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Background to the Study

Art in Africa has historically functioned as a vessel for cultural preservation, societal
reflection, and spiritual engagement. Among the Igbo of southeastern Nigeria, visual
culture haslong embodied philosophies, rituals, and ethical systems central to communal
life. The Uli body and wall motifs, ancestral masks, and cosmological diagrams are not
simply decorative but are essential to communicating social values, spiritual realities, and
communal memory (Okeke-Agulu, 2015). In contemporary Nigerian painting, Igbo
cultural values remain a dynamic inspiration and ideological foundation. In recent
decades, Nigerian artists have become increasingly concerned with issues of identity,
tradition, and modernity. In the context of postcolonial critique, globalization, and the
changing politics of representation, many Igbo painters have consciously turned to their
heritage as a way of reasserting local epistemologies and challenging cultural
homogenization (Ogbechie, 2019). This concern is registered in thematic content, formal
innovations, and the symbolic engagement of indigenous belief systems such as mmuo
(spirit), chi (personal deity), umunna (kinship), and ofo na ogu (truth and justice).
Notwithstanding this revival, there is still a lack of sustained scholarly engagement with
how such values are negotiated aesthetically in contemporary studio practice.

Modern Nigerian painting faces the dual pressure of global artistic convention and the
erosion of indigenous value systems through colonial history, modernization, and
cultural displacement. Although Igbo cultural values are still rooted in oral histories,
religious worldviews, and communal rituals, their expression in contemporary visual
arts is often underrepresented or misconstrued in international art circuits. There exists a
continuing lacuna in art historical scholarship on how Igbo worldviews inspire and
organize the creative process of current Nigerian painters, especially those attempting to
decolonize their artistic language. This academic silence buries the intellectual and
cultural work being carried out by artists who, through painting, are actively translating
indigenous knowledge into visual and conceptual terms. In the absence of such
documentation and critique, there is the danger of these cultural forms being
marginalized or expropriated.

This article examines how Igbo cultural values are incorporated, reinterpreted, and
maintained in paintings by contemporary Nigerian artists. It aims to determine the
cultural values inherent in the visual language of some chosen artists, examine how and
to what extent these values are conceptually and formally expressed in their paintings,
and ascertain the position of painting as a means of preserving and transforming Igbo
heritage during the contemporary period. The research also seeks to find out how the
application of Igbo philosophies and symbols is used towards contemporary
articulations of identity and as a means of cultural resistance in both Nigerian and
international art contexts.

Guided largely by postcolonial theory and African aesthetic philosophy, especially the
work of Frantz Fanon (1963) and Homi Bhabha (1994), who provide explanations on how
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colonized cultures regain cultural agency through artistic expression, Oguibe (2015) and
Ogbechie (2019) argue that art practices serve as tools of resistance and identity
reconstruction in the Nigerian situation. These ideas are linked to African aesthetic
thought, notably in the work of Okeke-Agulu (2015), who explores how Nigerian artists
negotiate the forces of tradition and modernity.

The model also incorporates the native philosophy inherent in Igbo ontology, which is
focused on the interdependence between the spiritual and material planes, communal
morality, and cosmological balance (Nwoye, 2017). The Uli aesthetic philosophy, for
example, not only offers stylistic components but also represents principles of harmony,
duality, and symbolic abstraction. Interpreting how artists activate such models deepens
the understanding of their work as both grounded in tradition and contributory to
contemporary discourse.

The convergence of Igbo cultural heritage and Nigerian painting has its beginnings in the
colonial and postcolonial development of modern art in Nigeria. The formation of
contemporary Nigerian painting is indebted to the synthesis of indigenous aesthetics and
Western academic training that came with the colonial period (Okeke-Agulu, 2015). The
Zaria Art Society's practice, especially during the 1950s, was one site where this synthesis
was evident, as society members - many of whom were of Igbo heritage - espoused anidea
of "natural synthesis" that integrated African motifs and philosophical symbols with
modernist forms. Artists such as Uche Okeke utilized extensively traditional Igbo visual
systems like Uli to counter cultural erasure and proclaim a postcolonial African identity
(Ogbechie, 2019). This moment set the stage for a wider trend in Nigerian painting that
engages cultural values as both aesthetic and ideological components.

