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Abstract

his paper examines how Igbo cultural values remain relevant today.

These values are the source of beauty and concepts in contemporary

Nigerian sculpture. Based on traditional beliefs, communal perspectives,
and symbolic action, Igbo culture informs the practice of many Nigerian
sculptors today. Through employing the rich imagery and profound meaning of
the Igbo, such as ancestor homage, sacred symbols, and masquerade practice,
artists keep their culture alive while simultaneously addressing the future and
communicating their identity. Methodologically, this study adopts a qualitative
approach, employing visual analysis of selected artworks, in-depth interviews
with practicing sculptors, and critical reviews of seminal writings on Igbo art and
aesthetics. These methods provide both empirical and theoretical insights into
the processes by which artists reinterpret traditional values in contemporary
contexts. Rather than losing their connection because of globalization and
Western art influences, Igbo knowledge is being remoulded to address current
challenges such as decolonization, culture preservation, and the environment.
The research demonstrates how sculptors employ Igbo values not merely for
aesthetics but also as significant tools to reclaim local knowledge. These values
serve as a living archive that assists artists in balancing contemporary ideas with
tradition, individual ingenuity with collective memory. Ultimately, this paper
argues that Igbo cultural heritage remains a potent source of inspiration and
resistance, sustaining a form of sculpture that is both locally relevant and
significant globally.
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Background to the Study

Contemporary sculpture in Nigeria has developed significantly in the last few decades. This
development has been caused by both the global modernist movement and indigenous cultural
knowledge. Under this new circumstance, Igbo cultural values are still relevant to art. Despite
the advancement of technology, Nigerian art has been affected by global art markets and
Western education systems. Nonetheless, most contemporary sculptors continue to identify
with traditional materials, visual idioms, and beliefs. The Igbo worldview is not only a
historical or folklore resource; it is a living and dynamic reservoir of artistic and philosophical
inspiration (Okeke-Agulu, 2015). The Igbo are one of the largest ethnic groups in Nigeria and
possess a rich cultural heritage that intertwines the material and spiritual realms of existence.
Concepts such as chi (individual destiny), ndu (life force), mma (beauty), and odu (symbolic
essence) continue to influence not just religious and social life but also artistic production
(Nzegwu, 2016). Previously, in precolonial and colonial periods, Igbo sculpture was frequently
associated with ritual, ancestor worship, masquerade performance, fertility, and social status
(Cole & Aniakor, 1984; Nwoko, 2018). Although such functions remain significant,
contemporary sculptors have started reinterpreting and transforming these concepts to engage
with contemporary concerns such as postcolonial identity, globalization, and
environmentalism. This shift in traditional Igbo art styles and concepts within contemporary
sculpture demonstrates a broader pattern in African modernism. In this case, artists emphasize
local knowledge as being significant to contemporary art (Kasfir & Forster, 2013) (Plate 1). In
Nigeria, this emphasis on the recovery of culture is particularly crucial due to the nation's
colonial past, which derogated African knowledge and art. In response, most of the artists
post-independence (particularly from the 1990s onwards) have sought ways to reclaim local art
styles in their work to construct both artistic autonomy and preserve their culture (Ogbechie,
2020) plate 2.

This study investigates the active presence of Igbo cultural values, which are not only preserved
but are consciously worked with in the arena of contemporary Nigerian sculpture, both as an
aesthetic practice and as a philosophical grounding. Using field interviews with practicing
Nigerian sculptors (like the researcher), and a visual analysis of a corpus of chosen sculptural
pieces, this research investigates how aspects such as ancestral veneration, symbolic binarism,
and sacred geometry are re-mapped in contemporary sculptural discourses. For example, the
use of local materials, such as wood, clay, raffia, and bronze, is more than a nod to tradition; it
is rather an eco-political and decolonial statement that contests Western art medium and
method dominance (Okonkwo, 2021).

