
CCA,Lagos / Newsletter issue No.9 / May - August 2010  1

1Our programming continues with an em-
phasis on Art, Fashion and Identity. Over 
the past decade, the fashion industry in 
Nigeria has witnessed a renaissance, 
which is catapulting local designers 
such as the Zizi Cardow, Tiffany Amber, 
Ituen Basi and Deola Sagoe onto the 
national, continental and international 
scene. Their innovative use of local tex-
tiles and fabrics such as Aso-Oke, Adire 
and Ankara mixed with chiffon, silk, taf-
feta and velvet to create unique designs 
attests to a new confidence within the 
society. This re-interpretation of one’s 
place and sense of being is no more 
apparent than the way in which the An-
kara fabric—traditionally considered the 
‘people’s cloth’—has been appropriated 
and turned into high society’s fabric of 
preference. The impact on artistic cre-
ativity has also seen the well defined 
boundaries between visual art and fash-
ion being blurred through collaborations 
such as the recent exhibition between 
Tiffany Amber, whose recent sumptuous 
collection was inspired by the work of 

one Nigerian’s most established paint-
ers, Kolade Oshinowo.

Within this context CCA,Lagos is proud 
to present the solo exhibition of New 
York-based Turkish artist Pinar Yolaçan 
from her critically acclaimed series 
Maria—a collection of stunning life-sized 
portrait photographs of African-Brazilian 
women. Yolaçan will spend 10 days in 
Lagos taking part in panel discussions, 
conducting workshops and engaging 
with our dynamic city. Following on from 
the Maria series, CCA,Lagos is excited to 
present the group exhibition Prêt-à-Part-
ager in collaboration with the organis-
ers, Institut für Auslandsbeziehungen 
(IFA). This also presents an opportunity 
to partner once again with the Yaba Col-
lege of Art and Technology, one of Nige-
ria’s leading Fine Art departments. This 
project also gives way to new collabora-
tions with the Goethe Institute, Lagos 
and the African Arts Foundation. Prêt-
à-Partager is a transnational dialogue 
on Art, Fashion and Sports in Africa and 

its Diaspora. The works, by over fifteen 
artists from Germany and across Africa, 
take the varied meanings and possi-
bilities of clothing and fashion as de-
termined by society and individuals and 
explores them in a myriad of ways that 
go beyond their function as consumer 
goods or economic factors.  Most of 
the artists, which include Zohra Opoku, 
Ule Barcelos, Athi-Patra Ruga and Philip 
Metz, are presenting their work to a La-
gos audience for the first time. 

Elaborating our focus on Art, Fashion 
and Identity, we are excited to feature 
collaborative projects by the artist-pho-
tographer Folarin Shasanya (who recent-
ly participated in our art photography 
residency programme) and emerging de-
signer Maki Oh. Also, in this edition we 
have dedicated our Portfolio section to 
the work of Okhai Ojeikere, whose prac-
tice foregrounds Nigerian fashion of the 
50s and 60s. His work is accompanied 
by an insightful text by the photographer 
and historian Tam Fiofori.
In July we are happy to welcome back 
Hansi Momodu (now on the MA curating 
course at the Royal College of Art, Lon-
don) who will present the final part of 
her participation in the Goethe Institute, 
Munich, Advance Cultural Management 
Programme with a project with IRWIN in 
collaboration with new media curator/
specialist Inke Arns. We look forward 
to the one week programme around IR-
WIN’s NSK Passport project and the de-
bates it will raise within a Lagos context. 

We treasure our international collabo-
rations for they allow us to engage with 
new contexts. CCA,Lagos has been 
invited to participate in Geo-Graphics 
curated by Koyo Kouoh at the Centre 
for Fine Arts in Brussels.  It is novel 
that her exhibition presents the grow-
ing wave of cultural institutions on the 
continent with CCA,Lagos presenting 
knowledge production –essentially its 
library—as the conceptual framework 
through which to access our activities. 
Professional development continues to 
be the cornerstone of what we do by en-
couraging our team to interact on a wide 
level with colleagues and professionals 
across the continent and internationally. 
Recent travels include Fulbright fellow 
Antawan Byrd’s trips to Johannesburg 
and Sharjah, Project Co-ordinators Oyin-
da Fakeye to Kenya whilst Jude Anogwih 
went to Copenhagen. Bisi Silva makes 
her first trip to the USA in 15 years as 
the first participant of Independent Cu-
rators International (ICI) pilot touring cu-
rator programme, which will take her to 
several states and art institutions.
We are also please to welcome two new 
additions to our team; Gloria Winkari 
and Ronke Adeola who will assist with 
curatorial projects and research—put-
ting to use their diverse backgrounds 
in the History of Art and their interests 
in curatorial practice. The last news-
letter launched our new content-rich 
edition completed by a vibrant design. 
I am grateful for the commitment and 
tireless efforts of my co-editor Antawan 

Byrd and our designer Fabrice Lecouffe 
in making these newsletters such 
treasures.  CCA,Lagos acknowledges 
the support and partnership of AECID 
through the Spanish Embassy in Nige-
ria, Arts Collaboratory and IFA in the 
realisation of many of our projects. We 
also gratefully acknowledge the Thami-
gidi Foundation for continuing to sup-
port our website presence. 

As we enter the rainy season with its 
tropical downpours, to our international 
colleagues we say here’s to the bright 
lights of summer!!

Welcome to our World. 

Bisi Silva
Director

Welcome

1  J.D. Okhai Ojeikere. 
Mkpuk Eba (HD 694/74), 1974 - Courtesy the Artist.

In the second quarter of 2010, CCA,Lagos continues to inter-
act with its theme of On Independence and The Ambivalence 
of Promise. The yearlong programme began with an interna-
tional art photography residency programme that provided a 
discursive space for exchange and dialogue. Part residency, 
part workshop and part informal academy, the project is 
proving to be an impetus for our continuous efforts to rethink 
the way in which art education is structured in Africa.
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In Focus: Art, 
Fashion & Identity

prêt-à-partager – a transcultural 
exchange in art, fashion and sports

Towards a Double Consciousness: 
NSK Passport Project

Strategies of Negotiation

Forthcoming
Programmes

Pinar Yolaçan, ‘Maria’
17th April - 28th May 2010 
The Beauty in Distor-
tion.
Pinar Yolaçan’s ‘Maria’ series, the inau-
gural exhibition of CCA,Lagos’ Art, Fash-
ion and Identity season, explores the 
intersections of fashion and art as they 
relate to issues of identity. Within the 
field of contemporary art, identity has 
played a vital role for artists attempting 
to investigate and address personal and 
collective ideologies, as well as the social 
and political realities that are influenced 
by our current stages of globalization.

It is these concerns, among others, that 
manifest subtly in the works of Pinar 
Yolaçan, whose photographic practice 
offers viewers a variety of entry points, 
from formal and religious influences on 
the portrait genre to the implications 
and importance of food in particular cul-
tures. The work presented in her ‘Maria’ 
series is the outcome of a twelve-month 
residency in Itaparica, Bahia, Brazil 
where she developed an intimate and 
sensitive relationship with many of the 
local women from the region.

In developing a working relationship with 
Afro-Brazilian women, many of whom 
bear the name ‘Maria,’ Yolaçan has con-
structed a body of work that serves as 
an extension of her interest in the im-
plications of portraiture especially the 
genre’s historical signification. In the 
‘Maria’ series, the artist subverts regality 
by dressing her sitters in elaborate hand 
sewn couture costumes of rich fabrics 
and animal entrails. In so doing, Yolaçan 
engages with the various ways that por-
traiture addresses notions of beauty and 
death by highlighting the cultural speci-
ficity of such themes. The result is a body 
of photographs that speaks discursively 
to the “impermanence of things,” not 
only the impermanence embedded in 
the medium of photography as an appa-
ratus for capturing likenesses, but also 
to the temporal consequences of our 
perceptions of beauty. 

Perception 
and Society
Fashion has everything to do with per-
ception. It can be attributed to a story, 
which is told by the wearer and read 
by the passerby. In this way, fashion is 
highly dependent on the ever-shifting re-
lationship between the clothes we wear 
and how such clothing is, or can be, con-
sumed in different contexts. One’s cloth-

ing decisions has the potential to reveal 
one’s association with a certain political 
agenda (think skinheads, punks, Rasta-
farians, etc), as well as one’s placement 
within various socio-economic brackets 
(consider the significations of ‘high-fash-
ion’ like Chanel versus ‘low-end’ fashion 
from Topshop or H&M). But more promi-
nent is the way in which such distinctions 
have gradually become inconsequentia-
lif not wholly irrelevant in a world where 
pairing a Chanel tweed jacket with H&M 
trousers is à la mode, a gesture that 
completely ruptures essentialist percep-
tions of clothing we wear. 

Yolaçan’s photographs foreground such 
fractures of perception as they reflect a 
preoccupation with disrupting the his-
torical norms of the portrait genre. His-
torically speaking, portraiture as a form 
of art was something that concerned 
primarily the aristocratic, the intellec-
tual and/or the highly wealthy; however 
in Yolaçan’s practice we are less cer-
tain about the social standing of her 
subjects. The artist has replaced the 
strands of pearls as the perennial signi-
fier of wealth with strands of tripe; her 
portraits shun any form of idealism. Yet 
despite this, her subjects possess the 
same regality that’s exuded by the sitters 
in Old Master paintings as seen in works 
by the French neoclassical painter, Jean 
Auguste Dominique Ingres– his revered 
Madame Moitessier, 1856 for example. 
And this seems to be the point – to high-
light the today’s frivolous obsession with 
the appearance of things as opposed 
to emphasizing the way things are.  But 
then again, for some, ‘perception is ev-
erything.’

The exhibition is accompanied by a 
host of public educational programmes, 
which include guided tours with the art-
ist, a three-day fashion photography 
workshop and mini-exhibition in the CCA, 
Library. 

The exhibition will also be accompanied 
by the P.A.G.E.S project through which 
the writer Odili Ojubuonu has been in-
vited to have a conversation with Yola-
çan about the literary implications of 
her work. P.A.G.E.S, organized by Kowry 
Kreations, is the confluence of litera-
ture, art works, comics and photography. 
This programme is designed to create 
dialogue between fictionists, poets and 
playwrights around the world by provid-
ing literary interpretation to the works 
being exhibited at a given gallery or art-
space.

Oyinda Fakeye, Exhibition Organiser

5th June – 17th July 2010
prêt-à-partager is an exhibition devel-
oped by IFA (Institute for Foreign Affairs) 
Germany, through the commissioning of 
collaborative works by both artist and 
fashion designers of African and Ger-
man origin. Opening from 5th June – 17th 
July 2010, the exhibition presents the 
association between fashion and art 
through multi-media based art works 
developed during a workshop in Dakar 
2008 Dakar..

Drawing from the cityscape of Dakar 
and with a sub-theme of sports the work 
highlights issues of community, political 
movements, globalisation and culture 
through text and textile. Spread over two 
venues; CCA,Lagos and Yaba College of 
Technology’s Yusuf Grillo gallery, the ex-
hibition displays the multi-faceted rela-
tionship between fashion and art and its 
ability to create cross-cultural dialogue.

