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ABSTRACT

AN APPRAISAL OFATYAPPERFORMING ARTS OF ZANGON KATAF KADUNA
STATE, NIGERIA 1950 — 2013,By Samuel Caleb.(N.CFhe and Applied Arts KSCOE
Kafanchan, B.A.Fine Arts, M.A Art History A.B.U Zaj)

This study explored the activities of tAgéyap performing arts, defining what they are by
name. Chapter one introduces the background higibyhe Atyap performing arts of
ZangonKataf Kaduna State Nigeria from 1950 - 201& problem of the study was that,
the Atyap performing arts have dwindled over these yearsthat] it is being endangered.
The aim of the study sought to establish the stét¢he Atyap performing arts. The
objectives of the study were to: investigate thetdnical evolution of the performing arts
from 1950 - 2013, to identify the existifgtyap performing arts and the instruments of
music; study the socio-cultural character of Atgapperforming arts; examine the fears of
extinction expressed by researchers on performitsgaflAtyapg and categorize th&tyap
performing arts according to their various mandésns. The performing arts of tiAgyap
from available records, haven undergone consideretiinge of recent justify this study.
The scope of this research was devoted to theimxistyap performing arts from the
numerous traditional music and theatre arts exgdtiom 1950 - 2013. The performing arts
are diverse in nature; they include those performghkout instruments, those performed
with musical instruments, those performed thedtyicand those performed poetically.
They are those performing arts found witiibin-AtyapChapter two focuses mainly on
the review of relevant literature which further eals the gaps existing in the previous
studies, especially in the examination of the regtwontent and context of th&tyap
performing arts of ZangonKataf, Kaduna State. Télevant reviewed literature showed
that the influences that permeated the early psrddheAtyapperformers have continued
to manifest themselves in different shades andicistances to the extent that there are
new transformations and assimilations of perforreanérom nearby ethnic groups
borderingAtyap Chapter three discusses the methodology, resdasigned of the study.
Both the historical and qualitative methods of dedection were used. Several experts
suggested the use of multiple approaches to adrlual studies, and were adopted in this
work to investigate the historical evolution of tA¢yap performing arts from 1950 to
2013. The population of the performing arts is ¢hpractised iAbin-Atyap.The selection
was done using the purposive sampling due to therdgeneous settlement pattern of
Atyap In carrying out the field work of this study, thhealitative method of investigation
was used. The interviews conducted were done basatie sampled population, using
guestions that were open ended in nature. Infoomatollected from the field was
analyzed in Chapter four and five of the study. @iscussions made were done through
categorization, description and comparative anslySlhapter four analyzed the data
collected base on specific headings. These headlgude (i) early performing Arts in
Abin-Atyap (Song Guguwa, Song Zunzuo, Song Zunzom Atah, soagnzuAngurung,
Song Zunzom Akhuwoo, Song KuKii) Borrowed performancesspng Zunzom Akatam,
Song Samba, Song Bori, Song B.B, Song Akidatisa praise singers), (iii) Recent
performances Song Din-vay and Song Ashong Chapter five pulled together some
assertions on the extinction of tiAgyap Performing arts and discussed them through
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intrinsic deductions from the art forms and perfances seen in the different celebrations.
The findings of this study established that somdop@mances are actually going into
extinction, while most performances are undergo@fmement due to acculturation. Over
the years, there has been multiplication of adoptg@p performing arts stemming from
youths, adults, and women groups. Chapter six ewt@ summarized overview of the
entire study. The recommendations of this studyestahat, most of the existing
performing arts needs sustenance. Schools werenreended to adopt some performing
arts for extra-curricular activities. Churches e tand were encouraged to adopt some of
the performing arts with some refinements for tipe@ise, worship session.
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Operational Definition of Terms

Abin-Atyap
Abwoi
Abwoi Abin
Abuwom
Agbaad

Agwa

AgwamAbwoi

AgwazaTazwa

Akata
Akpa
Akpat
Aku
Akursag
Akwak
Aminyam
Anchuyang
Ashokwa
Ashuyang
Asson
Atyap
Atyiok

