi 

Afrika at Iffe (Ufe)-Ijumu as a private research institute, 

cultural center and a museum. Central to the Center's mission 

is the research and documentation of the 0-okun cultures and 

histories and through this, Obayemi hopes to draw the 

attention of the rest of the world to the civilization of the 

O-okun peoples and their neighbors. In realization of the 

historical ties of the O-okun peoples with their Yoruba and 

non-Yoruba neiglibors mainly in the Niger-Benue confluence 

region, the Center also has as its objective the research and 

documentation of the totality of such cultures as Ebira 

(Igbira), the Nupe (otherwise known to the O-okun peoples as 

the Ibon or Tapa) , the Gwari, the Igala, the Idoma, and all 

the Yoruba subgroups, especially those closest to them. 

Towards this end, the Center has within its short existence, 

established a functioning Library and Archive containing 

existing studies on the O-okun culture group. It also has a 

Museum housing a good collection of the material culture of 
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the peoples. With its growing collection, the Museum now has 

the greatest collection of works of art from this region, and 

has become the most definite place to begin a research into 

the art tradition and history of the 0-okun peoples. 

Since its founding, the Center has attracted and invited 

quite an impressive number of scholars into the region for 

research purposes.'® This year alone, as part of its mission 

to encourage research work in and attract scholars to this 

region, the Akodi had played host to two conferences. Between 

June 27 and 29, the Center successfully organized and hosted 

its first international conference titled - "0-kun: An African 

people and their civilization." On the heels of this 

conference, the Center again hosted the 13th Annual Congress 

of the Archaeological Association of Nigeria, from August 27 

through the 29th. Although the two conferences were adjudged 

as most successful, it is too early to assess their impact on 

0-okun Yoruba art studies. That these and other future 

conferences will greatly impact art studies in this region 

cannot be denied. While there were no discussions of specific 

art historical themes, papers presented at the international 

conference offered a general background research base from 

where studies into more specific subjects as art could be 

launched. 

'®Dr. M.S. Omari on June 29, 1991 delivered "The Yoruba in 
the New World" as the opening lecture for the Centre. 
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As a research institution committed to studying the O-

okun peoples from "inside out," and with the largest 

collection of the peoples' material culture at a single 

location, the Akodi will in the near future become the hub in 

0-okun cultural and historical studies. 

In conclusion, the recent developments in 0-okun Yoruba 

art studies indicate that this field of inquiry is not only 

growing but, moreover, is increasingly attracting high caliber 

scholars. In the past two decades for instance, more has been 

accomplished in both the amount and quality of scholarship on 

the art, culture and history of the 0-okun peoples than in the 

preceding fifty years. Even though these studies are still few 

(in comparison to the extensive literature on the other Yoruba 

subgroups as the Ife, Oyo, Ijebu, and Egba) , they are of great 

significance. These works, both singularly and collectively, 

have foregrounded 0-okun Yoruba art studies in Yoruba art 

scholarship. 

Notwithstanding these strides that have taken place in 

recent times, 0-okun art studies, no doubt, still have far to 

go in order to produce a comprehensive corpus of knowledge. 

Existing studies have not only brought to the forefront the 

art traditions of the 0-okun peoples, but they have, more 

importantly, revealed the extent of work that remains to be 

done. The disciplines of anthropology, history, archaeology, 

religious and language studies usually provide the foundations 
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upon which art historical research is built. Therefore, 

efforts aimed at extending the frontier of the 0-okun Yoruba 

art scholarship should not be concentrated in art studies 

alone but must encompass the history and multiple facets of 

the peoples' lives and culture as well. 
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Appendix A. SOURCE: Boiaji ldowu, Olodumare : God in Yoruba Belief 
Longman, 1962 (p. x) 
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SOURCE: William Fagg and John Pemberton, Yoruba Sculpture of 
West Africa. New York: Alfred A. Knopf, 1982 (p. ix) 
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GLOSSARY 

ebi. 

ebora. 

egimgxm. 

epa. 

A group of closely related families tracing descent 
from either the mother's or father's side. 

Deities that are associated with the natural 
environment such as mountains, bodies of water, and 
forests. 
Masquerade. 

A masquerading tradition which celebrates the 
founders of a community. lyah-Gbedde is the only 
community in 0-okun Yojnibaland where this tradition 
exist. 

ewa. Beauty 

ijoye or ojoye. A chief (a title holder). 

imole. A female religious order. 

iwa. Character 

oJba. The king or ruler of an independent political unit. 

ofosi. A female religious order. 

okun, o-kun, o-okun, erokim. The commonest form of greeting 
among the Abinu (Bunu), Ijumu, Kiri, Owe and Yagba 
peoples but which is not exclusive to them. 

oriaa.. Each of the Gods or deities worshipped. 
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