

[image: Cover image of the book “Reclaim”]







FOREWORD


The symposium “Reclaim: Narratives of African Women Artists”, which took place online in April 2021, brought together researchers from a wide range of backgrounds, to shed light on African women artists and highlight African perspectives within the narratives of cultural history. It was based on the observation that in the past few decades there has been a concerted drive in Europe and the United States to produce global art histories, with little participation by scholars from other parts of the world, especially Africa. Alongside this initiative is a significant growth in the number of research and writing on modern and contemporary African art, presenting individual artists, groups, and national art movements. However, very few women artists have been featured in these publications, despite the important role they played in the making of these histories.


“Reclaim” offered a critical platform for established and emerging scholars to evaluate and re-examine existing histories and archives, but also to introduce new ones and thus highlight the significance of work by African women artists, past and present. Among the guiding questions for this symposium were: How has modern and contemporary art history in Africa been written? Which viewpoints, media and identities have been considered and which have been overlooked? How can we further develop comprehensive modes of knowledge creation?


The proceedings gathered here reflect the structure of the symposium organised according to four axes: Lost Narratives, Narratives of Womanhood, Narratives of Media and Institutional Narratives. These chapters explore the specific trajectories of women artists, their strategies of resistance and their contributions towards deep societal and political changes. The symposium also looked at relations between medium and gender, and the place given to different materials and techniques in (counter-)hegemonic discourses. Finally, the structural reasons behind the invisibilisation of African women artists, at the crossroads of colonialism, racism and patriarchy were analysed, as well as the role of institutions in entrenching their under-representation. However, while pointing out gaps and distortions, the contributions to this publication also highlight the power of the practices and actions of African women artists and propose alternative paths towards more horizontal cultural histories in the future.


“Reclaim: Narratives of African Women Artists” has been organised in partnership with the École du Louvre as part of the Africa2020 Season supported by the Institut Français and the Agence française de développement. In this context and together with N’Goné Fall, General Commissioner of Africa2020, AWARE, represented by Anaïs Roesch, who also coordinated the overall project, as well as Camille Morineau and Matylda Taszycka, established a research committee who contributed to the conception of this symposium. Justine Lacombe acted as editorial coordinator for this publication working alongside the AWARE team. The research committee members included Eva Barois De Caevel, Independent Curator; Nadira Laggoune, Director of the National Public Museum of Modern and Contemporary Art of Algiers; Peju Layiwola, Artist, Founder of the Women and Youth Art Foundation and Vice President of the Arts Council of the African Studies Association; Nkule Mabaso, Independent Curator; Nontobeko Ntombela, Independent Curator and Professor at the Wits School of Arts; Karen Milbourne, Senior Curator, National Museum of African Art, Smithsonian Institution; Chika Okeke-Agulu, Professor of Art History, Department of Art & Archaeology/Department of African American Studies, Princeton University; Senam Okudzeto, Artist and Educator, Founder of the Ghanaian NGO Art in Social Structures; Fatou Sarr Sow, Sociologist, Director of the Gender and Family Institute of the Cheikh Anta Diop University in Dakar; and Rachida Triki, Professor of Art History and Aesthetics, Tunis University.


We wish to thank all the partners and contributors who have made this ambitious project possible.


NINA VOLZ,


AWARE: ARCHIVES OF WOMEN ARTISTS,


RESEARCH AND EXHIBITIONS










A People’s Journey: Women


THE AFRICA2020 SEASON (DECEMBER 2020–SEPTEMBER 2021) AN INVITATION TO LOOK AT AND UNDERSTAND THE WORLD FROM AN AFRICAN PERSPECTIVE.


What does a people, made up of more than 1.2 billion souls living on a continent of more than 30 million square kilometres, have to say about itself? Africa is the repository of a collective memory, the receptacle of civilisations with moving boundaries whose gestures have crossed the centuries. What binds the populations of the African continent is the consciousness of living on the same territory, of belonging to the same history, and of facing the same challenges on the African soil: access to education and health; the respect of fundamental human rights; the right to free movement, self-determination and economic emancipation. Over time, this African consciousness has created a sense of belonging – sometimes tenuous – to the same land, the same people and the same destiny. Pan-Africanism, this collective ideal of political, social, economic and cultural emancipation, is the foundation of an unprecedented project.