Atio- Atyap

----Atyapland
----Ancestral spirit or the ancestral cultAifap
---- The god of the earth
---Song
----A major clans inAbin-Atyap
----Horn
----Chief priest
--Fhe supreme heavenly God
---Raffia hat
----A cluster reed flute
----Hausa
----A major clan inAbin-Atyap
----Masquerade
---- A sub- clan ofAtyap
----A major clan inAbin-Atyap
---A doubled outlet horn used as starter in guguwa&elan
---- One of the major clans Abin- Atyap
---Begging
---A sub- clan inAtyap
----The praised people
---Real men

----The Atyap(personified)
XXV



Atioli

Ayang Bin
Ayet
Bakung-kung

Bang

---- Head of the family
---The biggest guguwa drum
----The harvest festival
--Small drum

---- A Superstitious belief of th&gbaadclan involving

ancestral reparation to violators of an oath

Bante
Bubuwom
Busanchiyawa
Byin
Chwan
Du-Katab
Gbajag
Guguwa
Hyet
Jinjie
Kachan
Kimkim
Khukhuoo
Kuku
Kwon
Naan

NakhunNkwon

---- Skin pant or covering
--50Ngs
--Reed flute blowing
---- Drum
----Beniseed
---- All Katab
----Tree rattle
----Horn trumpet
----Arrow
---Raffia
---Metal rattle
----Dumb bell
--Jute fibre
----Women coral singing group
---Wood
---&rinding stone

--Wooden trumpet

XXVi



Nanyhuk
NcheGuguwa
Nchezunzu
NekhopAniet
Nensham
Shaka

So abuwom

Son

Song Byood
Song Anak
Song Guguwa
Song Zunzu
Song Zunzoniata
Song ZunzontAh
Song Zunzonkkhuwoo
Song Kuku
Tatong
Tsotson-tat
Tukpak
TunganNkan
Tutu Abwoi
TwaiAnak

Tswat

---- one of us
--paired horn trumpet
-paired reed flute
--Most elderly one

----Shea leaf

---- Calabash rattle
----Lead vocalist

----Dance

--This is dance from Agan (Kamantan Ethnic group)

--commemerative festival
----Horn or marshal dance
----Pan pipe dance
---Xylophone dance
----Single string guitar dance
---- Raft zither dance
----Coral dance
---- Lizard icon
----Women coral group

--Granary
---- The Bagauri market
----Abwoishrine or hut

--Mourning Ceremony

----Sacred sword
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Tyiok

Tyiok Atyap hwu
ZunzomAkhuwoo
ZunzomAkatam
Zunzu

Zunzom

---Rulership
----Atydulership
---- Raft zither
----Xylophone
---- Pan Pipe

---- Guitar
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CHAPTER ONE

Introduction and Background of the study
The study “An Appraisal oAtyapPerforming Arts of Zangon Kataf Kaduna State,
Nigeria” is a research on the past and presenbpeifig culture of thétyapof Zangon
Kataf Local government; with special interest oa #nt of theshow. The study traced the
history of the Atyap performing arts from 1950 1130 The name Kataf as used in many
writings is used in this study aétyap. Anywhere the name is used as Kataf it means the
same ag\tyap This is necessary for the reader of this worlriderstand the successive
change of the name of the ethnic group from Atyalddtaf in the literature review in this
work. AtyapcommunityOnlin€2010) states thaktyap
Also known as Kataf by Hausa, are an ethnic grbap accupy part of the Zangon-
Kataf Local Government Area of Kaduna State, NmerThey speakTyap
language, one of the West Plateau languages. Tdeypg the south east portion of
present day Southern Kaduna, in Zangon Kataf LGoalernment Area of Kaduna
state. The ethnic groups in this area speak a comamguage, and display so
much uniformity of cultural traits that the groupsay almost be regarded as
constituting a homogeneous language with the Odgofholio, Chechaat,
Fantswam and Jju. Thus, each division of the giewgeen by other ethnic groups
as constituting an ethnic group. However, the ethgrioups have no political
uniformity other than a continuous ancestral ardasantercourse.
The ethnic groups in Southern Kaduna cannot betsaidve no political, ancestrial and
socialintercourse, history had it that most of éftfenic groups like Oegorok, Ham, Asholio

left the north-east to their present abode, thatesof the ethnic groups arrived earlier than

the other, which they called early arrival whildets arrived later just as the Rohogo and