Plate 1: Njoku K.I. ADAEZE, Bronze, njk 2010, 5x13x20
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Plate 2: Njoku K.I. Royal kiss, Bronze, njk 2023, 20x13x11

Plate 3: Njoku K.I., Ala, Bronze, njk2010, 5X24X24
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Plate 4: Njoku K.I., Udemba, Bronze, njk2008,18x24x16

One of such models is the philosophical concept of Uche (conscious thought or intention),
which highlights intellectual depth in traditional Igbo artistic processes. Artists like Ndidi Dike
has invoked these ideals (expressly or implicitly) in works covering subject matter related to
political corruption, environmental degradation, and cultural dislocation and yet remain
rooted in indigenous epistemologies (Onyema, 2019). These artists show that Igbo ideals are
not merely surviving but also susceptible to application in contemporary circumstances
without diminishing their inherent meaning. Furthermore, the performative dimension of
Igbo art expressed in masquerade festivals, ritual processions, and oral narratives, aligns with
sculptural installations that invoke collective memory and history. Contemporary sculptural
practices tend to combine static objects with performance, reviving the ancient functions of art
as a bridge between disparate spaces, times, and spiritual realms (Okeke-Agulu, 2021). This
continued alignment contradicts the prevalent understanding of tradition and modernity as
binary concepts, proposing a sophisticated style characterized by continuity and change.

This study is concerned with the foundational concepts of Igbo culture. It contributes to
broader debates on decolonizing African art history, going beyond Euro-American art forms.
It also aligns with ongoing research that emphasizes the imperative to "think from the South"
and appreciate African knowledge and innovative modes (Mbembe, 2017; Chimakonam,
2019). The aim is not to romanticize tradition but to see how it continues to be relevant to
contemporary art and meanings. In summation, the intersection of sculpture and Igbo cultural
values presents a significant case study on the ways in which African traditional knowledge
informs contemporary African art. Far from being obsolete ideas, these values are being
reimagined by Nigerian sculptors who are searching for their identity, resisting erasure, and
envisioning new futures drawing on ancestral knowledge. This study seeks to demonstrate that
Igbo aesthetic philosophy is not merely applicable to Nigeria's contemporary art but is in fact at
the core of its future creativity.
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Literature Review

Scholars now bear witness to the deep incorporation of African traditional values in modern
artistic production, not as decorative tropes but as constitutive conceptual models. As Chika
Okeke-Agulu (2015) argues, postcolonial Nigerian artists actively enlist their cultural heritage
not only as theme but as intellectual scaffolding for modern production (Okeke Agulu, 2015).
This is particularly the case for sculptors of Igbo heritage, who tap into robust philosophical
traditions that breathe meaning into form. Current scholarship highlights the notion of
"heritage modernism," whereby artists knowingly take up indigenous epistemologies and
aesthetic frameworks to offset the homogenizing tendencies of globalization (Adeyemi, 2019).
In these contexts, Igbo cultural principles are not merely consigned to nostalgia; rather, they
are actively reinterpreted in artworks that address themes of identity, memory, and
imagination. This perspective is commensurate with the general African decolonial art
discourse, which demands the recuperation of indigenous perspectives within contemporary
artistic practice. In particular, the aesthetics of Igbo culture, chi (spiritual destiny), ndichie
(ancestors), and uli motifs perpetually influence the form, texture, and symbolism of sculpture
(Enwezor, 2021; Okonkwo, 2021). The renaissance of uli, Plate (5 and 6); a once decorative art
on the body and murals, is now employed by contemporary artists as a graphic language that
signifies abstraction and cultural identity (Aniakor, 2020). For the Nsukka School, Uche
Okeke's "Natural Synthesis" theory has developed into new visual syntaxes mediating between
art education under colonial rule and indigenous aesthetic principles (Ogbechie, 2020).

Plate 5: Igbo Uli Body Art: Aestheticsand  Plate 6: Igbo Uli Body Art:

Symbolism. Source: https://rexclarkeadventures.com
Source: https://rexclarkeadventures.com  /igbo-uli-body-art-aesthetics-and-
/igbo-uli-body-art-aesthetics-and-  symbolism/

symbolism/
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Ndidi Dike's artistic methods have been of academic interest due to the fact that they bring
together Igbo cultural values and experimental mixed-media practices. Dike's installations, as
exemplified in Waka into Bondage: The Last % Mile (plate 7) use Igbo cosmological materials
in both thematic and material ways to integrate ancestral themes with critiques of colonial
trade routes (Nwakunor, 2021; Wikipedia, 2025). Through her work, one can see the
continuity of ritualistic and spiritual forms as they are reenergized in present contexts.