Mobilising the whole of Africa for a Season was a conscious choice. It was about creating a platform so that societies, which had sometimes lost sight of each other, could enter into dialogue again. The Africa2020 Season was a meeting space to talk about fears and audacity, failures and exploits, the past and the future. Bringing together citizens from all corners of Africa for a Season symbolically meant taking its millenary continental routes to reconstruct the stage for the ebb and flow of knowledge, cultures and ideas.


What are, across Africa, the great ideas that lead to scientific, intellectual and artistic productions? The Africa2020 Season was built around five main issues, designed as fluid partitions for sparking the imagination: Augmented Orality (dissemination of knowledge; social networks; technological innovations); Economy and Fabulation (redistribution of resources; financial flows; economic emancipation); Archiving of Imaginary Stories (history; memory; archives); Fiction and (un)Authorised Movements (circulation of people, ideas and goods; physical and virtual territories); Systems of Disobedience (political consciousness and movements; citizenship). Anchored in these thirteen major challenges of the twenty-first century, the Africa2020 Season was a laboratory for the production and dissemination of knowledge and ideas. It presented the views of the civil society from the African continent and its recent diaspora in all sectors of activity. It was the sounding board for these agents of change who are shaking up codes and experimenting with new relationships with the world.


Dedicated to the entire African continent, co-designed by African professionals in partnership with French organisations, the Africa2020 Season was a Pan-African multidisciplinary project centred on innovation in the arts, sciences, technology, entrepreneurship and the economy. It placed humans at the heart of its programming, fostered the transmission of knowledge, gave visibility to women and primarily targeted the young. Based on the principle of collective intelligence, the Africa2020 Season has enabled the people of a continent to raise its voices, share its takes on the world, and inspire us by what it stands for.


The “Women Focus”


Since the mid-1990s, whether through texts, exhibitions or strategic orientation plans, I have always been paying particular attention to women. Devoting a programme to them as part of the Africa2020 Season was an obvious decision. Along with the Africa2020 Headquarters and the vast Education Component, the “Women Focus” was one of the Season’s three pillars. The objective of this Focus was crystal clear: to get away from a dry and basic accounting system made up of gender quotas per project and design a specific platform gathering a series of projects exclusively stressing the positions of African women on the great challenges of the twenty-first century. From the dissemination of knowledge to systems of disobedience, through history, memory, archives, economic issues, territory and citizenship, the viewpoints of more than half of the population of the African continent had to be honoured by the Africa2020 Season.


African personalities and French institutions responded to my appeal – launched in the form of a challenge sounding like a gentle injunction – and mobilised with enthusiasm. This spontaneous outpouring of solidarity generated invitations to African women professionals who each curated (or co-curated) a project solely giving voice to women from Africa and its recent diaspora. At the end, thirty “Women Focus” projects had highlighted the contributions of African women creators, researchers, scientists and entrepreneurs: stories of the human adventure. My 2018 discussions with the French association AWARE – of which I had been aware since my 2017 interview by the curator Élise Atangana for their website – led to the creation of a programme dedicated to African women in the visual arts. We implemented a research committee which brought together women art historians, curators and researchers from Algeria, France, Ghana, Nigeria, Senegal, South Africa, Tunisia and the United States. The role of the committee was to design a programme promoting research on African women artists and their integration into the founding narratives of art history. This partnership with AWARE had three components.


First, the writing of twenty-four biographical notices on women artists from Africa and its recent diaspora born before 1972 for the association’s website.


Second, the commissioning of three research articles, including one on the journey of the legendary Nigerian curator Olabisi Obafunke Silva (1962–2019), founder and director of the CCA Lagos, Centre for Contemporary Art. A feminist, she was a pioneer in the research and production of projects devoted to contemporary women artists from Africa and its diaspora. A mentor, she designed and implemented the most innovative touring summer school on the African continent: the Àsìkò programme for young African artists and aspiring curators.


And third, establishing the Reclaim: Narratives of African Women Artists. A platform for the dissemination of knowledge, the symposium – which gathered researchers from Algeria, Cameroon, France Germany, Ghana, Morocco, Nigeria, South Africa, Switzerland, Tunisia, Uganda and the United States – was designed around a series of questions: How has the history of modern and contemporary art been written in Africa? What stories, techniques, identities or genres have we forgotten or neglected? What new narratives do we need to take into account if we want to write more complete art histories in the future? Originally planned at the École du Louvre in Paris, the symposium finally took place online over four afternoons in April 2021 to overcome travel restrictions due to the COVID-19 pandemic. These virtual meetings in French and in English have enabled an international audience on three continents to learn about the impact of African women artists on discourses and practices both in Africa and in the West. The colloquium encouraged young scholars to undertake new research on pioneer African women artists. It also gave birth to the creation of Njabala, a Ugandan foundation whose mission is, from Kampala, to organise a public programme of activities centred around women artists.