Minyam story of the Atyap. Other ethnic groups wemrdieved to have come out from
others as a result of hunting expendition like Altiakar and Bajju who are believed to
have come out of Atyap. This was why the politytied region was similar. The language
is some what similar and culture. TAtyap according to Achi (1981:28),
... occupy the central area of the lower valleyhef Niger and Benue rivers in the
South- eastern part of Kaduna State. The area rndebexl to the north by the
Binawa,Rimbu, Kiballo and Surubu speaking peopltesthe north — east by the
Kurama, to the east by the Chawai people and tltriia River; to the south-east
by the Chechaat and Maroa, to the South by the dBgugople, and to the south-
west by Bajju, Ham, Angan and Bakulu peoples.
In the quest to live and prosper to reports, adogrtb Magaji (1994), thétyapengaged
in several ceremonial activities; some of such vgar@al activities during the dry season
believed to be the resting period. This necessitébe production of various musical
instruments used by various age grades, the yategmniddle aged, the old, the palace
praise singers and the religioddbwai Cult for diverse cultural events. During such
celebrations, theAtyap would often use horses which included caravabratidgtyap
produced saddles for horses to be used by young bog men who heralded every

celebration. The celebrations led to the productbrcustumes, instruments used during

performances.

Statement of the Problem
The Atyap according to oral history, had religious, pobficand socio-cultural
performances like most pre- tQ(():entury African communities (Dauke, 2004:19-26).aA

particular time, the performing arts were said avdrmetamorphosed into a culture. Each



clan was said to be identified with at least omenfof performance or the other. This was
necessitated by the environmental and human clggtefrequently faced in the region,

some of which were natural or man made. Of recemtiver, there seemsto be a sharp
decline in the art of music and performances.

Three researches on the art of &tgap,to the knowledge of the researcher, have
shown concern about it. They are: “Form and Funetiof Art among the Kataf of Kaduna
State”, by Nkom (1987), “Wood Carving ityap land” by Samaila (1994), and “The
Social Function of Art irAtyapNew Year Festival” by Samaila (1999). Nkom (198741
118) establishes that,

The Kataf society is blessed with a variety of @ crafts, most of which are

functional and performing arts. The artists gengrale of age...between the ages

of thirty (30) upwards. The youths do not have tifoe any art work in Kataf
society; they feel it is old fashion. From the nuous art forms that exist in Kataf,

a good number of them are no longer in public view.

Samaila (1999:5) similarly contends that, the wastrage of performing arts of tiayap
was fast in the decline in recent years. The fasicig art productsof costume, wood
carvings, and hand crafts are going into extingteord there seems to be nothing done to

revive their functional significance.Thus thedeeliand fears ofextinction of performing

arts inAbin-Atyaps a problem which needed to be solved.

Aim and Objectives of the Study
The aim was to appraise the present statieedktyap performing arts. The objectives
of the study are to:

Investigate the historical evolution of the perfargarts ofAtyagdrom 1950 - 2013



Identify the existingAtyapperforming arts and the instruments of music.

Find out whetheAtyaperforming arts still plays in culture it used taypfrom 1950 to
2013

Study the socio-cultural character of thiyapperforming arts.

Examine the fears of extinction expressed by rebeas on performing arts étyap.

Categorize thétyapperforming artsaccording to their various mandéens.