The exhibition began its tour in Africa late 
last year as it premiered in Dakar before 
opening earlier this year in Maputo. La-
gos will be the next stop as this exhibition 
makes its way across the continent. The 
exhibition has been developed to include 
educational programmes that include a 
series of talks and workshops.

Participating artists include Akinbode Ak-
inbiyi, Zohra Opoku, Ndiaga Diaw, Astrid 
S. Klein, Zille Homma Hamid, Naffisatou 
Diop, Simone Gilges, Friedrich M. Ploch, 
Philip Metz, Athi-Patra Ruga, Ule Barcé-
los, Lolo Veleko, Lambert Mousseka, 
Goddy Leye and Mamadou Gomis.

As part of its yearlong programme On 
Independence and the Ambivalence 
of Promise, to celebrates the 50th an-
niversary of Independence of seventeen 
African countries including Nigeria, Cen-
tre for Contemporary Art, Lagos presents 
Strategies of Negotiation as part of the 
exhibition “Geo-graphics; Mapping Art 
Practices in Africa, past and present,” 
opening on June 7th 2010 – September 
20th 2010 at the Centre for Fine Arts in 
Brussels in the Royal Circuit.

Through this project, CCA,Lagos explores 
the development of a library collection 
containing books on African history, 
culture and people. These books writ-
ten over the last 50 years engages a 
larger dialogue concerning the diversity 
of knowledge on Africa, its political lead-
ership as well as its social and cultural 
fabrics. 

Map works by Jude Anogwih titled 2099, 
interrogates the concept of mobility and 
borders by creating a utopian journey 
of national unity, democracy, indepen-
dence and intersection of peoples and 
culture. 2099 reconstructs the African 
landscape by shifting borders and colo-
nial demarcations in order to create a 

futuristic environment that is devoid of 
past political and civil unrest. The emerg-
ing result is spaces that intricately and 
intimately interact to create a new dia-
logue that rejects division and forms of 
restrictions in the continent.

A single image Onile Gogoro, and a 
video by the photographer Iria Ojeikere 
discusses the way in which popular cul-
ture such as the art of hair braiding can 
reflect on the social, political and eco-
nomic life of a nation.  In so doing, he 
foregrounds the tensions between the 
past and present and the implications 
within the post-colony. The point of de-
parture is a tribute to his father, veteran 
photographer J.D. Okhai Ojeikere whose 
documentation of the changing trends 
and styles in hairstyles and headdress 
has been internationally acclaimed.

Given Africa’s size and diversity, there 
has been, a mood of uncertainty about 
her political, socioeconomic and cultural 
prospects in the past fifty years. This 
project at BOZAR, intellectually and con-
ceptually underpins the limits of post-
colonial critical thinking and ideas, as it 
considers dreams, realities and possibili-
ties towards Africa’s full independence.

CCA,Lagos will be hosting a week of ac-
tivity and enlivened debate on the topic 
of one of the most conversed subjects 
in the country: our right to cross the bor-
ders. Towards a Double Consciousness: 
NSK Passport Project has invited mem-
bers of the artist group IRWIN, (names 
need to be added) along with IRWIN/Me-
dia art specialist Inke Arns to take part 
in a week long research project, followed 
by a round table discussion and day of 
screenings to be held at CCA,Lagos.

One of the most (in)famous projects 
produced by NSK is the State in Time in 
which a temporary embassy was set up 
on Moscow’s Red Square, a movement 
which began in the frame work of the 
post-socialist, former Yugoslavia of the 
1990s. NSK State in Time transcended 
physical territory defined by past battles, 
culture, ethnicity or religious beliefs. An 
ideology with striking similarities to that 
proposed by British cultural critic and 
writer Paul Gilroy in his definition of the 
‘Black Atlantic’, relating Africa to Amer-
ica and Europe, and can be identified 
‘through this desire to transcend both 

the structures of the nation state and 
the constraints of ethnicity and national 
particularity’.
 
There are many Nigerians who have as-
sumed this dual identity and are hold-
ers of both the NSK and their Nigerian 
passports. Towards a Double Conscious-
ness: NSK Passport will allow further 
debate on both the artistic and political 
implications of this action and will offer 
an examination IRWIN’s original artistic 
action in the context of Nigeria. With the 
aim to discover if those Nigerians who 
have applied for the NSK passport, with 
the hope of being accepted into Europe, 
were trying also to escape the burden of 
an identity of a state made up of a com-
plexity of ethnicities, tribes and cultures, 
that doesn’t allow them to move across 
borders easily, safely, if at all.

Curated by Hansi Loren Momodou
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1  Pinar Yolacan Untitled (Andrea).

2  Installation View of Prêt-à-Partager in Dakar, 
2009. Photo: Lapuks.

3  Jude Anogwih. 2099 Series #6, 2010, printed 
maps and ink on board. Courtesy the Artist.

4  NSK Passports, 1993.
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7th June – September 20th 2010

26th July – 01 August 2010

CCA,Lagos Art Project at AFRICA@BOZAR EXHI-
BITION: “Geo-graphics; Mapping Art Practices 
in Africa, past and present.”



Past Programmes
International Art Photography 
Residency Programme

My Journey to CCA, Lagos. 
Ronke Adeola      

Professional Development (1) 

Earlier this year, CCA,Lagos held one of its 
most ambitious projects to date: a 30-day 
International Art Photography Residency. 
During the course of the programme the 
resident artists spent a lot of time in the 
“studio,” and out in the city creating work. 
In addition to this practical component, the 
residency programme also emphasized re-
search and presentation skills. The artists 
spent a great deal of time conducting re-
search that resulted in weekly and formal 
presentations on the practice of various 
international artists, as well as presenta-
tions on their own work. The participants 
were also required to read a variety of criti-
cal essays and contribute to discussion 
sessions. Portfolio reviews and presen-
tations by the facilitators also played an 
integral role in the overall structure of the 
programme.

The residency culminated with a dynamic 
exhibition that reflected the aesthetic and 
conceptual possibilities of the medium, 
while also demonstrating the unique and 
varied approaches of the resident artists. 
Adeyinka Akinbade’s work eschewed 
typical forms of photographic presenta-
tion and was disseminated as a series of 
postcards that were stacked on a pedestal 
below a sign reading, “please take before 
NEPA takes light.” This was Akinbade’s 
way of responding to the Nigeria’s power 
crises. Jelili Atiku supplemented his video 
work with a series of performance stills—
eight dark and nebulous photographs de-
picting Atiku naked and writhing about in 

an empty hollow space with a video being 
projected onto his body. Lucy Azubuike’s 
series of five photographs, arranged and 
displayed in a grid, featured the artist ly-
ing inside a makeshift coffin as a way of 
broaching the gulf between life and death. 
William West exhibited a series of photo-
graphs wherein the artist digitally removed 
the heads of the depicted figures as a way 
of challenging the perceived veracity of the 
medium. 

Landry Mbassy (of Cameroon) presented 
an ambitious mixed-media installation 
work that was an extension of the artist’s 
experience interacting with the city of La-
gos. In a black-cube space in the corner 
of the gallery, Mbassy installed a video 
work featuring scrolling texts and sounds 
clips that he extracted from the city. Gravel 
was installed on the floor so that view-
ers could better establish a relationship 
between the work and the environment 
of the city. Also showing a video was Iria 
Ojeikere, who commissioned an actor to 
have her hair styled after the once-popular 
Onile Gogoro design. Ojeikere filmed the 
process of the hairstyle and juxtaposed 
a projection of the edited video next to a 
still image of the Onile Gogoro hairstyle his 
father, the preeminent photographer J.D. 
‘Okhai Ojeikere, took in 1975. The result 
was partly in homage to his father, but also 
a reference to a period in Nigeria’s history 
where tall, sculptural hairstyles reflected 
the nation’s heightened confidence and 
economic stability. 

Ndidi Dike’s culminating work featured a 
photographic montage of market scenes 
meticulously arranged and cluttered to 
mimic the aura of local markets. The trom-
pe l’oeil montage was arranged above a 
shelf of actual objects that the artist culled 
during her trips to markets. The idea was 
to emphasize the literal construction of 
images and how photography influences 
perception, in addition to the artist’s re-
cent interest in the political dimensions 
of commodity cultures. Uche Okpa-Iroha 
exhibited six large photographic works 
that explored nationalism and the various 
ways in which it is manifested throughout 
the city of Lagos, particularly through flag 
motifs and colors. Similarly, Chidinma 
Nnorom showed three vibrant and large-
scale black and white photographs of Ni-
gerian males embracing each other as a 
representation of post-colonial solidarity. 

Sabelo Mlangeni (of South Africa) exhib-
ited a selection of looping images on two 
LCD screens. Mlanageni’s stark black and 
white photographs of Lagos’ ubiquitous 
spaghetti-wire power lines exemplify the 
artist’s preoccupation with formal and 
geometric compositions. This interest 
was also manifested in the two large color 
photographs of beaches that he exhib-
ited alongside the LCD works. There was 
also a formal impulse in the work that 
Folarin Shasanya exhibited for his final 
project. The artist showed a grid of nine 
formally composed photographs featur-
ing the façades of various houses in the 

Sabo neighborhood of Yaba, Lagos. In the 
photographs, Shasanya himself appears 
standing rigidly in the doorway of each 
house. The artist was interested in explor-
ing architectural history as well as his own 
physicality, hence the works can be read 
as a series of “architectural self-portraits.” 
While Richardson Obviebo’s mixed-media 
installation work featured a charcoal draw-
ing of a life-sized doorway that functioned 
as a container for the photographs he 
produced during the residency. The instal-
lation was Obviebo’s conceptual way of 
expressing ambivalence—as the door is 
rendered “open” but it is literally impen-
etrable considering its position on the gal-
lery’s wall. This tension references the art-
ist’s own feelings toward the uncertainties 
of the post-colonial state. 

The residency programme focused fore-
most on the discursive dimensions of art 

photography and the various ways in which 
the medium can be employed to address 
the conditions of our contemporary pres-
ent. The act of conceiving the programme, 
however, was also heavily embedded in 
responding to the pedagogical climate for 
art practices in Nigeria, especially where 
the medium of photography is concerned. 
Considering that almost all photographic 
training in Nigeria emphasizes the techni-
cal and the literal, this project was rooted 
in proposing a new model for workshops/
residencies on the continent—a model that 
amalgamates the technical with the criti-
cal whilst underscoring conceptual modes 
of working and thinking. Enmeshed in this 
structure is a highly collaborative impulse 
that deviates from hierarchy-based train-
ing, and instead seeks to foster a co-oper-
ative local and international dynamic by in-
viting resident artists and facilitators from 
all over the world, and by partnering with 

various international arts organizations. 

Spurred by the overwhelming feedback 
from artists, facilitators and the many 
visiting guests, CCA,Lagos looks forward 
to elaborating projects of this kind in the 
future. 