Despite the growing body of literature on Nigerian contemporary art and the broader
discourse on postcolonial aesthetics, there remains a notable gap in focused, empirical
scholarship on how specific Igbo cultural values are visually encoded in the works of
living Nigerian painters. Much of the existing literature tends to emphasize historical
figures and movements, with limited critical attention given to younger or emerging
artists who are actively engaging with Igbo ontologies today.

Furthermore, many discussions remain theoretical or broad in scope, often lacking close
formal analysis of actual artworks. There is also insufficient field-based research that
documents artists' own interpretations of Igbo cultural values, their personal
philosophies, and how these inform their creative process. Few studies have combined
formal visual analysis with interviews and contextual inquiry to trace how traditional
Igbo concepts are being transformed into contemporary visual vocabularies. Addressing
these gaps would enrich our understanding of how cultural continuity is negotiated in
today's art scene and highlight the evolving relevance of Igbo epistemologies in the visual
arts.
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Two interrelated theoretical frameworks- Postcolonial Theory and Visual Semiotics,
together provide a critical lens for interpreting how contemporary Nigerian painters of
Igbo heritage engage cultural values as both resistance and affirmation in the context of
global modernity. Postcolonial theory provides an essential foundation for investigating
how indigenous knowledge systems, including Igbo cosmology, ethical paradigms, and
visual traditions, are reactivated in response to the historical dislocations wrought by
colonialism. A primary component of this framework is the critique of cultural hegemony
and the diverse ways in which colonized peoples reassert their agency through symbolic
and material practices. Frantz Fanon (1963) argued that cultural expression is central to
the decolonizing process, acting as a psychological and political antidote to the alienation
wrought by colonial occupation.

In the Nigerian context, scholars like Okeke-Agulu (2015) and Ogbechie (2019) have
shown that artists incorporate indigenous elements not merely as aesthetic choices but as
modes of cultural resistance, thus challenging the dominance of Western paradigms of
art. This theoretical framework helps explain how painters use Igbo values like chi
(individual destiny), ofo na ogu (justice and innocence), and mmuo (spiritual
consciousness) as tools to critique neocolonial realities and affirm local identity.

Augmenting postcolonial theory, visual semiotics allows for a closer reading of the signs
and symbols contained within contemporary paintings. Based on the work of Ferdinand
de Saussure and developed further by Roland Barthes, semiotics examines how meaning
is produced and conveyed in visual language. In Igbo-inspired painting, symbols like the
Uli motifs, ancestral masks, or representations of sacred trees are not merely decorative
but rather culturally laden signs imbued with layers of spiritual, social, and historical
significance. Utilizing semiotic analysis, this study deciphers how artists inscribe cultural
values into visual representations and how these representations engage with audiences'
interpretive frameworks. As Kress and van Leeuwen (2016) clarify, the visual is never
neutral; it is always working within systems of cultural meaning and ideology. Visual
semiotics, therefore, facilitates an incisive analysis of how Igbo worldviews are conveyed
visually and how contemporary painting provides a dialogic space where tradition and
modernity meet.

Together, visual semiotics and postcolonial theory form an expansive analytical
framework for this paper. This framework makes it possible to analyse a painting beyond
its formal structure, as a cultural object articulating memory, belief, resistance, and
transformation. This dual framework is especially crucial for interpreting the work of
artists who navigate multiple epistemologies and aesthetic systems, bridging indigenous
philosophy with contemporary art practice in postcolonial Nigeria.