Even though the Africa2020 Season closed on 30 September 2021, the collaboration to which it gave birth did not end. From the outset, the partnership between AWARE and specialists from the African continent was intended to be long-lasting because it was based on a common conviction. The belief that working for the visibility of women, wherever they come from and whatever their sectors of activity, is an endless mission that engages professionals driven by the same goal: to fill the gaps in a human adventure that still tends to obscure the role, the contribution and the legacy of half of our humanity.


N’GONÉ FALL


GENERAL COMMISSIONER OF THE AFRICA2020 SEASON










Lost Narratives










Introduction



AWARE: ARCHIVES OF WOMEN ARTISTS, RESEARCH AND EXHIBITIONS



Since its founding in 2014, AWARE: Archives of Women Artists has striven to highlight the role women artists have played throughout the history of art, documenting their presence and recontextualising the conditions around the evolution of their work and careers. The authors of this first chapter’s texts, Sule James and Nancy Dantas, work in a similar way, reconstituting the lost narratives of women artists. They revisit modern art history in Nigeria and Mozambique to unearth the stories and the work of women artists in the 1950s and 1960s. Through this, the authors articulate the voices of women in African art history whose narratives were in danger of being lost, due to colonial powers and their imposition of Western art historical discourse, but also by the male-dominated societies established in these postcolonial nations.


This endeavour first led both authors to rethink the very notion of modernist art. In his 1961 essay, “Modernist Painting,” Clement Greenberg posited that art should become self-critical, that is, an artwork should become the purest expression of its medium without borrowing from other media. In this “purity,” modernist art would call attention only to itself as a sort of closed and self-referential art, able to “guarantee . . . its standards of quality as well as . . . its independence”1 and therefore should be apolitical and separate from its context. Feminist art historians such as Griselda Pollock have since pointed out that modernist readings of art history have proven ineffective and insufficient when considering the artistic contributions of women artists and of racial and ethnic minorities. If this is the case, how are we to read the artistic expressions of African artists–specifically African women artists–practising during the late colonial and early postcolonial era? Can their art be so easily separated from their historical and social context? How can “modernism” be redefined to properly account for the work of modernist African women artists?


In the first text, Sule James presents the life and work of two Nigerian women artists, Afi Ekong and Clara Etso Ugbodaga-Ngu. In his formal analysis of their work, James highlights their importance in the construction of African/ Nigerian identity, particularly African womanhood, in the early postcolonial era. James chooses to look at three paintings from each of the artists for which there is no known critical analysis, aiming to transform the ways in which modernism is thought of, by introducing polycentric and political viewpoints. Through this approach, he aims to reinscribe the oeuvre of two women within the history of modern art and of African art.


In her text, Nancy Dantas explores the artistic practice of Mozambican-Italian artist Bertina Lopes, through an analysis of photographs of the artist in her various studios as a signifier of her engagement with a “counter-modernist” Dantas writes: “I see Lopes as a counter-As a woman working not alone, but as a part of a wider underground, anti-colonial, and transnational movement in opposition to the debilitation effects of Euro-modernism, placing European painterly form at the service of the Mozambican vanguard, which I see as a (counter) modern gesture.” Dantas seeks to reveal how Lopes helped contribute to the construction of moçambicanidade, or Mozambicanness, as well as promote the importance of women’s roles within a newly independent Mozambican society.


This chapter contributes to opening the modern art discourse up to include those who had been previously left out by highlighting its limits when applied to non-Western contexts. As Dantas deftly points out, artists from Africa often used modernism to create a new expressive form and style unique to the newly independent nations.





1. Clement Greenberg, “Modernist Painting,” in Modern Art and Modernism: A Critical Anthology, ed. Francis Frascina and Charles Harrison (London: Harper & Row, 1982), p. 6.