Among the local and international artists, 
critics, and curators facilitating the resi-
dency were: Akinbode Akinbiyi (Nigeria/
Germany); Miriam Backström (Sweden); 
Tam Fiofori (Nigeria); Marja Helander (Fin-
land); Jide Adeniyi Jones (Nigeria); Heta 
Kuchka (Finland); Senam Okudzeto (Gha-
na/Switzerland); Phillipe Pirotte (Belgium/
Switzerland); Rosangela Renno (Brazil); 
Carrie Schneider (USA); Mats Stjernstedt 
(Sweden); Daniella Wennberg (Norway).
The project was conceived and developed 
for the Centre for Contemporary Art, Lagos 
by Aura Seikkula and Bisi Silva, and Co-
ordinated by Antawan I. Byrd. 
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My first direct interaction with CCA,Lagos 
occurred when I went for a meeting with 
the Centre’s director, Bisi Silva. Inciden-
tally, this occasion also coincided with 
their recent international photography 
residency programme, which enabled 
me to observe some of the engaging 
seminars and discussions that were 
going on. The international spread of 
participants meant that there was a 
great deal of knowledge shared and ex-
changed. I was certainly taken aback by 
the level of insightfulness and wisdom 
that was floating in the air.

My initial interests in CCA,Lagos was an 
extension of my desire to simply “help 
out.” Logically, this prompted me to won-
der about the possibilities and the differ-
ent ways in which I could contribute to 
their various programmes. Perhaps, now 
is the time for me to explaining my back-
ground. I am not an artist; at the very 
worst I am almost a filmmaker. In 2007, 
I graduated with a degree in the History 
of Art from the University of Manchester. 
It was a great degree program that I 
thoroughly enjoyed. During my first and 
second year, I spent much of my time ex-
ploring what I would characterize as the 
‘oldies,’ disciplines ranging from Roman, 
Greek, Byzantine art to the Etruscan, 
Medieval and of course Renaissance 
art. I evaded as much as possible mod-
ern and contemporary art, disciplines for 
which my opinions were not high. 

It was not until my final year that I made 
the decision to give modern art a chance 
and properly immerse myself. The result 
was positive, initially I felt ignorant for 
judging it so harshly and with such a nar-
row viewpoint. My brief yet delightful final 
year studying modern and contemporary 
art left me very unsatisfied. I needed 
more; more artists, more theorists, more 
literature and most importantly more 
modern and contemporary art. And 
though I did not continue my studies in 
art formally, I certainly visited every gal-
lery I could and read as much literature 
about art as time would allow.  

Over the past three years it has been 
pleasant enjoying art at my leisure and 
no longer under academic pressure. 
However I started a journey in my final 
year of university that is far from over. I 
no longer want to casually observe con-
temporary art, but rather be involved 
in its presentation and discourse. At 
CCA,Lagos, I am currently working as a 
research assistant, where I am conduct-
ing research on the practice of El Anat-
sui. I am no less than thrilled at this rare 
opportunity. So far, it has been challeng-

ing but educational – participating in the 
academic aspects of art practice. I will 
make every endeavor not to disappoint.       

Den Frie Udstillingsby-
gning, Copenhagen: 
CCA,Lagos and the 
Old News Project
Jude Anogwih 
and Chiaka Nnodi

In August 2009, thirty-one Nigerian art-
ists were nominated to participate in the 
Old News Project along with thirty-one 
other artists from Malmö, Sweden. Cu-
rated by the artist and Director, Malmö 
Konsthall, Jacob Fabricius for the last 
seven editions, this project was another 
opportunity for new experiences, collab-
oration and interaction with other artists 
from a different part of the world.

At the opening of the exhibition at CCA 
Lagos after a debut at Malmö in Decem-
ber, 2009, one of the participating art-
ists, Chiaka Nnodim was chosen to ac-
company me to Copenhagen, Denmark 
for the presentation of the project and 
artists talk at the Den Frie Udstillingsby-
gning, a contemporary art center located 
in Østerport, Copenhagen.

Our presentation and artists talk, which 
took place on February 4th, was greeted 
by a sizable Danish audience. Anette 
Østerby, the Director of the Danish Arts 
Agency, KUNST and a major supporter of 
our visit to Denmark and past projects 
at CCA,Lagos was in the audience to 
listen to our presentations. A brief wel-
come and introduction by the Director 
of Den Frie Udstillingsbygning, Christse 
Junge-Stevnsborg, opened the evening 
programme as we talked on the activi-
ties of CCA,Lagos, coordinating the Old 
News Project, and our artistic practice 
and experience over the years. The audi-
ence responded positively and strongly 
to our presentations.

Our visit to the Danish Arts Agency, 
KUNST, was at the invitation of Anette 
Østerby, who welcomed us and gave us 

a tour of the agency’s facilities. Accom-
panied by the curator Tine Colstrup, we 
were informed about its funding and res-
idency programmes that enable artists 
from diverse regions of the world to in-
teract and exchange ideas and informa-
tion. A tour around the agency’s working 
space and website was inspiring.

The visit to Malmö Konsthall and several 
contemporary art centres and museums 
capped our experiences in the Nordic 
region. We were given a tour of the Kon-
sthall by its director and our host Jacob 
Fabricius.

The professional experiences acquired 
during these visits have increased im-
mensely our appreciation for the rich 
forms of engagement between Lagos, 
Malmö and Copenhagen. The sixty-two 
participating artists have further re-
flected through the Old News project the 
benefits of information and media as a 
contextual element that shapes peoples 
knowledge and advances art and cultur-
al collaborations.

Our gratitude goes to the Director, 
CCA,Lagos, Bisi Silva, we appreciate the 
magnanimity of the Danish Arts Agency, 
KUNST for providing the grant that made 
our visit possible, the Curator of the Old 
News project and Director, Malmö Kon-
sthall, Jacob Fabricius and his partner, 
Nanna and the entire staff of Den Frie 
Udstillingsbygning who made our stay 
in Copenhagen, Denmark and Malmö, 
Sweden highly enriching and memorable 
and to the conceptual artist, Jens Haan-
ing for sparing your warm apartment to 
us all throughout our stay.

March Meeting in 
Sharjah
Antawan I. Byrd

My trip to Sharjah in early March of 2010 
constitutes the first of many in my profes-
sional development–my first visit to a the 
United Arab Emirates, my first opportuni-
ty to give a presentation on CCA,Lagos at 
a professional conference, and in many 
ways, my first introduction to various is-

sues related to the consumption and 
production of contemporary art that con-
cerns North Africa and the Middle East. 
Professionalism aside, it was also the 
first time I had indulged in Turkish coffee 
since 2007; this alone made the endea-
vour quite pleasing.

I was invited to Sharjah to attend the 
Sharjah Art Foundation’s Annual March 
Meeting – a three-day conference predi-
cated on facilitating dialogue among art-
ists, art professionals and organizations 
with interests in the regions of North Af-
rica and the Middle East. 

Undoubtedly, the highlight of the Meet-
ing came when I gave my presentation 
on some of the ways in which CCA,Lagos 
engages with artists from other regions 
of the world. After discussing gener-
ally some of CCA, Lagos’ programming, 
I focused my talk on the work of two art-
ists with whom we have had sustained 
interaction: Pinar Yolacan and Safaa 
Erruas. My presentation provided a gen-
eral overview of their practices and an 
elaboration of some of strategies used 
to engage their work. This was also an 
opportunity for me to address some of 
the issues related to dialogue, for ex-
ample, what are some of the strategies 
that can be deployed in order to provide 
meaningful forms of interaction between 
artworks and the viewer, especially when 
such work is presented in new contexts? 
In what ways does these environments 
modify the work’s meaning?

Other highlights from the three-day meet-
ing include hearing presentations from 
other art organizations about the impor-
tance of libraries and the related issues 
with membership and sustainability. I 
was quite inspired by Okwui Enwezor’s 
keynote lecture on the archival and alle-
gorical implications in the work of Fiona 
Tan, as well as curator’s Suzanne Cotter 
and Rasha Salti’s presentation on the 
2011 edition of the Sharjah Biennial, 
which has been titled “Plot for a Bien-
nial.” Also of interest was Mia Jankow-
icz’s presentation on the Contemporary 
Image Collective – CIC in Egypt and Ab-
del Moti Jobeh’s discussion of the Khalil 
Sakakini Cultural Centre in Palestine.

Ultimately, the trip was very produc-
tive and afforded me the opportunity 
to catch up with old friends, and to do 
a great deal of networking on behalf 
of CCA,Lagos. I found that there was a 
great deal of interests in CCA, especially 
considering that we were the only arts 
organization south of the Sahara to be 
in attendance. I gratefully acknowledge 

the Sharjah Art Foundation and ArteEast 
for their efforts in facilitating meaningful 
dialogue among art organizations in Af-
rica as well as in the Middle East.

Kenya
Oyinda Fakeye 
From the 4th-5th February 2010 I was 
invited to Kenya to participate in the 
Mondriaan Expert Panel, which was de-
veloped in order to examine the organi-
sation’s funding policy The panel was 
made up of curators, artists and other 
cultural producers. 

After the introductions, Gitta Luiten, di-
rector of the Mondriaan Foundation gave 
a presentation explaining the mission 
and goals of the foundation and the rea-
son for this expert meeting. She posed 
questions to the group concerning their 
experiences with international funding 
and best practices. As a group we dis-
cussed our concerns, requirements and 
struggles; this produced grounding for 
further discussions in the afternoon. 

The afternoon sessions divided the 
group into two, dealing with strategy and 
practice. Working in the practice group 
my time was spent seeking out solutions 
to common problems faced by African or-
ganisations in seeking and applying for 
funding. Returning to present the vary-
ing results of our discussion it was clear 
that it is necessary for the Mondriaan 
foundation to revise the presentation of 
information on its website, in present-
ing as well as providing other means of 
communicating funding opportunities. 
Wording was also important; to ensure 
applicants properly understood what 
was expected of them, whilst a French 
translation option was also suggested 
as necessary. The possibility of providing 
funding for training regional partners to 
assist applicants in completing applica-
tions was another topic of conversation. 
From the dialogue that took place, we 
were able to produce around twenty very 
concrete suggestions and ideas for the 
Mondriaan to build on.

Afterward, everyone headed over to Bar 
Casablanca where we met people from 
the local cultural scene for speed dating. 
The event gave us the opportunity to talk 
for approximately twenty minutes about 
our work before moving on to a new con-
versation with another guest.

Sunday morning we assembled to dis-
cuss the outcome of the speed dating 
and to make some last recommenda-
tions. After lunch, Jimmy Ogonga showed 

us around, we visited The Go Down, Kuo-
na Trust and RaMoMa. 

During the weekend, both Dapo Adeniyi 
and Abdellah Karroum conducted inter-
views on the participants, Adeniyi’s being 
shown in Lagos on national television.

Three Months
Gloria Harrison Ikibah
As a graduate of Fine Art from Ahmadu 
Bello University Zaria, specialising in 
art history, I started off a career in the 
Media venturing into Independent Tele-
vision production where I worked as a 
researcher, video editor, reporter and 
TV producer respectively. During this pe-
riod, I also wrote a few articles on art and 
other specialized topics in magazines. 
For a while I thought that my career in 
art was something of the past, this is 
until I learned about the Centre for Con-
temporary Art, Lagos, and developed a 
renewed interests in curatorial practice. 

A few months ago, in February, I made 
my first visit to CCA,Lagos and met with 
members of the staff. I was privileged to 
assist with the one month photography 
residency programme, “On Indepen-
dence and the Ambivalence of Promise.” 
This experience enabled me to realize the 
quality and caliber of the programming 
at CCA; it also strengthened my interests 
and knowledge about a diverse range of 
contemporary artists. With facilitators 
from all over – Europe, The Americas 
and Nigeria – the programme offered dy-
namic forms of engagement that offered 
me the opportunity to assist in different 
ways, ranging from coordinating portfolio 
reviews to organizing research materials 
for the resident artists. 