Uche Okeke: Foundational Architect of Uli Modernism

Uche Okeke (1933-2016) stands at the heart of post-independence Nigerian art as the
founding voice of what he called “natural synthesis,” a philosophy that blended
traditional Igbo visual forms - especially Uli - with modernist techniques to create a truly
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decolonized aesthetic paradigm (Rice, 2016). As second president of the Zaria Art Society
- known as the “Zaria Rebels” - Okeke led a cohort of artists who rejected colonial
pedagogy and instead sought to establish an artistic language rooted in indigenous
knowledge (Humanities LibreTexts, 2025).

The practice of Uli, a decorative lineage traditionally executed by Igbo women on walls
and bodies, became Okeke's semiotic foundation. He internalized its flowing lines,
spirals, zig-zags, and geometric motifs - what he referred to as possessing “limitless
expression” - and transformed them into compositions that evoked ancestral presence,
spirit pathways, and a dynamic moral cosmos (Humanities LibreTexts, 2025). One of the
most celebrated outcomes is the Oja Suite (1962), a series of pen-and-ink drawings such as
Punishment, Owls, and Five Heads, (1962) where he used Uli symbols to merge flora, fauna,
and cosmological themes in fluid abstraction.
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Plate 1: Uche Okeke, Punishment, Owls and Five Heads. 1962. Ink on paper, 7.5 in x 5.5
inches. Source: https:/ /www.artres.com

Another milestone is Ana Mmuo (1961), a so-called transitional piece between his Zaria
experiments and mature Uli-inspired abstraction. It features flat organic forms in bright
cadmium colours, overlaid with delicate linear markers implying spiritual beings: a
poetic depiction of metaphysical reality (Rice, 2016). Through semiotic layering, these
drawings encode Igbo cosmology such as ancestral being, cyclical time, and moral order
into abstract, modernist compositions. Seen from a postcolonial perspective, Okeke's
embrace of Uli was not so much aesthetic as it was political, a conscious gesture of cultural
reclamation and epistemic sovereignty. By integrating indigenous visual grammar into
modernist practice, Okeke resisted Eurocentric artistic dominance and created an art
grounded in Igbo worldviews (Rice, 2016). His paintings and pedagogy established a
semiotic archive that kept Igbo metaphysics, cosmology, and communal ethics alive in a
modernistlanguage that continues to shape African art discourse today.
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Plate 2: Uche Okeke, Ana Mmuo,1961. Oil on board 36.2 x 47.9 inches.
Source: https:/ /africa.si.edu

Chike Aniakor: Ritual and Igbo semiotics in painting

Chike Aniakor (b. 1939) is a renowned painter, art historian, and professor whose artistic
production, under the strong influence of Igbo cosmology and aesthetic systems,
demonstrates a long-standing engagement with the reinvention of Uli as a contemporary
visual language. Aniakor was a founding member of the Nsukka Group and was
instrumental in bridging indigenous traditions with contemporary artistic practice
(Smithsonian NMAfA, 1997). From a postcolonial theoretical perspective, Aniakor's
artistic direction embodies resistance to Western artistic norms. Rejecting colonial
academic forms, he purposefully oriented his practice toward the indigenous Uli
tradition to reclaim and recontextualize Igbo aesthetics (ThisDayLive, 2024).

Through visual semiotics, Aniakor utilizes Uli's linear motifs - spirals, zigzag lines, and
geometric abstraction not as mere decorative elements, but as carriers of ancestral
memory and spiritual presence. His stylized, elongated human forms often emerge
against expanses of negative space, evoking metaphysical realms and communal
consciousness. Some of his art such as Allegory of Power (1996) and Descent of the Falcon
(1993) use these semiotic systems to critique sociopolitical conditions while grounding
them in Igbo symbols and visual lineage (Smithsonian NMAfA, 1996). Aniakor's works
often use clusters of figures and rhythmic lines to invoke themes of collective identity,
communal suffering, and cultural resilience particularly in relation to the Nigerian Civil
War and communal trauma. These works demonstrate how symbols drawn from Uli can
convey ritual significance as well as political commentary (AllAfrica/ThisDayLive,
2024).
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Plate 3: Chike C. Aniakor, The Allegory of Power (1996). watercolour and ink on paper
61 x 45.7 cm / 24 x 18 inches. Source: https:/ / archiveinterventions.wordpress.com