Plate 7: Waka-into-Bondage: The last % mile. Ndidi Dike presents the second part of
Democrazy, the inaugural curatorial project of the Centre for Contemporary Art, Lagos.
Source: https://ccalagos.org/waka-into-bondage/

Likewise, artists such as Chike Aniakor, Njoku Kenneth, and Eva Obodo explore Igbo
cosmological themes and uli-derived linear patterns in visual practice (Plate 8-11) Aniakor's
reconfiguration of uli is concerned with cosmic interconnectedness and communal rhythms
(Aniakor, 2020). Obodo, a product of Nsukka, integrates uli-inspired linework with
postcolonial existential imagery, preserving the graphic energy and cultural signification of
her Igbo heritage. People often talk about the importance of materials in Nigerian sculpture,
especially when it comes to El Anatsui. He creatively uses old metal, (Plate 12-15) which
connects well with Igbo ideas about renewal and working together. Even though Anatsui was
bornin Ghana, he has along relationship with Nsukka community.
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Pate 8: Chike Aniakor | The Rhythms of Organic Life (2018)
Source: https://www.artsy.net/artwork/ chike-aniakor-the-rhythms-of-organic-life

Plate 9: Chike Aniakor, Untitled, c. 1988, Pastel on paper, 24 X 36 in | 61 X 91.5 cm,
Source: https://www.artsy.net/artwork/chike-aniakor-untitled

Plate 10: Eva Obodo Nigeria, b. 1963, Every Face is Facing Something, 2020, Charcoal,
metal, acrylic 37 1/8 x 86 5/8 x 31 1/2 in .94 x 220 x 80 cm

Source: https://ko-artspace.com/exhibitions/13/works/artworks-255-eva-obodo-behind-
closed-door-2020/
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Plate 11: Eva Obodo , Behind Closed Door, 2020, Jute, cloth, thread 64 1/8 x 68 7/8'
Source: https://ko-artspace.com/exhibitions/13/works/artworks-255-eva-obodo-behind-
closeddoor-2020/

Plate 12: El Anatsui, (ND)
Source: https://www.thisiscolossal.com/2022/03/el-anatsui-reinvention-sculpture/
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Plate 13: El Anatsui, (ND)
Source: https://www.thisiscolossal.com/2022/03/el-anatsui-reinvention-sculpture/

Plate 14: El Anatsui, (ND)
Source: https://www.thisiscolossal.com/2022/03/el-anatsui-reinvention-sculpture/

His style of working, gathering materials as a group, recycling them, and creating symbolic
art, matches Igbo beliefs about transformation and teamwork (The New Yorker, 2021). There
is a developing literature that explores the embodied tension between the pressures of the
globalized art market and the local epistemic value system. Artists working within this tension
explicitly draw upon Igbo cultural resources in protest against cultural erasure, presenting
their practice as at once aesthetically innovative and socially engaged (Mbembe, 2017;
Chimakonam, 2019). This re-centring is necessary to decolonize African art discourse and
reframe artistic genres such as sculpture within Afro-centric intellectual histories.
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Major Thematic Revelations of the Literature Review

i. The move from using symbols to including cultural values in art is not just about
taking Igbo designs but changing them into ideas about beauty (Adeyemi, 2019;
Ogbechie, 2020).

ii. The use of material culture (wood, clay, metal, textile) abstracted by local schematic
logic, which creates form with both formal innovation and cultural continuity
(Okonkwo, 2021).

iii. A broader field called Igbo aesthetic studies embracing diaspora voices, feminist
imperatives, and artistic agency critiques (Nwakunor, 2025; Aniakor, 2020).
Although significant art history as demonstrated in Ben Enwonwu's Anyanwu has a
powerful impact on Igbo art (Enwonwu, 1956; Art X Lagos, 2018), recent scholarship
has been concentrating more since 2015 on contemporary art that transforms these
influences in active, community-oriented manners.

This way, the literature attests that Igbo cultural values persist not only as motifs but as living
aesthetic and philosophical traditions. Contemporary Nigerian sculptors use them to build an
art that is locally rooted but globally involved, expressive yet epistemic, with both memorial
and manifesto in its forms. This review lays the foundation for case-study analysis of
particular artists whose work actively instantiates this ethos, demonstrating how Igbo values
are at the core of the future of Nigerian sculpture.

Methodology

This research followed a qualitative method with three significant strategies: visual analysis,
semi-structured interviews, and literature review. A few modern Nigerian Igbo artists'
sculptures were picked and analysed for further cultural symbolism and aesthetics strategies.
Interviews were conducted with artists, curators, and art historians who have engaged with
Igbo traditions. The literature review depends on academic journals, exhibition catalogues,
and books in African art and philosophy. Artworks were selected based on their explicit
treatment of such Igbo themes as ancestor worship, religious dualism, and the use of
indigenous materials. Data collected were thematically analysed to identify the dominant
values, beliefs, and artistic innovations extrapolated from Igbo cultural structures.