Afterward the residency, I switched gears 
and began focusing on several other proj-
ects. Since March, I’ve been actively pur-
suing research on curatorial strategies 
in contemporary art practice by reading 
several books in the CCA,Library. I’ve 
also began working on the production of 
our quarterly newsletter – a project that 
I am quite excited about, especially as I 
foresee it as being a future venue for me 
to continue my interests in writing and 
publishing articles. 

My first three months at CCA have been 
quite exciting and educational. CCA very 
much functions as a family; and for the 
past three months I’ve never felt more at 
home. 
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1  Visit to Kelechi Amadi-Obi’s Studio.

2  Jude and Chiaka.

3  Antawan I. Byrd.
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Professional Development (2)

Brief Overview
The aim of the Knowledge and Skills Shar-
ing programme is to support the profes-
sional development of organizations in the 
triangle network. This is an opportunity for 
coordinators to work alongside their peers 
sharing experiences, knowledge and skills 
for the benefit of their organizations, local 
artists and the community. The residen-
cies are a hands-on project with the visit-
ing coordinators becoming involved in the 
life of the host organization and contrib-
uting to the host’s project with their skills 
and expertise. The host is also expected 
to offer support to the visiting coordinator 
through their particular knowledge and 
skills so that both sides can learn from 
each other.
The first week for me was a typical “Get 
into a new environment and find your way 

around week.” I managed to get my bear-
ings from the hotel to CCA and from the 
mainland to Victoria Island. After I under-
stood the value of the Naira in relation to 
the Kenya Shilling, it was time to dive into 
the mechanisms of CCA with emphasis on 
the ongoing photography residency.

Once settled, Bisi and I sat down for a se-
ries of meetings and drew out a plan for 
my month long stay briefing me on the 
photography residency’s theme and ob-
jectives.

It was very tempting for me to participate 
full time in the residency as an artist in-
terested in photography but I knew this 
would compromise my stay and shift my 
objectives as a coordinator so I opted to 
sit in some sessions and help in adminis-
tration on an almost 50 – 50 basis.

I was very interested in the general run-
ning of CCA with more bias on their curat-
ed exhibitions and the process from con-
ceptualization, budgeting, writing texts, 
curatorials, realization and cataloguing/
publishing. Alongside these, I was also 
keen on helping with the running of the 
residency as a temporary artist l liaison; 
being the link between CCA administra-
tion and the residency participants. I was 
also in charge of documentation, collect-
ing and editing materials for the residency 
blog (artspeakafrica.blogspot.org).

Results
My residency in CCA was a breath of fresh 
air. It was quite an honor spending time 
and working with such a committed team 
who were not intimidated by ambitious 
projects.
Working within CCA, I was able to under-

stand their role in the local/international 
art scene, their ideals, how they work to 
achieve these and their relationship with 
artists (both local & international) and 
other art institutions.

The endless conversations I had with Bisi 
were priceless. Spending time with such a 
resourceful person teaches you a lot; from 
the personality needed to successfully run 
an arts institution, to how to interact with 
artists and other players, how to consti-
tute your budget and above all, the role of 
arts organizations within the continent in 
nurturing African artists so as to be com-
petitive/relevant in the global art scene.
Coming from a background of running 
workshops and residencies, it was inter-
esting to note that our structures were 
similar but CCA emphasised more on pro-
cess and concept. Unlike other residen-
cies I’ve had the opportunity to be part 
of, this was different. It was at first diffi-
cult for me to understand but slowly got 
the hang of it. It had an intellectual edge; 
we’d come in and just talk, do presenta-
tions, see other artists’ works and look at 
photographs critically and by the time the 
participants went out to take images, they 
really knew how to.

They changed facilitators every week, 

which broke the monotony and brought in 
a new dynamic. They also brought differ-
ent guest speakers and experienced pho-
tographers to make presentations, which 
were quite refreshing and made us look 
forward to the next day.  

The most interesting and challenging 
activities for me occurred when each of 
the participating artists had to give pre-
sentations on artists working on different 
continents. It was quite interesting to note 
that all artists know Picasso & Pollock but 
very few knew their peers in Africa and the 
diaspora.

Challenges
The main challenge for me was striking a 
balance between being the artist and be-
ing the coordinator. Some of the discus-
sions and activities during the residency 
were so insightful that sometimes I found 
myself forgetting my coordinator role. It 
was also difficult to visit as many artists’ 
studios as I would have liked to.

Conclusion
Last but not least, I think young Nigerian 
artists need more travel opportunities 
and access to more information on what 

is happening within Africa. Individual dis-
cussions with workshop participants from 
Nigeria revealed that most of them had 
very little (or absolutely no) information 
on triangle residencies, workshops or any 
travel opportunities within Africa. 

From my residency and discussions with 
Bisi and other CCA staff members, I be-
lieve they are up to speed and capable 
of successfully hosting a triangle formula 
workshop which would be a classic op-
portunity for artists from the rest of Africa 
to explore and interact with Nigerian art-
ists who have very little contact especially 
with artists from Central, East and South-
ern Africa.

Finally, I believe my residency in Lagos 
was quite an eye-opener as I absorbed a 
lot both as an artist & administrator. I met 
too many like-minded people who I hope 
Kuona Trust will be able to work with in 
the near future.

I can’t wait to experiment with some of 
CCA’s approaches to Kuona Trust’s ac-
tivities and try to borrow some of their 
strengths to replace our weaknesses.

A Final Report: 
Triangle Arts Trust Knowledge and Skills Sharing Programme 
10th February - 8th March 2010 Thom Ogonga  

During the month-long international art photography residency programme, artist and cultural 
facilitator Thom Ogonga participated in a knowledge and skills residency at CCA,Lagos. What fol-
lows is an abrdiged version of his final report.
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Artist Focus: Peju Layiwola

1  Benin 1987.com Art and the Restitution Question. Edited by Peju Layiwola and Sola Olurunyomi. 2010

2  Peju Layiwola. Oba Ghato Okpere (Long Live the King), Calabash Installation, 2009. 

3  Peju Layiwola. 1897.com, Terracotta Installation, 2009. 

Peju Layiwola is a Nigerian artist and art historian, who currently lives and works in Lagos.  Her extensive artistic works and re-
search publications on the artistic tradition of the Benin Kingdom has confirmed her as a reputable authority in this outstanding 
aesthetic royal art. She is presently a senior lecturer at the Department of Creative Arts, University of Lagos, Nigeria. Layiwola has 
exhibited locally and internationally and has collaborated with Prof. Wole Soyinka in Broken Memory, Barbara Plankeinsteiner in 
Benin Kings and Rituals: Court Art from Nigeria, and many others.

For this edition of Artist Focus, Dr. Layiwola, curator Bisi Silva and artist and postgraduate student Jude Anogwih discusses 
the artists’ career and recent project Benin 1897.com: Art and the Restitution Question. 

Bisi Silva:  Before we touch on your cur-
rent project Benin1897.com I would like 
to consider your trajectory as a metal 
(bronze) caster and the way in which 
you have developed your artistic prac-
tice in that medium. What informed the 
choice of metal?   
Peju Layiwola: First of all, I grew up in 
Benin City, which is considered the city 
of bronze. Secondly my mother, Princess 
Elizabeth Olowu, is an artist and is the 
first woman to take to the art of bronze 
casting. As a child there was always 
some kind of creative activity going on.  I 
naturally took to the art of Metal Design 
at the University of Benin when I was to 
specialise in 1987. Since then, I have 
visited major foundries in Europe and 
America and also facilitated workshops 
in Ireland on the art of bronze casting—
all in search of new technologies and 

methods. I remain fascinated by the Benin bronzes- both the classical and the con-
temporary pieces. Over a six-year period I conducted research with the Omodamwen 
family of casters in Benin and as a student I was in and out of the major and local 
ateliers in Benin. 

JA: Benin1897.com recants factual 
experiences and interpretations on 
the issues of restitution. With this, 
can we say that your artistic prac-
tice is assuming a new dimension 
as “protest art”? In essence is this 
project a protest on your position 
on the subject of restitution of ar-
tefacts?   
PL: First of all I consider this project 
a platform for documenting my fam-
ily history, which connects in many 
ways to our collective history. There 
are several records, which have re-
ally never been open to scrutiny. 
This project calls attention to these 
historical documents written by the 
British themselves and how these 
documents reveal a lot about their 
intensions in Africa during the colo-
nial era. It also reveals how history 
can be distorted – sometimes re-
flected or even refracted depending 
on who tells the story.  The broken 
mirrors in the work Chequered His-
tory is a metaphor for this sort of un-
even reportage and documentation. 
African history has been narrated 
by the British who more often than 
not, related history in their favour. 
Broader issues of identity have been 
raised here.  Why should Nigerians 
continue to view images done by 
their ancestors in foreign museums? 
Why should foreigners continue to 
tell us our history? If that qualifies 
this kind of art as protest.  Why not? 
Why shouldn’t I protest? Yes it is pro-
test art pure and simple!

BS: You are also an academic with a doctoral qualification in Visual Arts.  What in-
formed your decision to pursue in-depth research based work?   
PL: I took a PhD at a time when I was home raising my children. My first employment 
was at the University of Benin where I began teaching at the age of 22 soon after 
obtaining an M.A from University of Ibadan. After 5 years in the job, I resigned to raise 
a family in Ibadan.  During the period of my new ‘occupation’ as a mother, I decided 
to register for a research-based degree. I was not hounded by government policies to 
pick up a doctoral degree to safe guard my job. At the time I took a Ph.D, I was work-
ing as a housewife and at the time I was not even thinking off returning to teaching 
because the condition of service at the university was poor. 

At an early stage in my career, I discovered that it was not enough to be a skilled 
sculptor or painter.  A critical understanding of a broad range of artistic practice and 
cultural expressions opens one’s eyes to innumerable possibilities. The rigour of study 
at Ibadan enabled me probe further. It provided me with content and a boldness 
to explore and discover which gaps I wanted to fill as an artist.     In addition, the 
atmosphere was conducive to learning. My family had a house on the campus, my 
children’s school was within the campus and so it was very easy to navigate between 
doing school runs, going home, and to my department. 

However, learning at Ibadan was a totally new experience—conducting research with-
out practical work was almost unbearable at first.  Initially, I found it tough as my 
Benin experience was anchored in practice. But I am happy to say that I consider 
my research experiences at the University of Ibadan a major part of my development 
today. Without that experience, I would still have been searching for depth.

I am content with being a mere lecturer in the department as my experience and 
exposure in both spheres of studio and academic practice have a direct bearing on 
the students. My duty is to impact the lives of the students brought into contact with 
me and by extension others who seek to engage with my work. I also learn a lot from 
my students. Additionally, being in an academic environment constantly keeps me 
updated. 

The synergy of both my art historical research and my studio practice teaches my 
students to give depth to their work and this can only be achieved if a project is thor-
oughly researched. There are no shortcuts to success. 
A successful exhibition requires several months of genuine work and scholarship. 
The project Benin1897.com has seen me peruse so many documents and newspaper 
clips of the late 19th century in German and British records and archival records within 
and outside of Nigeria.  This current work has taken me to several Museums in Paris, 
Vienna, Nigeria, USA and finally The British Museum. The depth of research has given 
the work its theme and content.