Technically, Aniakor's style combines fluid inking, open spacing, and linear calligraphy -
a visual vocabulary that both pays homage to Igbo tradition and remarks on the modern
condition. It is this semiotic layering that enables his works to serve as ritual texts,
graphically encoding cosmological relationships between the spiritual and physical
worlds. By synthesizing Uli-informed visual semiotics with a postcolonial worldview,
Aniakor verifies the validity of Igbo metaphysical frameworks and artistic autonomy. Not
only does his strategy resuscitate traditional knowledge systems, but it also
acknowledges them as valid foundations for contemporary aesthetic innovation and
ethical deliberation.

Plate 4: Chike C. Aniakor, Descent of the Falcon, 1993. Line etching on paper 27 x 19 inches
Source: https:/ /muse.jhu.edu
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Obiora Udechukwu: Uli-Ethics and Social Resistance

Obiora Udechukwu is one of the most intellectually demanding and stylistically
distinctive members of the Nsukka Group. His deep engagement with Igbo visual
traditions, especially Uli, primes his artwork to play both aesthetic and political functions,
acting as a source of resistance to colonial epistemologies while also legitimizing
indigenous knowledge systems. The transposition of Uli motifs - flowing lines,
fragmented patterns, and symbolic abstraction - into modern artistic compositions
testifies to his commitment to what he describes as an "aesthetic of ethics" (Udechukwu,
quoted in Okeke-Agulu, 2015).

From a postcolonial perspective, Udechukwu's work counters the Eurocentric models
imposed under colonial rule by reclaiming Igbo symbols as spaces of agency and cultural
continuity. Applying Homi Bhabha's (1994) concept of hybridity, his art demonstrates the
process of "interstitial creativity," whereby Uli is both a formal vocabulary and a platform
for critical engagement. His painting, Road to Abuja (1982), is a classic example, where Uli-
inspired forms are integrated with figures traversing a metaphoric political terrain,
providing commentary on corruption and the concentration of power in Nigeria
(National Museum of African Art, n.d.).
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Plate 5: Obiora Udechukwu. Road to Abuja, 1982, pen and ink on paper, 15.2x11.2 inches,
Source: Preorcjah Vol. 3(1), 2018 www.ezenwaohaetorc.org

From a visual semiotics standpoint, Udechukwu's paintings involve culturally specific
symbols - spirals denoting cycles of rebirth, fragmented lines connoting human
vulnerability, and the composition of elements implying communal conflict. Such
semiotic representations work within a model that assumes cultural knowledge, allowing
insightful viewers to decipher the complex significances. In line with Barthes's theory, his
works function at the level of connotative myth, making moral criticisms more
naturalizing through symbols grounded in cultural contexts (Barthes, 1977).
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In addition, Udechukwu's line work, which is intentional, calligraphic, and disciplined
incarnates what researchers label as "graphic orality," a method of transcribing Igbo oral
traditions into visual narrative (Odoh & Odoh, 2023). His education in Western art
schools and indigenous traditions establishes a dialogic visual system that critiques
neocolonialism and celebrates local epistemologies. Udechukwu's art is therefore more
than formalism; it presents a postcolonial ethics based on cultural specificity, spiritual
inheritance, and resistance aesthetics.

Plate 6: Obiora Udechukwu, Enter the chameleon, 1986. Etching. 13.3 x 10.6 inches
Source: https:/ /www.mutualart.com

Obiora Udechukwu's Enter the Chameleon (1986) is a densely symbolic etching that mirrors
the political fears and moral contradictions of postcolonial Nigeria. Udechukwu, a key
member of the Nsukka group, draws upon traditional Igbo aesthetics and philosophies
through the medium of a modern graphic vocabulary. The piece offers a contrast between
spirals, abstracted forms, and a striking image of a chameleon-like figure, calling up
themes of adaptability, disguise, and moral ambivalence.