The Position of Igbo Values in Modern Sculpture: Respect for Ancestors and Significant
Spirituality

The sculpture traditions of the Igbo people are based on a belief system where the visible
world is closely linked to unseen spiritual forces. A key part of this belief system is a detailed
way of honouring ancestors, following rituals, and using named sacred objects (like the Ofo
and Ikenga) that help keep social memory, ethical behaviour, and shared identity alive. Today,
Igbo artists and those influenced by Igbo culture, who work with materials like wood, bronze,
and mixed media, still bring these values into their modern art. Instead of just being historical
references or pretty designs, ideas of respect for ancestors and spirituality serve as important
ideas that influence how artists make choices about style, materials, and how they show their
sculptures (Isianietal., 2021).
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In Igbo thought, respecting ancestors is more than just remembering them; it is an important
moral and social rule that affects people's lives. Ancestors are seen as helpers of moral order
who can either bless or punish the living. Remembering them supports family ties, ownership
of land, and the right to hold political or religious positions. Objects like figures, staffs, and
altarpieces are made to connect with them. Traditional ancestor figures, such as standing
figures, guardian spirits, carved heads, and shrines, do not only show the dead; they are seen as
sources of power and family strength. These figures are cared for and sometimes refreshed
with offerings and spoken words (Encyclopaedia Britannica, n.d.). Modern artists who focus
on ancestor themes often change these roles: they create artworks that aim to hold, remember,
or question the presence of ancestors in cities, among diaspora, or in museums, thus keeping
the bond between ancestors and the living strong even as society changes.

The Ikenga and Ofo, two iconic categories of Igbo material culture, exemplify how spiritual
values are embedded in sculptural form and social practice. Ikenga, typically a carved figure
associated with personal achievement, agency, and destiny, functions as a site for praise, vow-
making, and gratitude;( plate 15). Ofo, a symbol of truth, justice, and ancestral authority, is
used in adjudication and ritual affirmation. Museum collections such as the British Museum
(n.d.-a, n.d.-b), the Metropolitan Museum of Art (n.d.), and the Brooklyn Museum (n.d.-a,
n.d.-b) hold important examples of Ikenga figures that highlight the continuity of this
sculptural form across time and space. Similarly, Ofo staffs preserved at the British Museum
(n.d.-c, n.d.-d) show how authority, spirituality, and justice were materially embodied and
ritually enacted in Igbo life. Scholarship demonstrates that contemporary articulations of
these objects, both in direct preservation and in aesthetic reinvention, mediate tensions
between tradition and modernity: they respond to missionary discourses that once labelled
such items “fetish,” negotiating revalorization inside museums, galleries, and academic
discourse (Isiani et al., 2021). Modern sculptors therefore do not simply copy form; they
reinterpret the ontology of these objects to ask what ancestral authority means under
urbanization, Christianization, or global circulation.

Plate 15: Figure (ikenga), first half of the 20th century. Artist: unrecorded, Igbo 2010-129
Source: https://artmuseum.princeton.edu/art/collections/objects/60129

IJSRESSD | page 56



Today's Igbo sculptors tend to honour their ancestors more through ideas instead of exactly
replicating the rites and rituals. This is done in a number of ways: (a) through the use of
traditional woods, bronze motifs, or incorporating ritual objects (such as charms and beads)
into contemporary pieces; (b) producing artworks that are to be utilized within ceremonies,
during parades, or public memorials instead of merely being placed on a wall; and (c)
producing pieces combining family belongings, photographs, or museum casts to
communicate their family histories. These ways preserve the significant concepts of
respecting ancestors, passing things between generations, and remembering, while the forms
of adoration evolve (Smithsonian National Museum of African Art, n.d.).

The link between Igbo spirituality and contemporary art is complicated: contemporary
sculpture sometimes criticizes instead of merely inherits from the past. Sculptors commonly
engage with ways in which colonialism, Christianity, and contemporary capitalist culture
altered or destroyed traditional structures. Some pieces reveal shrine destruction, lost ritual
locations, or commercialization of things considered sacred to emphasize social problems.
Meanwhile, artists sometimes reinforce traditional sentiments as alternative forms of
knowledge and being that challenge commercialism. In these pieces, reverence for ancestors is
found anew as a resource for moral critique and collective cure, rather than romanticized
nostalgia for the past. Contemporary exhibitions and curational enterprises, such as Striking
Iron: The Art of African Blacksmiths at the Fowler Museum (2018) and companion
catalogues (Roberts et al., 2018), reveal these struggles and invite viewers to realize the
contemporaneity of traditional forms both within and outside the museum (Okeke-Agulu,
2022).