Justification for the study

Notable performing art forms exist ityap which have not enjoyed scholarly
attention as the Nok terra cottas do for instarf@@l record shows thaityap art has
suffered considerable neglect from scholars wheel@ntinued to study the Nok art with
no allusion to the study of art of near by ethnioups who had at one time or the other
made claims to the Nok art. Recent finds of the Nadeal that the ceramic tradition of the
Atyap could be connected to Nok art. Moreso, that tidopming artsof theé\tyap have

suffered considerable change of recent, justifiesgtudy.

Significance of the study

This research “An appraisal éityap Performance arts of Zangon Kataf Kaduna
State” is significant, first for bringing to liglt new phase to the study of the art in the
midst of other art forms among the Southern Kadex@action. Second, this research
encourages better appreciation of the performing afr the Atyap from the past to the

present. Third, this research records the vamaumsributions made by the local artistes to
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the development of arts iAbin-Atyap Fourth, the findings and recommendations that
emerge from this research contributes significatdlythe development of literary and
historical study of the performing arts of tA¢yap in particular, and further studies of

Southern Kaduna performing arts in general.

Scope of the study

The scope of this research was devoted to théirexiltyap performing arts from
the numerous traditional music and theatre artstiegj from 1950 - 2013. The performing
arts are diverse in nature; they include thoseopewd without instruments, those
performed with musical instruments, and those peréal theatrically and poetically. The

scope of the study is limited to performing artsrfd within Abin-Atyap

Limitation of the Study

This study encountered the limitation of the inigpilo get pictures of performing arts of
the 1950s to 1970s. The writer visited the Agwaty&alace at Atag Njei Zangon Kataf to
collect pictures with no success, and severalsviggre made to the national archieve, the
Nigerian Television Authority (NTA) Kaduna, the Nitry of information and Arewa
House with no older photographs of 1950 — 1970kct&d. For example, the Ministry of
information had many pictures of eminent persomalitn Nigeria with only few durbar
pictures to show as the only recorded performingverich had no relevance to this study.
Also, the older form of costumes @éityap performing arts was not seen even with the

several attempts by reseach assistants to helghstsrolder pictures to no avail.
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Conceptual Framework

In considering the effective methods adopted bgaeshers in the visual arts, Sullivan
(2005) in Jari (2007:38-39) observes that in regeats, several specialists published texts
that deal with the topic of visual research an@tesl approaches to inquiry. Generally,
there are three strategies employed by Jari: (préaches that build on discipline-based
research that have a tradition of using visual reeaingathering and interpreting data.
Such studies draw on areas such as sociology,cgpulogy, and cultural studies; (i) A
discipline approach that draws on areas of visual such as art history, art theory, and
criticism. The research traditions are based ontohesl inquiry, literary-based
interpretative strategies, and post modern critipaispectives. The historical inquiry
answers questions like when were the art works mMhatat were the drives which
informed the production of the art works? How whs &rt being preserved through the
ages under the study? (iii) Art-based educatiomajuiry. Those who promote this
approach see the arts as comprising a set of geacthat help broaden the way people
understand things, and thus can be used to expamdifformation is gathered and
represented. Also, several authors admit that m@&sgarches favour the use of a
combination of different methods. After listing btgdifferent methods of social research,
Imoisili (1996) in Jari (2007:39) for instance, ctudes that in practice, an average
researcher is likely to use a combination of metthagies.

In searching into the art of Africa, Willett (198510) identifies two types of research
methodologies, the primary and secondary studié& frimary study has to do with

the researcher going into the field to see andecbltata from studios and from the
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custodians of the arts. This helps in keeping traitk the ever changing nature of society.
The secondary study is the compilation of literatan the field of study, much of which is
more valuable for its illustrations and rich histai documentation.