Reclaiming the Visual Narratives of Female Modernist Nigerian Artists: Afi Ekong and Clara Etso Ugbodaga-Ngu



SULE AMEH JAMES



My paper presents an interpretive approach to the visual analysis of artworks produced by two female modern Nigerian artists, Afi Ekong and Clara Etso Ugbodaga-Ngu. In doing this, I focus on the themes they represented and how such works can be analysed as being African. Although the contributions of these female artists to modern Nigerian art are significant, there is little critical analysis of their artworks in literature, especially when compared to the scholarly attention given to male artists of their era. As a result, their names are not visible in art historical narratives on artists who contributed to the development of modern Nigerian art, except for an exclusive search of their mention. The results show that while a few narratives about them and their works appear, they may be classified as artists whose artistic contributions are at risk of being lost, as such articles do not attempt close case study analysis or contextualise them. It is this gap that my paper seeks to fill by contributing this critical art historical analysis of their works. Through focus on their training, influences, contributions and philosophies, we see how the themes of their artworks may be analysed as African. Given that this paper focuses on a close case study of their artworks, formal analysis and cultural history methodologies are adopted in grounding the analysis. To achieve this, I have selected three artworks by each of these artists for which there is no known critical analysis.


Modernist arts in Nigeria offer a window for viewing the cultural construction of gender through which we can see how African men and women acted their roles during the modern era. The history of modern art in Nigeria will not be complete without reclaiming and critically interpreting the visual narratives of two female modernist artists, Afi Ekong and Clara Etso Ugbodaga-Ngu. This is simply because their works contributed to the construction of gender roles in Nigeria and global contemporaneity. But during modernism, scholars of African art showed more interest in the study of arts produced by male artists, with little recognition and interpretation of works by female artists. Such sidelining of female visual artists is true not only in Africa but also in the global art world. This view is expressed by art curator Karen Milbourne,2 who argues that women artists are not represented equally with male artists in museums and textbooks. Similarly, Monica Visonà reiterates that “many pioneering female modernists, in particular, have received remarkably little scholarly attention”.3 Although the argument of these scholars may be contestable, the available literature on modern art reveals the marginalisation of female modernists in mainstream art historical discourse.


That is the case with these female modernist Nigerian artists, who were contemporaries of modernist Nigerian artist Ben Enwonwu and other notable male artists in Nigeria. The marginalisation of their visual narratives is partly because the modern art scene in Nigeria was male dominated. Thus, attention was focused on the neglect of these little-known women. One reason advanced, as Aronson argues, is that “[craft objects], often the work of women, were deemed to be of less value and therefore ignored”.4 Although Aronson’s argument demonstrates the existing prejudice about the value of women’s artworks, it can be argued that their works have the same value as creative visual expressions as those of the men. This is because their works reveal visual representations that narrate personal histories or the larger histories of rural and urban areas of the modern era. She added: “Women’s arts were also overlooked because they tend to be less visible to outsiders than men’s.” This is contestable, as some female modernist Nigerian artists staged international solo exhibitions in the late 1950s. It therefore can be argued that women’s art was marginalised because of the colonial masculine structure, which silenced African histories that reflect gender perspectives on art and creative practice. And the confinement of African women to colonially constructed gender spaces by modern African nations, even though they had success in artistic practices and staged exhibitions as part of their contributions to the global history of modern art. As these reasons among others may have accounted for the sidelining of these women in art historical discourse of twentieth-century art, it turns their visual vocabularies invisible and places them among artists whose contributions are at the risk of being lost.


What is visual narrative? Visual narrative is an all-encompassing genre of visual studies. It denotes the practice of using visuals to tell stories. As Pimenta and Poovaiah argue, “Visual narrative can be defined as a visual that essentially and explicitly narrates a story”.5 This applies to the modernist artists who employed paintings as representation techniques in executing narratives or others who used drawings, pictorial images, installations, sculptures and new media art. Both Ekong and Ugbodaga-Ngu employed paintings to tell stories about the lived experiences of people in Nigeria during the modern era.


Reclaiming the digital archives of the forgotten visual narratives of Afi Ekong and Clara Etso Ugbodaga-Ngu and critically interpreting them using visual analysis is significant in establishing not merely their artistic styles but the ideas and meanings their visual narratives convey on African lived experiences during the modern era. In doing so, since forms are not sufficient in establishing the ideas artworks convey, I focus on interrogating the subject matters and contents of each visual narrative, and adopt formal analysis for analysing the formal elements and cultural history method in contextualising their representations in African lived experiences. Furthermore, the paper also interrogates their training, influences, second and third careers in the art world. And the following research questions guided this paper: What visual narratives did these female modernists contribute to modern art in Nigeria? Can their works be analysed as reflecting the modernity of their days? What ideas do such works convey about African lived experiences during modernism?