Atthe material level, calling on ancestors often influences choices in media and process. Some
woods or metals have special ritual value; choosing them shows a connection to family
traditions. Similarly, carving, casting, or putting things together can be seen as a form of ritual:
the way things are made feels like a ceremony; tools and cuts become part of remembering.
Modern artists sometimes mix traditional materials with industrial ones (like steel, plastics,
and found objects) to create conversations between old and new ideas. By putting ancestral
“charge” into new materials, these artists show that spirituality is not linked to just one
medium but can be expressed and revived through different materials, sizes, and ways of
looking (Isiani et al., 2021; Nwanchor, 2021).

Presenting and exhibiting pieces which are connected with ancestor spirituality pose ethical
and legal issues. Should the ancestor pieces be sold, collected, or taken away from museums,
their value and meaning change. There have been suggestions from scholars and from artists
that communities should take responsibility for the pieces, realize their origins, and in certain
instances, return them to their original spots so as to revitalize ethical relationships afresh.
Modern sculptors systematically collaborate with elders, priests, or community leaders so
pieces publicly exhibited do so with permission and through observance of the correct rituals.
This care over history, caretaking, and rituals offers an overriding shift to reclaim Igbo
principles: honour to ancestors demands responsibility over the ways their images and powers
are applied in public arenas (British Museum, n.d.-c, n.d.-d).
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Finally, the places where many modern Igbo artists work, which are often far from their
homeland, make ancestral practices more complex but also richer. In cities away from Igbo
land, sculpture can be a way to remember culture and share experiences between generations:
second-generation artists might change traditional designs to express feelings about being
displaced, facing racism, or having mixed identities. A key example is Ben Enwonwu's
Anyanwu (1954-1956), a large bronze statue that represents spiritual awakening and national
renewal. The original piece outside the Nigerian National Museum in Lagos and the life-size
copy given to the United Nations in 1966 show how traditional values can be brought back to
life in today's political and global settings. Museums and galleries in other countries that show
works with ancestral links have a duty to present them carefully; they should explain their
meaning and cultural background instead of just calling them "primitive." By doing this and
by artists redefining their work, respect for ancestors in modern sculpture can create a space
for conversation: between local traditions and global viewers, and between remembering the
pastand creating new ideas.

In short, respect for ancestors and strong spirituality continue to be core to the place of Igbo
values in contemporary sculpture. Far from being fossilized survivals, ancestor issues function
as active conceptual materials shaping form, materiality, use, and morality in contemporary
work. Modern sculpture makes evident several forms of engagement like, preservation,
reinterpretation, critique, and translation, which collectively prove the endurance of Igbo
cosmologies amidst social change. As artist, curator, and scholar negotiate how the values are
portrayed and given respect in public spheres, the field of sculpture will continue to function as
an important area of thought about memory, authority, and the lived afterlife of cultural value.
Ancestor veneration is a pervasive theme in contemporary Nigerian sculpture, drawing from
the Igbo practice of ndi ichie, venerated elders and ancestors whose presence informs
communal memory and moral order. Contemporary sculptors abstract ancestral forms, using
elongated shapes or stylized masks that invoke shrine carvings and masquerade performance
conventions (Ndegwa, 2017). In venerating ndi ichie, artists solidify lineage-based identity,
siting their creative practice within spiritual cosmology and ancestral knowledge.

Materiality and Indigenous Approaches

Contemporary sculptors like Nnenna Okore engage heavily with local materials and
indigenous craft traditions, like wood, clay, raffia, and bronze, thereby emphasizing cultural
authenticity and haptic experience (Okonkwo, 2021). Nnenna Okore's fibre installations,
which are made from biodegradable materials and coloured through natural processes,
resonate with Igbo shrine architecture and textile arts' organic tactility. Her piece Birth Rebirth
(2016) utilized raffia and plant material to symbolize cyclical life and ancestral presence,
thereby connecting rural craftsmanship with contemporary installation art.
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Plate 16: Nnenna Okore, Old Birth, 2016, Oil pastel on handmade paper, 60 x 74 cm,
Source: https://thewheatbakerlagos.com/art-collections/old-birth-2016-by-nnenna-okore/

Ritual Function and Communal Identity

Most contemporary pieces concentrate on Igbo rituals while altering their social significance.
Sculptor Obiora Anidi redesigns the traditional Ikenga shrine figure (typically a wood carving
for personal achievement and spiritual strength) into multimedia triptychs that interrogate
masculinity, contemporary dreams, and common aspirations (Anidi, 2020). By transforming
this ancestral icon, Anidi reconfigures community identity through a feminist or post-gender
stance, demonstrating how traditional forms can be remade to engage with current discourse
on power and identity (Plate 17). The ritual objects are rendered as memory devices, tactile
prompts that invite community contemplation and cultural per durability.