Nkom (1987:85) used survey method in her study fiFand Functions of Art among the
Kataf of Kaduna State”. Agya (1994:1) in his sungdythe history of the Kadara people
used the survey method. Operationally, survey candivided into any number of
subcategories, depending on the basis and purgdbke classification. Along a different
continuum, survey can be classified according &itistruments and techniques used, for
example questionnaires, interviews, observation.(d807:41) concludes that more recent
studies on African art have been accompanied b lexgibitions sponsored by corporate
organizations. The catalogues of such exhibitiomstain texts usually on topical issues
contributed by many and varied scholars in thelfi&his study adopts Jari’'s suggestion to

the use of a multiple-dimensional approach to netea



CHAPTER TWO

LITERATURE REVIEW
Introduction:
To realise the beauty and value of mankind, there loe nothing more exciting and
worthwhile than the study of history. Davidson {69l) posits that, history is the picture
we can make of all our ancestors, of what happdoetthem, and of how they lived.
History seeks to explain why the peoples of theé pakaved in the ways they did, and not
in different ways; why they failed in some thinget succeeded in others; why they had
wars and misery, but also peace and happinessnéidessary to understand these things in
the past if we are to have a proper understandingeopresent. There is bad and good
history. Bad history appears when historians allogir prejudice and personal feelings to
get the better of them. Many imperialist historiarisAfrica, during the colonial period,
wrote bad history.The Europeans’ prejudices andqmal feelings made them assert that
Africans had no history and art object. This coblkel the reason why the American
missionary, R.H. Stone, in Thompson (1983) wro&,th
in the middle of the nineteenth century, when headed a lofty granite boulder
[Olumo-rock] and looked down upon the city of Abeokutaawh saw disabused
my mind of many errors in regard to ...Africa. Ttigy extends along the bank of
the Ogun (river) for nearly six miles and has alafon approximately 200,000
(People)... instead of being lazy, naked savagesgl on the spontaneous
productions of the earth, they were dressed anc wetustrious... (providing)
everything that their physical comfort required €Tinen are builders, blacksmiths,
iron -smelters, carpenters, calabash- carvers, evealbasket- makers, hat- makers,
mat- makers, traders, barbers, tanners, tailors)efiis and workers in leather and
morocco ... they make razors, swords, knives, hadshboks, axes, arrow heads,
stirrups...women...most diligently follow the puitsuwhich custom has allotted to
them. They spin, weave, trade, cook and dye cd#brics. They also make soap,

dyes, palmoil, nut- oil, all the native earthenwasad many other things used in
the country.



The above summation was possibly a concise sumoraay entire portrait of art in the
town of Abeokuta which over-rides the Western notd primitivism or vanishing Africa.
This alsoseem to be the summary of the artistiméssork of art found in most African
societies including thétyapcommunity, which gives evidence of the will and atiee
impetus of the artists who were the custodianshefart. The artists iAbin-Atyapvere
believed to function in the society like their Albeta counterparts, their art being
reflectedin the daily activities and engagemenith) wach performing artists having their
share in the seasonal or daily environmental cani&tyap had a long history, and this
history was part of the world’s history. The Eueapshad always attributed the close
stylistic roots of African art to near eastern oestern civilization and even to ancient
Egypt and Greece. This might be due to a sensatabpsm or because they were more at
home with the ideas of such civilizations. Howevarpre objective studies in recent times
appear to hold different views on dr8tokstad (2002:6-7), for instance sees Art history
as,
... an accessible product which gives today’s readaltural and social context for
art, along with eloquent visual explanations ofsaspecial qualities and particular
vocabularies. It is animated, yet in a clear nareaivhich tells the many sides story
of art, starting with the earliest art produce,lgtires, textile and implements of
object art. ...art history is contextual in its apgmb and object-based in its
execution. Art history reflects the excitement grdasures of art, affection ...
Expressed as the historian writes in a bond of cehgnsiveness.
This study review what researchers wrote on théopaing arts of theAtyapfrom 1950 to

2013. By looking at théityap performing arts through socio-cultural lenses, déheve

guotation present’s the kind of excitement involuedbin-Atyap.



Few authors were discovered to have written on Altgap art from sociological,
ethnographical and political settings. The avadatbcuments in few historical texts, such

as project reports, theses, and the internet wéized in this chapter.

