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Abstract

This paper explores the concept of Kwa-Nsibidi, advocating for a standardized neography that captures
the essence of the Nsibidi script. The discussion delves into the origins of Nsibidi, its unique
characteristics as an "Action-Writing" system, and the historical use of Ukara cloth as a medium for
documenting actions and ideas. Drawing parallels with other square-based writing systems, the paper
introduces the logographic and morpho-graphic aspects of Nsibidi. The Neo-Nsibidi Project, particularly
Chiadikobi Nwaubani's contributions, are highlighted, leading to the proposal of Kwa-Nsibidi as a
people’s script with a focus on cultural and ritual morphographism. The paper concludes by emphasizing
the importance of simplifying characters for mass adaptation, envisioning a future where Nsibidi follows
specific guidelines for broader accessibility.

Introduction

We will explore a newfound concept called Kwa-Nsibidi, outlining an argument advocating for a
standardized neography that encapsulates the essence of Nsibidi. The concept of Kwa stems from various
linguistic inspirations in the Niger-Volta area. Kwa being mix or weave in Igbo, kwa kwa being a lot or
many in Efik-Ibibio and Kwa (Qua) is a personhood in Ejagham-Ekoi culture. It incorporates diverse
multi-ethnic linguistic influences in its aims to be a people's script with a focus on cultural and ritual
morpho-graphism.

Origins of Nsibidi - An Idiok Origin Mythos

This section provides a brief overview of Nsibidi's origins, touching upon its roots in pantomimed actions
and setting the stage for a deeper exploration of Nsibidi as an "Action-Writing" system.

- Idiok Origins

- Idiok Nsibidi Pantomime

- Idiok in Literature

TP: Idiok mythos provides a context that Nsibidi is of divine origin used for mimicking actions and ideas
into written form. Nnedi Okoroafor expands on this mythos with the concept of the Dark Market and the
use of Nsibidi by the Idiok to read the spirits of an individual in her book Zahrah the Windseeker.



Nsibidi as "Action-Writing"

The paper expands on the concept of Nsibidi as "Action-Writing," discussing its unique characteristics
and how its “captures” actions through symbolic representation remarkably similar to photography.

-What is Action

-What is writing

-What is Action-Writing

-Ngbe Pantomime

TP: Arguing the origins of writing as actions conveying symbols and ideas and writing conveying actions.
Nsibidi is a form of writing used to capture visual components into symbolic writing representations of
abstract ideas, objects, and actions akin to archaic photography.

Before the Camera, there was Ukara: Cloth as Documentation of Actions and ldeas

This section explores the historical use of Ukara cloth as a medium for documenting actions and ideas
within the Nsibidi tradition, highlighting the significance of this pre-photographic documentation method.

-Ukara cloth and its origins

-Ukara and its ritual use

-An analysis of Ukara cloth

-Comparison with Afro-American quilting

TP: An analysis of Ukara cloth through cultural and aesthetic lenses. An analysis of the Ukara leads to the
evidence of actionsand pictorial concepts being recorded within a square motif for identification and
interpretation.



Captured within a Square

Drawing parallels from Ukara square Nsibidi writing motifs with other writing systems such as Mayan
Hieroglyphs and Chinese seal scripts, this section discusses the use of square writing in Nsibidi and its
implications for the script's modern visual structure.

-Actions captured within a square

-Ukara cloth within a square

-Chinese seal script and modern calligraphy in a square

-Maya Hieroglyphs within a square

-Egyptian Quadrat square writing

TP: Allusion of Ukara square motifs similarities to other ritual writing systems (Mayan, Chinese and
Egyptian) and their cultural aesthetic of fitting actions within blocks for communication. Alluding to the
timeless and ancient use of visual communication captured within a square.

Nsibidi as a Logographic System

This section explains the logographic nature of Nsibidi, introducing the concepts of pictographs,
ideographs, and logographs, and demonstrating their use within the script.

-What is a pictograph?

-What is an ideograph?

-What is a logograph?

TP: An analysis of pre-colonial and modern Nsibidi writing and defining different elements of the script
and clarifying misconceptions surrounding Nsibidi.



Nsibidi as a Morpho-graphic System

Building on the logographic aspect, this section introduces the morpho-graphic nature of Nsibidi,
explaining the role of morphemes and how they contribute to the script's structure.

-What is a morpheme?
-What is morphography?

TP: The cultural analysis of Nsibidi being used by multiple ethnic groups within West Africa and its
potential use for modern morpho-graphism. Nsibidi was used in multiple ethnic institutions and trade
guilds for cross-cultural and multi-ethnic communication alluding to a morpho-graphic past remarkably

similar to the Japanese use of Kanji imported from China as well as its use in Vietnam, Korea, and
Malaysia.

Neo-Nsibidi Project

This section highlights the work of Chiadikobi Nwaubani in the Neo-Nsibidi Project, emphasizing the
contemporary efforts to revive and adapt Nsibidi for modern usage.

-Transforming complex Nsibidi graphemes representing abstract ideas and actions into
simplified graphemes called radicals.

-Simplified public concepts of complex and sacred Nsibidi graphemes unique to the Ekpe

-Neo-Nsibidi is used to convey an array of diverse ideas and actions recreated through the use of
graphemes called radicals. Radicals are combined to suggest a person, place, thing, or idea.
These are formed into characters framed within a square.

-These modern characters are to be adapted by various cultures and ethnic groups.

TP: Praising the work and project created by Chiadikobi Nwaubani and its initial goals for Nsibidi writing

for the public sphere. Highlighting inspirations and aspirations within Chiadikobi’s work one can get a
clear idea of a modern standard of writing for Nsibidi writing and education.



Kwa-Nsibidi: The People's Nsibidi

This section introduces Kwa-Nsibidi as a people's script, emphasizing cultural and ritual morphographism
as key elements that differentiate it from other writing systems.

Cultural Morphographism

Expanding on the cultural aspect, this subsection discusses how Kwa-Nsibidi incorporates
cultural elements into its morphographism making it a unique expression of identity for
multiple cultures at once.

-Multiple cultures can utilize the characters and radicals within Nsibidi to represent their own
culture and identity.

TP: Arguing a cross cultural communication system for the public with native origins in place of colonial
English. Highlighting the script potential and use by multiple ethnic groups both within the continent and
its diverse diaspora.

Ritual Morphographism

This subsection explores the ritualistic aspects of Kwa-Nsibidi, demonstrating how the script is
intertwined with various ceremonial practices and spiritual beliefs.

-Multiple cultural rites identified with modern Nsibidi characters

-Multiple religious rites within the characters themselves

-Use of Nsibidi by native traditional cultures alongside Christianity

TP: Highlighting the flexibility and versatility of modern Nsibidi allows for religious and cultural
diversity to be expressed through the writing. In hopes to combat tribalism and ethnic pride, Nsibidi could
foster cross-cultural awareness and literacy in modern Nigeria and its diaspora. The script can also be
used in a diverse religious context both traditional and Abrahamic.



Simplifications of Characters — a Public Standard

Emphasizing the need for massadaptation, this section discusses the importance of simplifying characters
within Kwa-Nsibidi to facilitate broader accessibility and understanding.

- Proportions of written characters

- Placement of character components

- Simplifying characters for daily use but still preserving an element of culture

Conclusion

The paper concludes by summarizing the key points and advocating for specific guidelines to be followed
in the future development and adoption of Nsibidi, envisioning a future where it becomes a widely
accepted and utilized script.
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