BS: How have you been able to bring together these two areas—your studio practice 
and academic endeavours—which sees you as head of the art department at the Uni-
versity of Lagos?  In what ways does this synergy impact on your output, especially 
your artistic output? 

PL: Well, luckily I am not the head of the Department of Creative Arts. I am a small fry 
in the University where I headed the Visual Arts Unit for a while and willingly gave it up 
to take a sabbatical leave to accomplish my current project.

BS:  One of your first major exhibitions was a two-woman exhibition with your mother 
at the Goethe Institute in 2003. I remember attending the opening during one of 
my visits to Nigeria from the UK and found the idea of such a curatorial undertaking 
invigorating within this context—not only in terms of medium, but also in terms of 
format as it relates to presentation and dissemination.  What was the response to 
the exhibition and how has this experience impacted/influenced your career?  
  
PL: Yes, it was the show titled Of Bronzes and Prints: A Mother/Daughter Perspective 
at the Goethe Institut in Lagos. I remember the director of the Goethe Institut at the 
time remarked that he has never seen so many people at the opening of an exhibi-
tion. If the attendance at that show was anything to go by it was a huge success. I was 
making a re-entry into Lagos after a break of about twelve years. It is true that there 
are several families with two to three generations of artists but I think this was the 
first time a mother and daughter where putting their works side by side in Nigeria. For 
me it was a way of showing appreciation to my mother for nurturing me through my 
career and also an avenue of presenting her oeuvre of works to a wider audience. The 
exhibition also provided a platform for establishing continuities or disjuncture in both 
our works.  Although the emphasis was more on the medium rather than on style, it 
provided a fresh approach to viewing and appreciating a body of work that span five 
decades. One point comes through clearly—that artists should be studied in relation 
to their backgrounds. The show with my mother brought to light my involvement with 
the arts from very early age and all the influences derived from growing up in Benin 
and how all of these experiences impacted my art.

Jude Anogwih: When one examines your work from the last five years a certain tra-
jectory is evident, one in which bas relief or two-dimensional wall sculpture was as 
prominent as your interest in dealing with issues of gender in Benin art and culture. 
Recent projects like Benin1897.com are more research-oriented, and the structures 
are more expansive including installations, design and academic presentations. 
How have your artistic interests and approaches evolved?  
PL: The inspiration for these bas reliefs derive from the classical Benin brass plaques 
as  well as the neo-traditional ones made by the Edo artist, Ovia Idah which adorn the 
walls of the Oba’s palace in Benin. During the reign of my grandfather, Oba Akenzua II 
these reliefs were very visible on the palace walls.

As a child these formed part of the visual imagery of the palace and stuck to my 
memory. I had a rich repository of images to draw from. Thus, it becomes quite easy 
to recall and draw analogies between both Edo and Yoruba cultures.  Being of dual 
heritage has also enriched my art. In regards to gender issues relating to Benin art 
and culture, I find Edo society a highly patriarchal one. There are certain structures 
that celebrate and immortalise the woman.
 

An instance of this is the institution of the Queen mother title during the reign of Oba 
Esigie. Yet, in Benin history there is also an attempt to subvert the position/contribu-
tions of women. It is this ambivalent relationship that I play on in the work titled What 
the Thieves Left Behind. In this work I transpose male and female imagery on the 
Benin plaques and watch the way people respond to this novel transformation.  

Although I work principally in metal, I do not want to be restricted to the medium. My 
artistic career goes beyond my art school training. I have learnt a lot from art work-
shops and residencies. Over the last decade I have worked extensively with children, 
youths and women facilitating at art workshops and experimenting with new and 
varied media. I have worked with beads, wires, clay and a host of other materials, 
which I have found possess their own character and feel. All these I have applied to 
my work. One of the most satisfying experiences however has been my involvement 
with the Women and Youth Art Foundation, which I founded in 2004. 

This has brought me in contact into great experimentation.  The installation of gourds 
derived directly from my work with children painting on calabashes. Much later cala-
bash painting was introduced to my students at the university where the ‘simple’ 
ideas of the kids were fine-tuned. It 
later became the basis of the instal-
lation titled Long Live the King. 
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Special Focus : 
J.D. Okhai Ojeikere 

As we continue to celebrate and reflect 
on 50 years of Independence, CCA,Lagos 
takes this opportunity to also honour and 
celebrate the 80th birthday anniversary 
of one of Nigeria’s  pioneering photogra-
phers as well as to acknowledge the rich-
ness of over 60 years of his photograph-
ic practice.  Through the portfolio section 
which began in the last issue we hope to 
highlight the work of Nigerian and Afri-
can artists. Considering the rising global 
interest in contemporary art from Africa, 
we hope that this initiative will stimulate 
the new but growing number of collectors 
on the continent. CCA,Lagos is collabo-
rating with foto Ojeikere to make these 
museum quality prints available for pur-
chase in support of our programmes as 
well as towards the upcoming Ojeikere 
Foundation. But most of all it provides 
the opportunity for astute art lovers to 
complement their existing collections of 
photography. It also presents an oppor-
tunity for art enthusiasts to finally start 
their own collection. 

Contact portfolio@ccalagos.org 
for more information.
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1  Okhai Ojeikere. Untitled 1, 1969. 12 x 16 inches. 
Fibre Based Paper. 

2  Okhai Ojeikere. Untitled 2, 1964. 12 x 16 inches. 
Fibre Based Paper. 

3  Okhai Ojeikere. Untitled 3, 1960s. 12 x 16 inches. 
Fibre Based Paper. 

4  Okhai Ojeikere. Untitled 4, 1972. 12 x 16 inches. 
Fibre Based Paper. 

Portfolio@CCA,Lagos

Ojeikere, Ojeikere and Ojeikere could well be the name of a prestigious 
law firm. Instead, Okhai, Iria and Amaize Ojeikere are a truly remark-
able trio of outstanding Nigerian photographers. A father and two-son 
combination; ranging in age from the late seventies to age late thirties; 
these three Nigerian photographers have collectively for well over half-a-
century helped tremendously in defining the aesthetics and visual role 
of photography in our society!

Okhai or Pa Ojeikere as he is now re-
vered in photography circles in Nigeria, 
is in all respects a self-made man and a 
photographer who by sheer dint of hard 
work, a zeal to learn and an unflagging 
ambition, rose from very humble begin-
nings and, a mixture of technical adven-
ture and experimentation to become 
an outstanding master photographer! 
A product of the ‘old school’ of com-
plete photography; Okhai Ojeikere right 
from the beginning of his career strove 
to achieve exceptional excellence as a 
darkroom technician as well as acquire 
a practised eye for documentary and 
creative photography. Simply put, he has 
always been personally involved and in 
charge of all the processes involved in 
producing a photograph! It’s no won-
der then that his photographs have the 
hallmark of good composition, exposure 
and darkroom expertise.

In his progression to become a good pho-
tographer on his long journey to become 
a master photographer Okhai Ojeikere 
started off in Abakaliki with a camera 
that cost him two pounds sterling in 
1950 and by 1970 he had acquired 
the state-of-the-art top-of-the-range 
Swedish-made Hasselblad camera. As 
his son Amaize remarked recently, “I am 
influenced by my father’s style and his 
attitude to work, his dedication and the 
fact that he was not constrained by his 
level of education and the rudimentary 
equipment he started off with!”

Okhai Ojeikere after many attempts 
and unanswered application letters was 
eventually employed by the Western Re-
gion Ministry of Information’s Photogra-
phy Department; where he started off 
as a laboratory technician. He went on 
to become a full-fledged photographer 
with the Ministry and later he became 
one of Nigeria’s foremost advertising-
industry photographers when he worked 
with Lintas for twelve years from 1963 
to 1975.

Okhai Ojeikere has created, for poster-
ity, a body of work outside his official 
assignment type of photographs in the 

Ministry and Advertising industry that 
have fully established him as one of Ni-
geria’s best-ever documentary and cre-
ative photographers. It could be that his 
essentially rural background and small-
town upbringing naturally endeared him 
with an affinity to identify with every-day 
and supposedly working-class activities 
which include various traditional crafts-
men at work or plying their trade. 

Some of the outstanding photographs 
from this series of images include a 
group of barefoot palm wine sellers with 
huge calabashes on their heads walk-
ing in Indian-file, hawkers selling local 
brooms made from palm fronds ‘gugu-
ru’ sellers and basket weavers. These 
images are mostly from the mid-to-late 
fifties.

To say that Okhai Ojeikere is a master 
documentary photographer is an under-
statement in that he was a true pioneer 
in this genre of photography in Nigeria; 
who undertook self-sponsored docu-
mentary projects with an eye and vision 
of the future and permanent relevance. 
One such documentary project which 
more than three decades after he had 
embarked upon it, rightfully earned him 
well-deserved international fame and 
some fortune is his documentation of 
Nigerian hairstyles and headgears.

Meticulously as from the sixties Okhai 
Ojeikere embarked upon the photo-
graphic documentation of urban-based 
traditional hairdressers. This body of 
work which is a tribute to the creative 
inventiveness of these hairstylists; 
who working with black thread and the 
natural hair of their women clients cre-
ated a whole range of outstanding and 
intriguing hairstyles which became na-
tionally popular as in-vogue styles that 
were representative of various eras and 
were identified by quaint names like 
Skyscraper, Boys Follow Me and Festac. 
They represent a bold and positive fash-
ion statement of a lost thriving culture; 
and an affirmation that these ‘name-
less’ stylists who created iconic hair-
styles that were passed on for genera-

tions now belong to an unappreciated 
generation of true custodians of Nige-
rian creative culture now sacrificed on 
the altar of western hair-fashion values 
that promote artificial hair and chemi-
cally- processed as the path to modern 
western fashion chic!    

These documentary photographs on Ni-
gerian hairstyles and headgears were 
published as a coffee-table book in 
France; under the title J. B.Okhai Ojeik-
ere Photographs in 2000. Because of 
their international acceptance and cul-
tural impact of original creativity Okhai 
Ojeikere has been invited to exhibit 
these images in France, Belgium, Spain, 
Japan, the United States of America, 
Switzerland, Germany, and India so far. 
That Okhai Ojeikere has grown to be-
come a frontline culture Ambassador for 
Nigeria is just reward for his self-belief 

and doggedness to become a master 
photographer!

Okhai Ojeikere in his career also metic-
ulously documented various aspects of 
Nigerian culture in the fields of dance, 
music, masquerades and ceremonies. 
He has well over 5,000 images in this 
body of work. Hopefully these images 
will soon be given permanent relevance 
and exposure in book form to celebrate 
Okhai Ojeikere’s immense contribution 
to our awareness and appreciation of 
the beauty of our depth in traditional 
culture!

Tam Fiofori is a photographer and histo-
rian based in Lagos, Nigeria.
This is an abridged version of a text 
initially published in 234Next on 27th 
March 2010. It is reprinted here with 
permission. © Tam Fiofori

A Family Affair
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In Folarin Shasanya’s series of nine 
“architectural self-portraits,” the artist 
explores ideas of ‘implied possession’ 
by placing himself on the threshold of 
all nine homes. In so doing, the result-
ing body of work highlights the historical 
relevance of the buildings, particularly 

their façades many of which date back 
as early as the 1930’s. It is these im-
ages that inspired the ingenious fusion 
and collaboration of fashion and pho-
tography that we find here. 