The Atyap

The Atyap have few written historical documents which arettecad in few textbooks,
student’s project reports, theses, dissertatiodsiam internet. The reason attributed to this
is that, information on the people has largely bleesed on oral history. The Human Right
Watch (2006) reports that, there are few writtezords, but that there are evidences that
the Atyapwere early settlers in the Zangon-Kataf regiore Atyapwas in the area since
the 1750s, possibly much longer. Ninyio (2008:1@)eas with the above claim that the
Atyapwere the earliest settlers:

The Atyap,according to oral history, have stayed in theiispre place of settlement many
centuries ago, so that, they have lost their membmyhen they arrived and from where
they exactly came. All available evidence showeat ftyap did not migrate from far
distance; the migration seems to be the southedut& or some what north from their
present home. ThAtyap’'sancestors though could not leave any written doomnfer
future generation to know from where they came.ifistance, if thé\tyap migrated from
somewhere, canwe find the remainsAayap in the places they left and settled in their
present abode?

It means one cannot be certain of such migratitimadries due to the short comings of
oral narrationsfrom one person to the other. Hmwepart of theAtyapwritten history is

scattered with one disparity toanothi&tyabonline(2012) for example states that,
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TheAtyap today occupy an area of the upper part of the Kaduver valley in
Zangon Kataf Local Governmentarea of Kaduna St#tgeria. They call
themselvedityapand they speak Tyap. They are however, address&atas by
the Hausa due to the large amount of cam wood (Wada in Hausa and
Gbandaad in Tyap) which the Atyap used as an impbitem of trade. Thus, the
name Katab for the Atyap people from Katambari,tfair prominent role in this
cam wood.

The land occupied by th&tyap,according to Samaila (1994:1), can be describeengdly
as undulating. Prior to the establishment of thiairegime in the early {9Century, the
Atyaphad fallen under the influence of Kauru,whethea assult of geographical proximity
which offered successful Kauru imperialistic agdgas and claims on thabin-Atyapor
otherwise. Like other ethnic groups of Southern uga] theAtyap claimed to have
migrated from Karigi eighty kilometers north of theesenftyapland.
Another tradition statesthat thyap migrated from Kalge around Zaria to their present
location in what is today calledbin-Atyap This argument, according to Samaila
(1999:2), poses some doubts as to wherdtiigpmigrated from. All that is known is that
they migrated north of their present area. Jam897BO0) in his study of the history,
politics and cultures of southern Kaduna groupsrésshat:
The Atyalhas several traditions of origins. According to &tgalmyth of origin,a
long time ago theéAtyab people reached the territory they now occupy fribm
direction of either the East or North. They hadymrally been living in the “East”
from where they later moved to settle in Katsitgnt Sokoto and lastly to their
present location.A second version Atyab myth of origin claims that one
“Minyant set out from Kallah in Kajuru District (close the ancient walled city of
Rimau and Girku across the River Kaduna) to goihgrdnd gaming to a stream
called “Rafago” near (the present day) Zangon Kataf decided to settle here as

there was abundant game in the bush. After setdmgn, he married an Atyap
woman, gave birth to two sonBdkanandAswori.
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This version is some-how different from the knowal@and written history of the people.
The author also explains that affdinyam had settled, he went out hunting and came
across some people playing in an eroded gullyurhed out to be that they were playing
“Dodd’ [worshiping their god]. He took them to his hows&l built a compound for them.
They settled down at Rafago (ndungwan Rohogpand the two groups married each
other’s daughters.

A third version claimed that the original home bé Atyapwvas located at Kargi near the
Ruruma Hills in Kauru District. It further claim$idat Agba’at was the ancestor of the
Agba’ad clan and founder of thétyap ethnic group Agba’ad had three son$Amuran
YafoandAllan. He had set out from Kargi near Dan Alhaji Didtmdth his three sons. He
came acrosMinyam’ssons “Fakan and Aswon”. He stopped at their comgand asked
for water to drink. After they had given him watée agreed to stay with them at their
request and be involved in hunting. It is relatbdttwhenAgba’ad hunters were out
hunting elephants, someone stamped the ground (slamne it was a horse hoof) aridku
who was the ancestor of the clan sprang out ofytbhend with a calabash of liquor from
the hoof mark made by th&gba’'ad horsemen. A fire was lit foAku and after feeling
warm and comfortable he remained wittgba’'ad and refused to go back to his
underground dwellingAkutherefore founded th&ku clan, andAgba’adtogether with his
son Allan and grandsor&aisaand Makarau, founded tihgba’adclan?