In Igbo cosmology, the chameleon (ogwumagala) is an ambivalent creature admired for its
adaptability and patience, yet also viewed with suspicion for its colour changes and
deceptive immobility. Udechukwu's evocation of the chameleon taps into this
ambivalence. In Enter the Chameleon, the creature is a metaphor for those who change
stance according to convenience or power - characters who lack the moral decisiveness
and communal answerability much valued in Igbo ethics. The spirals and sinuous shapes
evoke uli and nsibidi traditions of symbolic expression. In Igbo visual culture, spirals tend
to connote continuity, transition, or passage between spiritual and material realms. They
may here indicate the perpetual turning of political cycles, with new regimes taking on the
hues of the former. The title and imagery invite a postcolonial interpretation of identity
and leadership. The "chameleon" is a metaphor for political opportunism, a
condemnation of leaders who camouflage themselves to accommodate changing post-
independence circumstances. In this context, the etching criticizes the cosmetic changes of
postcolonial elites who don nationalist discourse while maintaining colonial structures of
control and exclusion.
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The two panels in the painting may represent separate realities - the ordered, theatrical
front of government (left), contrasted with the chaotic, inseparable life of the populace
(right). The web-like, complex structure suggests a feeling of entrapment, perhaps
referring to the bureaucratic and economic systems that entangle the masses, while the
rulers easily switch their allegiance and identities.

Udechukwu's style is defined by a sophisticated use of line as language. In Enter the
Chameleon, the etched marks create layers of meaning through contrast and rhythm. On
theleftside, bold geometric patterns and concentric spirals suggest artificial structure and
control. On the right, the textures become chaotic and expressive, filled with tension,
fragmentation, and the ghostly trace of figures, possibly ordinary citizens caught in the
web of deceptive politics. The chameleon itself is not naturalistically rendered but is
instead conjured through suggestion, its presence indicated by form and position. Such
abstraction is consonant with the semiotic model of the signifier and signified - what is
seen (the lines, shapes, and composition) refers to something culturally and politically
readable: disguise, moral instability, and structural duplicity.

The composition's spatial split reflects binary oppositions: surface/depth,
order/disorder, appearance/reality. Udechukwu does not reconcile such tensions but
poses them as the lived contradiction of Nigeria's postcolonial situation. The work, Enter
the chameleon is a multi-layered visual poem about the morality of power, the volatility of
political identity, and the tenacity of indigenous consciousness. Using the symbolic
character of the chameleon, Udechukwu critiques not just the camouflage of leadership
but the peril of losing cultural moorings under the onslaught of colonial residue and
modern machinations. The etching appropriates Igbo symbolism as an instrument of
resistance and introspection, demonstrating that art could lay bare the unseen
determinants of collective consciousness.