The collaboration between the de-
signer Maki Oh and visual artist Folarin 
Shasanya presents a series of photo-
graphs, which are inspired by a cross-
fertilisation of themes and working 
practices.

Maki Oh’s traditional-contemporary de-
signs manipulate and interact with the 
houses, taking on a sense of ‘implied 
possession’ of their own. The contrasts 
between the traditional artisanship that 
inform the construction of the clothing, 
and the traditional modes of urban liv-
ing in contemporary Lagos are com-
bined and appropriated into an aes-
thetic union. These two strands once 
intertwined play out in both the public 
and private spheres in such a way that 
also makes references to the setting’s 
function as a marketplace for the sale 
of the meal – in this case, bread, eggs, 
and pure water. 

Here the setting is selected to fore-
ground the contrast offered between the 
faded blue colour palette of the building 
and the range of earthy nude tones, 
adire blues and hints of carnelian that 
appear recurrently in Maki Oh’s collec-
tion. And while the focus is on tradition-

al modes of living, traditional materials 
and fabrics, as well as on architecture, 
the idea of exploring art in public spaces 
through the medium of photography is 
a particularly contemporary mode of ex-
pression. 

All Images © Maki-Oh and Folarin 
Shasanya.
For more information please contact 
Folarin Shasanya at 
fshasanya@gmail.com
or Maki Osakwe at 
info@maki-oh.com

On African Dress and the Self
Oyinda Fakeye

I remember the first time I tied a gele 
(head scarf) I was 19 and attending the 
Afro-Caribbean ball; here I was actu-
ally nominated for my choice of styling. 
I believe, it was these university years 
that were most formative in that I expe-
rienced much of what I had craved to 
understand which were only gradually 
being translated into bite size pieces 
for me to digest. Despite what I learnt 
in university through the African com-
munity, I was still Black British and very 
much aware of the fence that divided my 
identity from that of my African parents. 
However circumstances arose where I 
would find myself spending an extended 
amount of time in Nigeria. Unlike the 
holidays I had become used to, my time 
in Nigeria saw me working and navigat-
ing through the city without the help of 
family and friends.

Feeling almost like a repatriate return-
ing home to ‘mother Africa’ I faced a 
situation which forced me to examine 
my identity: African name–check, Afri-
can dress–check, natural hair–I quite 
simply drew the line here. In changing 
location, I found my identity challenging 
with my name giving me away as Yoru-
ba, but my accent clearly foreign. But it 

was actually in the area of dress that I 
faced my biggest challenge, as I believe 
I lost a part of my identity on that trip. 
I wanted a compromise but I could not 
negotiate it. I remember my cousin ask-
ing me about my style: beads, plaits 
and batik patterns. She told me that 
she went through a phase of ‘dressing 
afrocentric’ as she put it. She said that 
this ended when her mum told her quite 
plainly that her name was “Temitope 
Arogundade and she was as African as 
they come”. It was clear to me at that 
very moment that my fashion choices 
were not superficial, but were deeply 
rooted – they were more of an extension 
of who I was. 

In November 2008, I was invited to 
Senegal to participate in the Prêt-à-
Partager workshop in Dakar, Senegal. 
The workshop included artists from Ger-
many, South Africa, Cameroon, Senegal 
and the Democratic Republic of Congo. 
The programme was a follow-up to the 
Couture Commune workshop held in 
Stuttgart in 2006, which aimed to pro-
duce a dialogue between Europeans 
and Africans around the theme of fash-
ion.  This theme continued on into Prêt-

à-Partager, where participants were in-
vited to present their area of interests in 
relation to fashion, and asked to collab-
orate over ideas and inspiration in order 
to produce a final body of work. Many of 
the participants in this workshop had 
contributed to the earlier one so traces 
of existing dialogue and collaboration 
resonated in the work. 

The week followed an intense schedule, 
with mornings dedicated to presenta-
tions by all participants and afternoons 
spent in the work-studio or sourcing ma-
terials from various sites around Dakar.

The presentations introduced the group 
to different themes within art and fash-
ion and highlighted the particular area 
of interests of each participant. It also 
served to showcase previous, relevant 
work and ideas for possible projects to 
be carried out during the programme. 
Issues such as the influence of culture 
and tradition on clothing and textiles, 
the use of garments as a means of com-
munication, the performative elements 
of dress and stereotyping were present-
ed and discussed.

Hubert Mahela Katamba a performance 
artist from Kinshasa was concerned 
with the way people react to and per-
ceive others because of the clothes 
they wear. For example how a man in a 
suit may command more respect than a 
man in a T-shirt and jeans, where there 
is no prior knowledge of either party.  He 
was also interested in the aftermath of 
La Sape: an artistic movement in Congo, 
which was a negative response to the 
dictatorship of Mobutu. Mobutu man-
dated that all citizens of Congo mus-
tadhere to a particular code of dress.  
Many Congolese musicians acted out 
against this rule by finding other ways to 
dress, which were very extravagant and 
often very expensive. This movement 
was financed by the Congolese diaspora 
in Europe, building a bridge between 
Congo and Europe. They were buying 
designer brands and giving them to mu-
sicians, this was their way of contribut-
ing to the revolution. At the beginning 
people thought this was part of their 
stage dress but they were wearing these 
clothes daily. After a few years the trend 
took off as a style of dress for people 

who wanted to be different.

Sexual influence on design made for 
interesting discussions around the 
boardroom table, with the introduction 
of Naffytoo Diop’s work. French trained 
Senegalese lingerie designer Naffy, has 
incorporated traditional Senegalese se-
duction and cultural traditions into her 
design and work ethic.  Her presentation 
explained the importance of the prepa-
ratory stages of intimacy, highlighting 
some of the accessories that play a role 
in the ritual.  One such example is the 
Djali Djali, a selection of beads worn 
around the waist which when knocked 
together make a sound that signals to 
the husband that the wife is preparing 
for intimacy. 

Senegal is easily the principal fabric 
centre on the Western coast of Africa, 
drawing traders from within the borders 
of the continent and from far-off shores.  
Walking through the streets the gar-
ments worn would probably not be de-
scribed as African dress.

From my observations and drawing from 
the presentation by Gabi Ngcobo, I was 
interested in the textiles of Dakar and 
text of Dakar – which came in the form 
of graffiti. I have become interested in 
the presence of graffiti in Africa and 
coming from Nigeria where little or no 
graffiti exists, it was very interesting to 
see it prominently in and around Dakar. 
In Nigeria, tagging and/or political mes-
sages are more likely to be found on 
worn garments such as t-shirts or hats. 
I have always believed clothing to be my 
primary method of protest, the use of 
graffiti here highlighted that art as activ-
ism and protest had a place in the Sen-
egalese society.

The interpretation of the theme of fash-
ion and the cross continental dialogue 
or perception was highlighted in Philip 
Metz’s performative work. Metz’s artis-
tic practice reflects his cultural heritage 
and also the perception of Africans in 
Germany. His work based on “ten little 
black boys,” a popular children’s song in 
which 10 black boys die in various ‘fun-
ny’ ways, was very interesting raising the 
issues around racism and children. His 
work in Dakar, in which he attempted 

to assimilate into the local culture and 
transform himself into a Senegalese 
native, was an example of the use of 
clothing or fashion to distinguish the 
so called ‘African identity’. His starting 
point was an African costume bought 
at a fancy dress store in Germany. The 
outfit included a grass skirt and spear, a 
representative of the stereotypical view 
of African people by many Germans (ac-
cording to Metz). As the workshop com-
menced, elements of his costume were 
disposed and replaced with garments 
worn by locals. His transformation in-
cluded the shaving off of his afro – a 
representation of Black resistance in 
the West but something that holds little 
of that meaning within Africa. At the end 
of the project he was left with two Afri-
can outfits, the original outfit and the 
newly developed outfit. I found his work 
and style quite innovative and highly in-
teresting.

Western dress like most things associ-
ated with West has been designed to 
assert itself as some sort of norm, in 
that any deviation from it is regarded as 
somewhat ethnic. Western dress though 
to me, is clothing in its the least recog-
nizable form in that it is a collage of all 
the societies that it has tapped into via 
trade, via colonisation yet it still func-
tions as an avatar of authority signify-
ing what is considered normal. When 
thinking about African dress the first 
thing that comes to mind is textile; the 
patterns, colours and fabric make up 
the apparent African aesthetic. Much 
has been said on the issue of important 
fabrics, which is an interesting debate, 
especially when trade–including that 
of fabric–was carried out by almost all 
civilized nations. I wonder, how do we 
recognize the Chinese dress, is it solely 
by the textile, or is it maybe via the cut 
of the garments?

Must an Italian American or a Dutch 
South African draw from their roots in 
order to gain notoriety as being of their 
race or ethnicity? Why, then, is it only 
when a designer of colour draws from 
their ‘roots’ are they embraced? Duro 
Olowo is, yes, an accomplished design-
er but if we took away the ‘Africanness’ 
that he is perceived to represent would 
he have as much accolade?

The workshop highlighted the impor-
tance of cross continental dialogue and 
the benefits of collaborative work. The 
variety of backgrounds and the knowl-
edge shared was invaluable though at 
times the information was dense. It was 
clear that all involved took away some-
thing new and widened their artistic 
scope. The ‘Textiles and Text’ presenta-
tion by Gabi Ngcobo was an important 
presentation for me as it drew from the 
work of significant contemporary Afri-
can artists, whose practices I continue 
to explore in my own fashion-oriented 
pursuits. 

Being first generation Black British I 
found myself straddled again between 
the two worlds of African vs. European, 
perhaps in a manner similar to that of 
a person of mixed heritage. I suppose 
post-colonial Africa also has to foster a 
balance between its mixed past, draw-
ing from both cultures. I questioned 
whether or not I qualified to comment 
on African dress as an African, because I 
now resided on the continent or if in fact 
mine was that of an outsider? I found 
it interesting watching members of the 
diaspora in the group as I was supposed 
to represent an African voice on Fashion 
to them; however I was still discovering 
what this meant. Most of the participat-
ing artists were or had explored identity 
in their work and this seemed to provide 
a link between presentations given and 
though processes behind the final piec-
es. To this effect, the project taught me 
that dress not unlike identity is multi-
layered – wrapped in issues of history, 
culture, comfort and recognition, true to 
the Asian, American, European, in fact 
it is true the world over. Through these 
identities we forge links that divide 
unite and often echo through the voice 
of time, telling stories of who we were, 
who we’d like to be and who inevitably 
we may become. 

Oyinda Fakeye is a Project Co-Ordinator 
at the Centre for Contemporary Art, La-
gos.
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1>4  All Images © Maki-Oh and Folarin Shasanya.

5  Kemi Aderinto tying Oyinda’s Gele.

Art, Fashion 
& Identity
Maki Oh’s “Everything in Proportion” fashion range–produced in collaboration with the artist 
Nike Okundaye-Davies, and inspired by the coming-of-age dipo ceremony of rural Ghana–
fuses elements of African artisanal couture heritage. The collection takes an innovative and 
unique approach to employing traditional fabrics and materials such as adire, silk aso-oke 
and calabash pieces. As such it references and builds on concepts found in Folarin Shasan-
ya’s recent photographic series, “An Affiliation with History.” 
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1  Marina Abramovic and Ulay. Imponderabilia. Originally performed in 1977 for 90 min. Galleria Comunale 
d’Arte Moderna, Bologna. Still from 16mm film transferred to video (black and white, sound). 52:16 min. 
© 2010 Marina Abramovic and Sean Kelly Gallery /ARS), New York.