Nigeria and a brief history of modern art


Nigeria is a country in West Africa on the coastal line. Nigeria is a multi-ethnic nation, with more than three hundred ethnic groups, speaking hundreds of languages. It could be argued that while these ethnic groups account for its rich natural and human resources, they also reveal the lines along which the nation is divided. Despite the divisions, the cultural groups were sources of inspiration for the modernist Nigerian artists, as they “came to terms with the emergent realities of their African environment in their artworks”.6


In a narrative of modern art in Nigeria, it is important to note that it refers to the artworks produced during the modern era, which ran from the mid to late nineteenth century to the 1980s. Although certain terminologies are used interchangeably to narrate the artistic practices, there is a distinction. For instance, the term modernism denotes the aesthetic movement of the twentieth century, while modernity is the condition of society.7 The history of what is known as the canon of African modernism in Nigeria is traced to the artistic engagement of Aina Onabolu (1882–1963) in 1895. He taught himself to paint naturalistic portraits and introduced the teaching of art into the curriculum of schools in Nigeria between 1915 and 19208. But when the teaching of art in schools became overwhelming for him alone to handle, he persuaded the colonial government to hire Kenneth C. Murray (1903–1972), a young British artist. They agreed and hired him in 1927.9 But Onabolu and Murray had different approaches to the teaching of art. As James observes, “Onabolu emphasized formal concerns of European tradition like ‘life studies and keen understanding of anatomy, chiaroscuro and the science of depth and perspective’”.10 But Murray “advocated culturalisation over standard and to some extent functionalism – the belief in the functional effectiveness of art”.11 Despite such a belief that accounted for the difference between his philosophy and Onabolu’s, the art teachers they trained and their cultural artistic practices were eventually shaped by the two philosophical schools of art.


It is important to note that Onabolu’s philosophy was aimed at countering the prejudice of Europeans that Nigerians could not practice art like they did. Thus he was focused on teaching the Western standard he learned at St John’s Wood Art School to make the colonialists see that Nigerians are just as creative, while Murray wanted the artworks of the students to reflect Nigerian traditional values.12 This is simply because Murray saw the Western influences Onabolu was introducing as dangerous cultural coercion. In the end, the two philosophies shaped the modern Nigerian art scene, which produced notable male and female modernist artists.


Visual analysis of their artworks


Although this section focuses on the interpretive study of their works through visual analysis, a brief biographical introduction is made for each artist. Modernist artist, art collector and promoter, Chief Lady Afi Ekong (1930–2009) was born in Duke Town, Calabar, Cross River State, Nigeria. Her father was a trade merchant and her mother was also a trader and a housewife. She had her early education in Christ Church School in Calabar, and later attended Saint Martins’ School of Art in London and Central School of Arts and Crafts, Holborn, where she studied the history of costume. She completed her studies in 1957 and returned to Nigeria. Although it is argued that she was the first female Nigerian visual artist to be trained academically, research findings indicate that she was not. Clara Etso Ugbodaga-Ngu is likely the first as revealed from the dates of her study. Afi Ekong was a member of the ruling family in Efik region, married to a prince of the neighbouring Igbirra people of present day Kogi State, Nigeria. Ekong’s successes may be attributed to her early marriage, at the age of nineteen, to Abdul Aziz Atta, a prince and colonial administrator.


Her contributions are not merely in the works she produced, but also in the promotion of art in Nigeria. She was one of the first women to open a gallery of contemporary art in Africa, and also established an agency for herself. She was also a founding member of the Society of Nigerian Artists. Ekong held a solo exhibition of her paintings in Nigeria when the British colony celebrated a Festival of Arts in 1958 and exhibited at the newly established National Museum in Lagos. Her philosophy was to reflect the African cultural values of the diverse cultures in Nigeria, whose influence is found in her works. This is evident in two of her oils on canvas, Meeting (1960) and Ekpe Dancers (1996). The title reflects a thematic nuance of a sociocultural gathering, even though the identity of the people is not revealed. The polychromatic composition shows African men in dramatic postures, arrayed in colourful turbans and robes, all neatly delineated with lines and colours in shades of green, red, purple, blue, yellow and white. The unique style of portrayal reveals the arrangement of the African men in the centre of the picture plane. While some are seated on mats, others are standing, indicating different times of arrival at the meeting.