Plate 7: Obiora Udechukwu, Mask X (2020), Pencil and ink on paper, 8.5 x 5.5 inches
Source: https:/ /www.artsy.net
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In Mask X, Udechukwu depicts the human face to its most symbolic features, using the
aesthetics of line and form to reflect on identity, memory, and visual language. The title
itself points to the tradition of masking in African cultures, specifically in Igbo society,
where the mask (mmuo) is not only a facial concealment but a sacred embodiment of
ancestral or spiritual presence. The Igbo mask is a threshold between man and spirit, the
seen and unseen. It habitually mediates among festivals, rituals, and judicial processes. In
Mask X, Udechukwu abstracts the mask form, evoking the cultural tradition while
departing from literal representation. The crosshatched dense crown, geometrically
designed eyes, and simplified facial structure suggest a masquerade figure (mmuo) but
onerendered into conceptual visual syntax. The symmetry and compositional balance are
consistent with traditional Igbo design sensibilities, in which order, harmony, and
rhythm govern visual expression. Reduction of detail suggests introspection or quiet
reverence - an image of contemplation and ancestral presence rather than spectacle.
Produced in 2020, Mask X may also be read as a reflective introspection of the postcolonial
fragmented self. The "X" in the title might refer to anonymity, erasure, or loss, common
tropes in postcolonial discourse, where identity is shaped from disrupted histories and
imposed narratives. In returning to the subject of the mask, Udechukwu heralds the
vibrancy of native knowledge systems against the cultural displacements of colonialism
and globalization. Counter to colonial anthropological practices that decontextualized
African masks as "primitive art," Mask X reclaims the mask as a philosophical object -
dense in layered meaning and memory. The portrait critiques Western conventions of
portraiture by withholding a human resemblance. Identity is instead established through
form, pattern, and suggestion more aligned with the way many African cultures
represent personhood symbolically, rather than mimetically.

Udechukwu's long practice with Uli and Nsibidi native writing traditions is evident in the
treatment of line in Mask X. The vertical scribble-like elements at the top can refer to hair,
crown, or thought suggesting life force or spiritual energy. The eyes, squares within
circles, appear coded, as if they hold hidden messages or world views. The abstraction
suggests a semiotic system whereby each form is a sign - communicating beyond
language. The upward strokes remind one of the forehead markings traditionally borne,
and the downward, moustache-like curves signify both masculinity and traditional
gender performance in masquerade. This minimalist syntax of form reduces the mask to
its raw visual language, emphasizing the dynamics of signifier and signified, at the center
of semiotic analysis. The mask becomes a depository of coded cultural memory, more
than an object of visual beauty.

Mask X by Obiora Udechukwu is a potent and subtle image, one thick with cultural,
philosophical, and visual significance. Through sparse but strategic marks, the artist
conjures the Igbo spiritual universe, critiques the legacy of colonial representation, and
constructs a modern visual lexicon predicated on indigenous semiotics. It is a work that
affirms that even in abstraction, African identity is not mute - through line, through form,
and through memory. By combining semiotic codes of Uli with postcolonial theory,
Udechukwu's work particularly from the 1980s and 1990s continues to disrupt
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mainstream discourses on modernism and the location of African visual traditions within
modern art. His practice is still at the forefront of discussions on decolonizing aesthetics,
especially in his attempts to relocate indigenous art from the status of primitivism to that
of philosophical and political modernism.

The comparative study of Chike Aniakor, Obiora Udechukwu, and Uche Okeke
demonstrates a common investment in representing Igbo cosmology and moral values
through modernist means. All three artists use indigenous symbols, particularly Uli and
Nsibidi as formal means and epistemic tools. Uche Okeke's reinterpretation of Uli in the
framework of Natural Synthesis highlights decolonial agency in reclaiming indigenous
aesthetics for modern expression. Obiora Udechukwu's line-based visual rhetoric
integrates Uli and Nsibidi to create a graphic script of social justice, whereas Chike
Aniakor connects Igbo historical memory and myth with modern visual vocabulary to
stress continuity and moral introspection. Throughout these practices runs a consistent
thread: the utilization of semiotic systems grounded in Igbo culture to interrogate
postcolonial identity, history, and nationhood.

Re-evaluation of Igbo Cultural values in painting

The artists illustrate that the Igbo cultural values are not static traditions but dynamic
systems that are responsive to the challenges of the times. Their works are more than
nostalgic representations but critical re-evaluations of contemporary Nigerian society
through visual signifiers. This re-evaluation stresses that Igbo visual culture, when
viewed under modernist paradigms, can be a vehicle for sociopolitical commentary and
cultural negotiation.