2  Wangechi Mutu. (Untitled) Forensic Forms, 2004. Mixed Media on Mylar.

3  Bisi Silva. Photo: Natalie Slow.

Beyond Lagos  
International Upcoming Events
Wangechi Mutu: This You Call Civilization?
24 February – 23 May 2010
Art Gallery of Ontario 
317 Dundas Street West Toronto Ontario Canada

Nermine Hammam Metanoia 
18 April – 12 May 2010 
Townhouse Contemporary Art Gallery
10 Nabrawy Street / Downtown Cairo, off Champollion Street.
Artist and graphic designer Nermine Hammam will be holding her fifth exhibition at 
the Townhouse Gallery’s factory space in Cairo. Metanoia is comprised of a series 
of 77 digitally-reworked photographs, which explore the alarming living conditions of 
developmentally disabled patients in the country of Egypt.
–Townhouse Gallery

Dak’Art Biennial of Contemporary African Art 2010 
7 May – 7 June 2010 
Dakar, Senegal
Theme: Dak’Art 1990 > 2010: Retrospective and prospects. 
This year’s biennial, curated by Kunle Filani, Marylin Martin, Marème Malong Samb, 
Sylvain Sankalé, Rachida Triki, is concerned with exploring the retrospective and 
prospective dimensions of contemporary African art. The international exhibition will 
showcase the work of 25 artists from 5 areas of the African continent, as well as 10 
prize-winning artists from former editions of the biennial. This exhibition will be ac-
companied by a selection of OFF exhibitions throughout Dakar and in other cities of 
Senegal, particularly in Saint-Louis for the 350th anniversary of the city. 

In Context 
23 May – 7 July 2010 
Johannesburg, South Africa / www.Goodman-Gallery.com 
In Context, a series of exhibitions, installations, performances, and interventions in 
Johannesburg, presents a diverse group of international and South African artists 
who share a rigorous commitment to the dynamics and tensions of place, in reference 
to the African continent and its varied and complex iterations, and to South Africa 
in particular. The works are wide-ranging, frequently provocative and engage with a 
number of pressing questions about space, context, and geography.

Among the participating artists are Ghada Amer (Egypt/USA), El Anatsui (Ghana/Nige-
ria), Joel Andrianomearisoa (Madagascar/France), Kader Attia (France), Bili Bidjocka 
(Cameroon/France), Willem Boshoff (SA), Candice Breitz (SA/Germany), Loris Cec-
chini (Italy), Mounir Fatmi (Morocco/France), Reza Farkhondeh (Iran/USA), Kendell 
Geers (SA/Belgium), Jenny Holzer (USA), William Kentridge (SA), Gerhard Marx (SA), 
Thomas Mulcaire (SA), Michelangelo Pistoletto (Italy), Robin Rhode (SA/Germany), 
Yinka Shonibare (UK/Nigeria), Mikhael Subotzky and Patrick Waterhouse (SA/UK), 
Hank Willis Thomas (USA), Minnette Vari (SA), and Kara Walker (USA)

2

3

1

The daring collage-based works of Ke-
nyan-born Wangechi Mutu will be on dis-
play at the Art Gallery of Ontario, which 
will host the first solo exhibition of Mu-
tu’s socially charged artwork at a major 
North American museum.

Wangechi Mutu: This You Call Civiliza-
tion? encompasses 16 key works by the 
artist, including 12 large-scale collage-
based works on Mylar, two videos and 
two environmental installations: The 
Ark Collection (2006), which presents 
a series of postcard-sized imagery dis-
played in four large vitrines; and Sleep-
ing Heads (2006), a haunting series of 
drawings mounted on a ‘pockmarked’ 
Gallery wall, which will be punctured and 
torn to reflect the post-colonial themes 
at the core of Mutu’s work.
--Art Gallery of Ontario

Thinking Out Loud In this recurring section we invite artists, critics, cura-
tors and other cultural professionals to contribute their 
thoughts and/or comments on specific aspects of con-
temporary art that interests them. 

Bisi Silva: 
On The Move 

Beyond the White Cube II: 
International Networks 
Converge Curators Forum, Art Chicago 
May 1, 2010 / 5:00-6:30 pm   
Panel Discussion Moderated by Kate 
Fowle. Panelists include Bisi Silva, João 
Ribas, Curator, MIT List Visual Arts 
Center, Boston and Abigail Satinsky, Co-
director, InCUBATE, Chicago

MoCADA (Museum of Contem-
porary African Diasporic Arts) 
Brooklyn, NY / May 5, 2010 
Bisi Silva will speak about her history as a 
curator, past, present and future, her jour-
ney starting the CCA and will highlight art-
ists she has been working with in Nigeria 
and throughout the continent.  Following 
will be a roundtable discussion between 
Bisi Silva, Lisa Binder, Assistant Curator 
at Museum for African Art and Kimberli 
Gant, Exhibitions Director at MoCADA.

The Sterling and Francine Clark 
Art Institute 
Williamstown, MA / May 6, 2010
In conversation with Natasha Becker, Mel-
lon Assistant Director of Research and Ac-
ademic Program, Bisi Silva will continue 
her dialogue on transnational curatorial 
practices and current research areas.

Newark Museum
Newark, NJ / May 7, 2010
Newark Museum curator Christa Clarke 
and Bisi Silva discuss issues of curatorial 
practice in conjunction with the opening 
of a new gallery devoted to contemporary 
arts of Africa from the Museum’s perma-
nent collection, the first such gallery in 
the country.

New Museum
New York, NY / May 9, 2010
Bisi Silva will present at ICI’s The Cura-
tor’s Perspective, an itinerant public dis-
cussion series, featuring an international 
curator who distills current happenings 
in contemporary art including the artists 
they are excited by, exhibitions that have 
made them think, and their views on re-
cent developments in the art world.

The Menil Collection
Houston, Texas / May 10, 2010
Bisi Silva wraps up her conversation se-
ries at the Menil Collection with curator 
Kristina Van Dyke, discussing themes that 
have emerged during the lectures around 
the country as well as highlighting areas 
of her own practice and research.

ICI’s 35th anniversary video art 
programme Project35 
Project 35, includes a compilation of vid-
eos selected by 35 curators all over the 
globe. Each curator in the project was 
asked to select one video work that they 
feel should be seen by audiences world-
wide. Bisi Silva chose Memoire (2006) by 
Congolese artist Sammy Baloji who uses 
photography and video to excavate the 
histories hidden behind the truth. 

About ICI 
Independent Curators International pro-
duces exhibitions, events, publications, 
and training opportunities for diverse 
audiences around the world. A catalyst 
for independent thinking, ICI connects 
emerging and established curators, art-
ists, and institutions, to forge internation-
al networks and generate new forms of 
collaboration. Working across disciplines 
and historical precedents, the organiza-
tion is a hub that provides access to the 
people, ideas, and practices that are key 
to current developments in the field, in-
spiring fresh ways of seeing and contex-
tualizing contemporary art. 
www.ici-exhibitions.org

ICI (Independent Curators International) has developed its first touring curatorial con-
versation series with Bisi Silva, an independent curator and the founder/director of the 
Centre for Contemporary Art in Lagos, Nigeria. Throughout May, Silva will participate in a 
series of public lectures, panel discussions, and conversations across the U.S.

The conversation series will explore the growing impact of transnational practice, using 
Silva’s extensive curatorial experiences across Africa, Asia, and Europe as a starting 
point for discussion. Looking at the potential for new dynamic forms of exhibition-mak-
ing and cultural exchange, Silva will present her research into artists, as well as respond 
to questions posed on the subjects of the expansion of curatorial networks and emerg-
ing collaborative institutional models around the world.

Organized as part of ICI’s new programming initiatives that provide a platform for inno-
vative curators to directly connect with diverse publics, this conversation series will be 
Silva’s first visit to the United States in over a decade. ICI’s executive director Kate Fowle 
will moderate the conversations and each event will be recorded, so that transcripts and 
edited video footage can be made available on ICI’s website.
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CCA,Lagos has set up one of the fastest growing independent libraries in Africa, 
particularly in Nigeria by specialising in the visual arts and the creative sector in 
general. The library contains over 2500 books, catalogues, magazines, journals, as 
well as a growing collection of art and artists videos. It is gradually developing into 
an important artists archive and educational facility for artists and specialised stu-
dents, especially at graduate, post graduate and doctoral level. It is also proving to 
be a invaluable resource for local/international researchers and other professionals 
in the cultural sector. 

The amount of materials that have been added to the library through purchase and 
donation has grown in leaps and bounds over the years, making the CCA,Lagos li-
brary a veritable treasure trove.  In our efforts to encourage membership and pro-
mote readership, we have restructured and reduced our membership fees. These 
gestures reflect our profound commitment to knowledge—despite adequate provi-
sion by local statutory bodies.  

Where is CCA,Lagos Library?
CCA,Lagos library is centrally located 
on the mainland. We are 5mins from 
the foot of the 3rd Mainland Bridge and 
10mins from Ikorodu Road when you 
turn onto Herbert Macaulay Street. We 
are about 5mins from the Alagomeji 
junction. Use the Domino Diner as your 
point of reference. The library is located 
on the 4th floor of 9 McEwen Street. 

What do I need to join?
Joining the CCA,Library is easy – all you 
need is a passport photo, a completed 
registration form, and payment of mem-
bership fees. We have a variety of yearly 
membership options ranging from full 
membership at N5000 to student mem-
bership at N3000 to N1000 a day for 
casual members. See more information 
above.

Visit today and 
expand your world!

Can we order books from you?
No, we do not sell or order books on behalf of our 
members. However, members can request books 
to be ordered for the library – these requests are 
subject to approval and available funding. We are 
looking into the possibility of partnership with 
one of the premier bookshops in the country to 
provide an appropriate book ordering service to 
our members.  

Do you have only art books?
While the majority of our books focus on art, art 
history and critical theory, we do have a limited 
selection of books dedicated to architecture, 
fashion, textiles, design, and other related cultur-
al areas. New books are constantly being added 
to our collection so do frequent the library to dis-
cover our recent arrivals. 

Frequently asked questions:

Membership Levels
Full Member...................N5,000 per year ......plus daily rate N200
Student ..........................N3,000 per year ......plus daily rate N100
(I.D card required)

CCA,Library is a reference resource only and unfortunately does not have the 
facility for lending materials. Library resources are available only through mem-
bership. Additionally, members are also required to pay daily usage fees. 