Plate 17: Obiora Anidi, ELEGANZA AFRICANA, 1996, Concrete and metal Sculpture
117 cm. (46 in.)
Source: https://wwwmutualart.com/Artwork/ ELEGANZA-AFRICANA/DCB5E93D90DF2A0C
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Cosmology and Dualism

The Igbo philosophical system emphasizes the relationship between uwa (physical) and
mmuo (spiritual). This dualism is evident in sculptures that deconstruct the divisions between
the physical and spiritual. Some sculptors use mixed human-animal forms to depict spiritual
beings in Igbo society, implying a transitional stage and elevated being (Aniakor, 2020). In the
sculpture Threshold Spirits, hybrid creatures composed of bronze and raffia depict significant
crossings, symbolizing the in-between space between life and death, and the real and unreal.
This application of dualism positions sculpture as a site for spiritual encounter, bridging
contemporary art to Igbo beliefs and practices while also engaging with universal concerns
over in-between spaces.

Effects on Nigerian Art and Cultural Identity

The application of Igbo cultural concepts in sculpture today is significant for Nigerian art and
national identity. Firstly, it indicates that local knowledge is legitimate and worthwhile for
contemporary art. By regarding traditional practices as evolving instead of static elements of
the past, these artists challenge colonial perspectives that prefer Western modes of art and
affirm that African approaches can also fuel inventiveness. Secondly, reengagement with Igbo
values promotes cultural agency for the artists. Locating artistic practice in local cultural
systems enables practitioners to control their representational narratives, making identity
claims on their own terms. It is in tandem with broader African modernities discourses
imagining modernism not as European form imitation but as grounded, complex, and layered
(Adeyemi, 2019). Nigerian sculptors then are cultural activists, recuperating forms, symbols,
and philosophies to speak to contemporary sociopolitical realities. Finally, the fusion of local
tradition and global artistic discourses appeals to an international audience increasingly
attuned to authenticity and cultural specificity. Nigerian sculpture based on Igbo
epistemologies thus exists simultaneously as both a national cultural heritage and a global
interlocutor, opening broader audiences to discussions on tradition, identity, memory, and
innovation. Exhibitions of such works at international biennales, museums, and digital
platforms expand the audience of African philosophical aesthetics, re-positioning Igbo values
within a global art history.

Conclusion

The Igbo cultural values are a constitutive influence in the contemporary situation of Nigerian
sculpture. Rooted in centuries of local knowledge systems, these values provide sculptors with
both aesthetic inspiration and deep philosophical and conceptual underpinnings. Through
ancestral symbolism, ritual processes, local materials, and metaphysical oppositions, artists
conduct a visual discourse that brings the spiritual into alignment with the material, the
historical into dialogue with the modern. Their works demonstrate an active tension between
innovation and tradition, illustrating the continued relevance of Igbo epistemologies to
addressing current artistic and social conditions.

Contemporary sculptors do not simply copy traditional forms but rather reinterpret and

recontextualize in response to global processes, technological change, and changing cultural
identities. In doing so, they create a contemporary African artistic voice that is rooted in local
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traditions but not bound by them. This line of thought confronts the lingering colonial-era
mentality that dichotomizes tradition and modernity, placing indigenous knowledge as a
legitimate basis for artistic inquiry and cultural critique today. The statement concludes by
asserting that the future of Nigerian sculpture lies not in the rejection of the past but in its
creative confrontation. Igbo cultural values such as ancestor respect, communal identity,
spiritual beliefs, and material special meanings are not obsolete. Rather, they are integral to
the formulation of new visual vocabularies that address both local and global audiences. As
Nigerian sculptors navigate the traumas of postcolonial identity, urbanization, and global
interconnectedness, Igbo cultural concepts will continue to be vital tools for grounding their
practice, enriching national patrimony, and contributing to broader discourses in
contemporary art.
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