Implications for Modern Artin Africaand Globally

The findings of this study have important implications for African and international
contemporary art. In the first instance, they challenge the prevalence of Eurocentric
theory in art history by foregrounding African epistemologies as legitimate foundations
for both modern and postmodern aesthetic production. These artists depict a distinctly
Nigerian modernism that does not copy Western models and instead asserts its own
intellectual and visual sovereignty. Their approach also adds nuances to the binary of
tradition and modernity by showing how indigenous artistic traditions can evolve and
maintain currency in current debate. Internationally, their works are part of wider
decolonial movements in art, in which marginalized visual languages are recovered and
recoded as spaces of resistance and renewal. The semiotic complexity of Uli and Nsibidi, as
activated by these artists, has shaped exhibitions, scholarly debate, and transnational
conversations on African contemporary art. This reaffirms the significance of culturally
embedded practices in forging global modernisms from the Global South.

Conclusion

This study investigated how Igbo cultural values informed the aesthetics, themes, and
ideological foundations of modern Nigerian painting, taking its cue from the works of
Uche Okeke, Obiora Udechukwu, and Chike Aniakor. By reconciling postcolonial theory
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with visual semiotics, the examination revealed how these artists use indigenous motifs,
specifically Uli and Nsibidi, as formal devices and symbolic vocabularies for conveying
spiritual, historical, and sociopolitical narratives. Their works are not only acting of
artistic expression but also intellectual and cultural interventions that reclaim African
identity within and beyond the canvas.

The paper contributes significantly to the discourse on African modernism by
demonstrating that Igbo visual culture is not a relic of the past but a living epistemology
actively shaping global contemporary art. It highlights how these artists challenge
colonial visual paradigms and articulate a decolonial aesthetic rooted in indigenous
knowledge systems. This engagement deepens scholarly understanding of how local
cultural frameworks can serve as viable foundations for modern and contemporary
artistic innovation. However, the study is not without limitations. The research focused
on a select group of male artists, potentially overlooking the contributions of female
painters and other Igbo creatives who may also integrate cultural values in unique ways.
Additionally, while the study draws from both primary and secondary sources, limited
access to certain archival materials and exhibition records constrained the scope of
empirical validation.

Future research should expand the demographic and generational range of artists
considered, including women and emerging practitioners who reinterpret Igbo aesthetics
in digital or global contexts. Comparative studies across ethnic groups in Nigeria or even
within broader West African traditions could further illuminate the intersections of
culture, identity, and visual expression in postcolonial art. Longitudinal studies on
audience reception and curatorial practices would also enhance understanding of how
Igbo-influenced art circulates and is interpreted across global art markets and
institutions.

In sum, the study affirms that Igbo cultural values remain a powerful source of creative

energy, critical commentary, and cultural memory in contemporary Nigerian
painting — deepening the discourse on African art's role in decolonial futures.

WSRETH | page 192



References
Aniakor, C. C. (1982). Uli Art and the Aesthetics of Igbo culture, African Arts, 15(2), 62-69.
https://doi.org/10.2307 /3336242

Aniakor, C. C. (1993). Descent of the Falcon [Line etching on paper, 27 % 19 inches]. Project
MUSE. Retrieved July 29, 2025, from https:/ /muse.jhu.edu

Aniakor, C. C. (1996). The Allegory of Power [Watercolour and ink on paper, 61 x 45.7 cm /24 %
18 inches], Archive Interventions. Retrieved July 29, 2025, from
https:/ /archiveinterventions.wordpress.com

Barthes, R. (1977). Image, music, text (S. Heath, Trans.), Fontana Press.

Bhabha, H. K. (1994). The location of culture, Routledge.

Fanon, F. (1963). The wretched of the Earth (C. Farrington, Trans.). Grove Press.