Their African dresses construct social and cultural identities of traditional rulers in Hausa/Fulani cultures in northern Nigeria. However, their voluminous robes appear to be idealised as they do not depict the embroidery on the front and back robes of Hausa-Fulani royalty. This is not to deny that such indigenous African dress forms without elaborate embroidery are not worn by elites and some traditional rulers. Despite that, given that turbans are associated with emirs, traditional rulers and elites with traditional titles, their modes of adornment reflect the aesthetic experience of indigenous royal robes worn in the 1960s. Besides, to demonstrate that it is a meeting, some of them in groups appear to engage in conversation. This recalls the cultural history of the different gatherings of elites and traditional rulers in northern Nigeria, perhaps around the independence period. The visual narrative is of an African experience of decision-making processes and governance in northern Nigeria.


This echoes a socio-political gathering, perhaps before Nigeria was granted independence in 1960. Although it signals a meeting, they appear to be gathering in groups as some are looking in different directions. Such looks may not necessarily suggest dissonance but attention drawn to other people in the meeting. On the other hand, given that the painting communicates the mode of adornment of some African royal personalities in a high level gathering, it trumpets African cultural identities.


The second painting, Ekpe Dancers, draws attention to the thematic exploration of performance as art, as it also constructs the cultural identity of specific dancers. “Ekpe” is an Efik (a cultural group in Calabar, South-South Nigeria) word used to refer to the different big wild animals of the cat family. The polychromatic painting reflects a dark brown and red masquerade highlighted dramatically, and a group of men dancing, adorned in white, blue and red shirts, and wrappers in shades of green, blue, purple and red. Some are depicted with white caps which hint at complete cultural attire.


Ekpe society was the highest institution of government in Efik culture, a rich African cultural heritage. While the association of the big wild animals of the cat family (including lions, tigers and leopards, among others) with a male society in Efik culture suggests the relationship of humans and animals in the African worldview, it can be argued that the interface of animal and human world is symbolic of the society’s anthropomorphic masquerade. This hybridisation of wild animals’ forms with a male society suggests that the male society may be feared, even though it is not carnivorous in Efik culture. Alternatively, it symbolises a group that wields power over their community.


Ekong’s contemporary and compatriot Clara Etso Ugbodaga-Ngu (1921–1996) was a modernist Nigerian artist and art educator from the Edo-speaking area of the former Bendel State, now Edo State. Although she was from Edo, she was born in Kano. After her primary and secondary education in Nigeria, she taught art from 1945 to 1950. In 1954 she received a scholarship to study at the Chelsea School of Art in London. But unlike her art-school contemporaries, she went further and obtained an art teacher’s diploma from the Institute of Education, University of London, in 1955. When Ngu returned to Nigeria, she became the first Nigerian, indeed the first African, faculty member of the Nigerian College of Arts, Science and Technology (NCAST), now Ahmadu Bello University, Zaria. There, between 1955 and 1959, she taught, among others, members of the Zaria Art Society. Although it is recorded that she worked at NCAST in this period, in an interview with Frank Ogiomo, Kolade Oshinowo, who studied at Zaria Art School in 1968, claimed she was one of his dedicated lecturers. This is problematic, as it questions the stated period she is said to have worked in Zaria. Did she return to Zaria after lecturing at the University of Ibadan from 1959 to 1962, and as a part-time research fellow at the University of Ife in 1964 and lecturer at the University of Benin? Apart from lecturing, she operated her studio between 1958 and 1975. She had her first solo exhibition at the Commonwealth Institute Art Gallery, London, in 1958, and later participated in several group exhibitions. In addition, she was a state adviser for FESTAC, 1975.


The selected works of this female modernist Nigerian artist show that the social and historical conditions that influenced her creative activities are mostly from Hausa culture in northern Nigeria. This is likely not just because she worked in Zaria, but because she was born and brought up in Kano, northern Nigeria. The themes and African cultural imagery in her work resonate with the lived experiences of people rooted in indigenous Hausa culture, whereas the analysis and interpretations of her works reflect on the modernity in northern Nigerian urban space in the early 1960s. Her works highlight vigorous engagement with purple, white, orange and brown. Her painting titled Market Women (1961) signals the construction of women’s social identity, as it draws attention to gender roles in the socio-economic context of a market.




[image: 1. Clara Etso Ugbodaga-Ngu, Market Women, 1961, oil on canvas.]


1. Clara Etso Ugbodaga-Ngu, Market Women, 1961, oil on canvas.
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