Daily Rate without 
Membership
Nigerian Resident/
ECOWAS Citizens .............. N500 per day
Non-ECOWAS Citizens ......N1,000 per day

Overseas Supporters
Diamond Donor  $1,000 (Pound/Euro equivalent)
Golden Giver  ........ $500 (Pound/Euro equivalent)
Silver Supporter  .. $200 (Pound/Euro equivalent)

Centre for Contemporary Art, Lagos
9 McEwen Street, Sabo, Yaba, Lagos, Nigeria.
T:+234 702 836 7106   E: info@ccalagos.org   W: www.ccalagos.org

Membership Application Form
Name

Contact Address

Phone               GSM

Email

Occupation

Nationality

Areas of Artistic Interest

Membership Category              Application Fee
(1, 2, 3, 4, 5, 6 or D, G, S)

Signature             Date

The Library

Conversation Series Itinerary

Whose Subjectivity? Nudity in Contemporary Art 
Carrie Schneider 
Considering themes of fashion and iden-
tity, my mind shifts instead to thoughts 
of the unclothed body. Informed by the 
history of the nude in art, bemused by a 
local controversy brewing at the Museum 
of Modern Art in New York, and excited 
by a recent conversation among artists 
participating in the CCA,Lagos’ recent 
international art photography residency, 
“On Independence and the Ambivalence 
of Promise,” I’m compelled to argue for 
the very potent presence of identity in a 
nude form.   

Nudity in the history of Western art has a 
complicated past. Often artists depicted 
unclothed human figures allegorically. 
Greek kouroi, for example, were rarely 
thought of as representations of an ac-
tual person, and instead were created to 
evoke universal ideals of youth, beauty 
and mortality. The use of plaster fig 
leaves to cover a nude statue’s genitals 
is an interesting twist in this history, a 
backhanded acknowledgement that the 
human body ought to be concealed.

This unsubjectivized human form be-
comes even more complicated in a con-
temporary art context. A behemoth of an 
example is the use of nude performers 

in Marina Abramovic’s (b. 1946) retro-
spective at the Museum of Modern Art 
in New York (currently on view through 
May 31, 2010). “The Artist is Present,” 
features fifty works from the past forty 
years created by the Yugoslav-born, New 
York-based Abramovic, comprising pho-
tographs, videos, and reenactments by 
performers whom the artist trained. True 
to the exhibition’s title, Abramovic sits in 
the main gallery – without breaks! – dur-
ing the show’s entire three-and-a-half-
month run. 

However, a controversy surrounding the 
reenactment of an older work in the 
Museum’s upper gallery threatens to 
upstage the artist herself. “Impondera-
bilia,” originally staged in 1977, features 
two unclothed performers, standing 
against the walls of a narrow doorway, 
facing each other so that, in order to pro-
ceed to the next gallery, the museum visi-
tor is forced to squeeze through the small 
opening left between their bodies.

Certainly, “Imponderabilia” evokes an 
awareness of corporeality for the viewer, 
who has become a participant. The per-
former is not a specimen to be admired, 
but is rather a warm, breathing, human 

subject. When Abramovic first performed 
the piece with her then-partner Ulay, she 
was interested in the performance as a 
sort of litmus test for the audience, who 
were forced to face either a nude man or 
woman when sliding sideways through 
the door. 

In an unfortunate development, security 
staff has hauled several museum-goers 
out of the Museum after they groped 
some of the unwitting performers. Even 
a man who carried a MoMA membership 
for thirty years – who would probably 
never touch a Duchamp – couldn’t resist 
grabbing the rear of a male performer. 
Does Abramovic’s work, with its insis-
tence on the interaction between the 
performer and viewer, also insist on the 
performer’s subjectivity? 

It makes me question cultural lines be-
tween provocation and titillation, and, 
perhaps out of embarrassment, if this 
kind of thing could only happen in the 
United States.

I came to similar crossroads regarding 
my own work in February, when I had the 
pleasure of being a visiting artist at CCA 
Lagos. A healthy debate was provoked 

when I showed my work, “Family Videos 
(2006),” in which I asked each mem-
ber of my immediate family to re-enact 
moments of intimacy we hadn’t shared 
since my adolescence. For example, in 
one video I asked my father to wash my 
hair.

Whenever I’d shown the work, I believed 
that an adult woman showering with her 
father might rub against something for-
bidden, testing the incest taboo.

Helsinki-based visiting artist Heta 
Kutchka instigated the conversation: in 
Finland, she noted, it isn’t unusual for 
an entire family to share a steam bath 
together. Nudity has a different meaning 
for someone who was raised in a sauna-
enjoying culture. Among the Nigerian par-
ticipating artists, however, there was dis-
agreement. Artist Iria Ojeikere stated on 
a blazing hot day, a friend saw a woman 
walking topless in downtown Abuja. The 
fact that this friend noticed the woman 
at all proved to artist Ndidi Dike the sight 
was at least slightly out of the ordinary 
for Nigeria’s urban capital. 

After much back and forth, we agreed 
that a work of art is loaded with the con-

text of its creation, not excluding the art-
ist’s biography. The fact that I’m an Amer-
ican artist influences the understanding 
of my work, wherever and whenever it’s 
shown. Perhaps this is the litmus test 
Abramovic hoped to evoke with “Impon-
derabilia:” taboo is in the eyes (or chest 
and thighs?) of the beholder.

When is the library open?
We are open from 10am to 6pm, Monday to Fri-
day, and Saturday by Appointment only. 
The library is not open to the public on Sundays 
and on public holidays.

Carrie Schneider 
is a contempo-
rary artist based 
in New York. 



8  CCA,Lagos / Newsletter issue No.9 / May - August 2010

A Curator’s 
 Shelf

 10 Years SMBA: 
We Show Art
By Nieuwenhuyzen Martijn van, Ko-
psa Maxine, Schumacher Rogier, 
[Stedelijk Museum, 2003]

 After Theory
By Terry Eagleton
[Basic Books, 2003]]

 Again for Tomorrow
Curated by Students in the MA 
Curating Contemporary Programme
[Royal College of Art, 2006]

 The Curator’s Egg
By Karsten Schubert
[One-Off Press, 2000]

 Artistic Research: Theories, 
Methods and Practices
By Mike Hannula, et al.
[Academy of Fine Arts, Helsinki, 
2005]

 Arts and Its Institutions: 
current conflicts, critique 
and collaborations
By Möntmann, Nina
[London: Black Dog Publishing, 
2006]

 53rd Biennale di Venezia 
International Art Exhibition: 
Making Worlds
[La Biennale di Venezia, 2009]

 Contemporary African Art 
Since 1980
By Owkui Enwezor and Chika Okeke-
Agulu
[Damiani, 2009]

 Changing States: 
Contemporary Art and Ideas 
in an Era of Globalisation 
Edited by Gilane Tawadros
[inIVA, 2004]

 Foci Interviews with Ten 
International Curators 
By Carolee Thea
[Apexart, 2001]

 Museums of Tomorrow: 
A Virtual Discussion
Edited by Maurice Berger 
[University of Maryland Baltimore 
County, 2004]

 Museum, Inc: 
Inside the Global Art World
By Paul Werner
[Prickly Paradigm Press, 2005]

 Experimenting with Truth: 
transitional Justice and the 
Process of Truth and Recon-
ciliation: Documenta11_Plat-
form2
Documenta (11th: 2001 – New 
Delhi, India)
[Ostfildern-Ruit: Hatje Cantz, 2002.]

 Word of Wisdom; A Cura-
tor’s Vade Mecum on Contem-
porary Art
Edited by Carin Kuoni
[Hatje Cantz Verlag Germany, 2001]

 Manifesta Coffee Break
By Domela Paul, Manifesta, Liverpool 
Biennial of Contemporary Art
[Liverpool: Liverpool Biennial, 2005]

 Curating with Light Luggage: 
reflections, discussions 
and revisions
By Kunstverein Munchen
[Revolver, 2003]

 Fault Lines: 
Contemporary African Art 
and Shifting Landscapes
By Gilane Tawadros, Sarah Campbell
[Institute of International Visual Arts; 
2003]

 Critical Interventions: 
Journal of African Art History 
and Visual Culture
[Aachron Editions, 2009]

 Authentic/Ex-Centric: 
Conceptualism in Contempo-
rary African Art
By Salah Hassan, Olu Oguibe, Annie 
E. Coombes, and Rory Doepel 
[Forum for African Art Inc., 2002]

 WHAT MAKES A GREAT 
EXHIBITION?
By Paula Marincola
[Reaktion Books, 2007]

 The Producers’ Contempo-
rary Curators in Conversation 
(2)
By B. Read
[Gateshead : BALTIC, 2000]

 Harald Szeemann: 
Exhibition Maker
By Müller, Hans-Joachim
[Hatje Cantz Verlag Germany, 2006]

 Biennale: 2- Thessaloniki 
Biennale of Contemporary Art
[Hellenic Ministry of Culture, 2009]
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Images 
from the Archives
International Art Photography Residency Programme 
Exhibition Opening.

Now Available!
Publications from the Centre 
for Contemporary Art, Lagos

Like A Virgin…Lucy Azubuike & Zaneli Muholi, 2009
This fully illustrated catalogue accompanies the two-person exhibition of photographs by 
Lucy Azubuike and Zaneli Muholi. Curated by Bisi Silva.

Identity: An Imagined State, 2009
This fully-illustrated colour catalogue accompanies the first video art exhibition to be held 
in Nigeria. Identity: An Imagined State is an exhibition that brings together for the first time 
works by twelve established and emerging artists of different cultural, geographic and social 
backgrounds from Nigeria, Africa, and South America. 

The idea of “Like A Virgin…” came before the Centre for Con-
temporary Art, Lagos became a reality in 2007. It was the ap-
propriate catalyst in a context in which few, if any platforms 
exist for artistic practice that strays from the conventional and 
the conservative. This is such a project, not because it presents 
groundbreaking or cutting edge art, as artists have dealt with 
the issues of womanhood, the body and sexuality and made 
provocative works for over thirty years. However, within the em-
bryonic Nigerian art context scene, it is precisely that – ground-
breaking and provocative.  In an intransigent patriarchal society 
in which sexism is prevalent and in which homophobia is lega-

lised, few if any artists have presented complex, provocative 
works on the body and sexuality the way Azubuike and Muholi 
are doing. Two young African women working on the continent, 
pushing boundaries, confronting taboos and challenging ste-
reotypes, in essence expressing themselves and their lives in a 
way few of their predecessors have done before.

The exhibition catalogue features essays by Bisi Silva and 
Christine Eyene. 

N1,500 or $15.00 (excl. p & p) 

The works consider from both local and global perspective, 
the issues around identity in relation to Africa. As a point of 
departure, the exhibition explores associations with the label 
‘African’ and has been contextualized in a manner that reflects 
on, but without answering, ‘what or who is an African.’ By ex-
ploring these themes the exhibition tells the story of belonging, 
displacement, uncertainty, visibility and negotiation through 
the medium of video art. Curated by Jude Anogwih and Oyinda 
Fakeye.

Participating artists include Jude Anogwih, Lucy Azubuike, 
Uchay Joel Chima, Luc Fosther Diop, Bouchra Khalili, Vanessa 
Padilla, Thando Mama, Grace Ndiritu, Emeka Ogboh, Berni 
Searle, Aicha Thiam and Kemang Wa Lehulere.

The publication features insightful texts, both in English and 
French, by Krydz Ikwuemesi, Miguel Petchkovsky, Goddy Leye, 
Solange Farkas, an introduction by Bisi Silva and an afterword 
by Antawan I. Byrd.  

N2,000 or $20.00 (excl. p & p)

In this mini-project, we present a selec-
tion of books, journals, and catalogues that 
represent the breadth of materials in the 
CCA,Library that relates to curatorial practice 
and research. 