Humanities LibreTexts. (2025). Nigeria: Uche Okeke. in Smart history of Art, Retrieved July
24, 2025, from https://human.libretexts.org/Bookshelves/Art/
SmartHistory_of_Art_2e/SmartHistory_of_Art_IXb__Modernism_19451980/6.
02%3A_Nigeria_Uche_Okeke

National Museum of African Art. (n.d.). The poetics of line: Seven artists of the Nsukka group,
Retrieved July 24, 2025, from https://africa.si.edu/exhibits/obiora.htm

Nwoye, M. A. (2017). An African indigenous Knowledge System (AIKS): Implications for
the curriculum, SAGE Open, 7(1), 1-12. https://doi.org/10.1177/
2158244017697161

Odoh, N. S., & Odoh, G. C. (2023). Beyond the frontiers of the homeland: Obiora
Udechukwu's diaspora art, 1997-2010, Sprin Journal of Arts, Humanities and Social
Sciences, 2(3),35-50. https:/ / doi.org/10.55559 / sjahss.v2i03.94

Ogbechie, S. O. (2019). Making history: African collectors and the canon of African art,
African Arts, 52(1),1-12. https:/ /doi.org/10.1162/afar_a_00403

Oguibe, O. (2004). The culture game, University of Minnesota Press.
Oguibe, O. (2015). The culture game, University of Minnesota Press.

Okeke, U. (1961). Ana Mmuo [oil onboard, 36.2 x 47.9 inches], National Museum of African
Art. Retrieved July 29,2025, from https:/ /africa.si.edu

WSRETH | page 193



Okeke, U. (1962). Punishment, Owls and Five Heads [Ink on paper, 7.5 x 5.5 inches]. Artres.
Retrieved July 29,2025, from https:/ /www.artres.com

Okeke, U. (2016). Uche Okeke (1933-2016). In M. Rice (Ed.), The Routledge Encyclopedia of
Modernism. Routledge. Retrieved July 24, 2025, from
https:/ /www.rem.routledge.com/articles/ okeke-uche-1933

Okeke-Agulu, C. (2015). Postcolonial modernism: art and decolonization in twentieth century
Nigeria. Duke University Press.

Okeke-Agulu, C. (2015). Postcolonial modernism: Art and decolonization in twentieth-century
Nigeria. Duke University Press.

Smarthistory. (2025). Uche Okeke and the visual recovery of African heritage, Smarthistory.
Retrieved July 24,2025, from https:/ /smarthistory.org/uche-okeke-3/

Smithsonian National Museum of African Art. (1997). The poetics of line: Seven artists of the
Nsukka group [Exhibition catalogs and collection records].

Smithsonian National Museum of African Art. (n.d.). The legacy of Uche Okeke, Retrieved
July 24, 2025, from https://africa.si.edu/exhibits/uche.htm

ThisDayLive. (2024, October 27). An artist and his unsung legacy. ThisDay. Retrieved July 24,
2025, from https://www.thisdaylive.com/2024/10/27/an-artist-and-his-
unsung-legacy/

Udechukwu, O. (1982). Road to Abuja [Pen and ink on paper, 15.2 x 11.2 inches], Preorcjah,
3(1). Retrieved July 29,2025, from https:/ / www.ezenwaohaetorc.org

Udechukwu, O. (1986). Enter the chameleon [Etching, 13.3 x 10.6 inches] mutual art,
Retrieved July 29, 2025, from https:/ /www.mutualart.com

Udechukwu, O. (2020). Mask X [Pencil and ink on paper, 8.5 x 5.5 inches]. Artsy, Retrieved
July 29,2025, from https:/ /www.artsy.net

Ugwu, N. A. (2019). Uli art and the ideology of cultural nationalism in modern Nigerian
painting. African Journal of Fine and Applied Arts (AJOFAA), 6(1), 14-26. Retrieved
July 24, 2025, from https://www.nigerianjournalsonline.com/index.php/
ajofaa/article/view /1118

WSRETH | page 194



	Page 184
	Page 185
	Page 186
	Page 187
	Page 188
	Page 189
	Page 190
	Page 191
	Page 192
	Page 193
	Page 194
	Page 195
	Page 196
	Page 197
	Page 198