Another oral tradition has it that sometime ladgba’ad his son Allan and his grandsons
Kpaisa and Makarau moved out and founded their own se#ie at ‘Atagnje. From
“Atagnj€ the group got divided eventually forming thijéi, Kpaisa andAkwaK[ Kanali]

groups. TheAkwak group, on moving northwards, came across tAshbkwa group.
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Ashokwaand his wife are said to have miraculously riseh af the Kaduna River and
became the rainmaker clan, whilkuis claimed to have sprung out of the ground froen th
hoof mark to form théAgbaad’ horsemen. At the time of the division, tAgba’ad group
was believed to haveadopted tBhechaat(Kachechere) andtsam(Chawai) who were
being confined to the river Kaduna (Rahaman Chal¥i¢ Atyaponline(2012) reports
that a version asserts that,
they came from the north. Various centres likelddabnd Karge in Kauru area are
being claimed. Recently, Sokoto and Zaria have laeleled to the list of centres of
Atyaporigin. Another version has it that tiA¢yap were once living in the “East”
from where they later moved to settle in Katsind &m their present area where
they had to fight to drive away thlessamand Attachirak before they occupied the
area. The movement from these areas is said toliemme necessitated by the slave
raids and the burden of taxation imposed on therthbyHausa Kings in the 19
Century. The version of the tradition which claithat theAtyap migrated from
the East in the high Jos Plateau and Bauchi areauiastance in it. It is not only
the Atyapthat lay claim to this area as their centre ofjiati TheAsholiq Attakad,
Bajju andAgorokto whom theAtyapare related also claim the area as their centre
of origin.
Some also claim thatyapare an appendage of Kajuru, which was in turnssaleof Zaria
and the Sultan of Sokoto, an undisputable mastdrenh all. Oral traditions however put it
that theAku and theAshokwawere “discovered” whelgba’ad pursued them for proper
identification, and finally stopped themfrom flegjnthey discovered that they had the
same language and of similar religious rite. Ashokwawas claimed, were together with
the Aku on that religious rite; so the two clans were “gegl’. A different version claims
that theAtyapmigrated from Bauchi area and moved to Kallah {h&city of Girku). It is
said that it was from this place that #hiyapeventually moved to their present location.

This account on the origin of thityap poses some concern. The first version traced the

Atyaporigin to the Middle - Eastern and NorthernHausmior This claim is seen as
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imposed on th&bin-Atyap as a result of the political hegemony establishgdthe
Hausa/Fulani over a portion of the land and theddauFulani later took over the entire
leadership of the land. This agrees with thegenasakrtion that the Fulani-Beri-Beri
regime and the influence of the Habe rulers of &anmi collaboration with the British
indirect rule of the nineteenth century, led to ihstallation of Zaria’s representatives at
Kauru and Zangon Kataf.
Dauke (2004:yclears these arguments by stating that,
Several traditions exist about the origin and ntigraof theAtyap According to
one of the traditions, thétyap once lived in the Bauchi area from where they
migrated to Kano. It is said that from Kano #gyapmoved southwards and in the
process split into two - th&gba’adand theMinyam TheMinyam passed through
Kadara land while th&gba’adwent through Kargi. Th&linyamand Agba’adon
arrival met theAkuandAshokwaalready in the area as earlier arrivals.
Philips (2005:15) states that, tAéyapoccupy part of the area of the Nok culture, Known
for its famous terra-cotta figurines. Whether ot they are related to the people that made
these figurines cannot be determined. One comnurafsut theAtyapis that Nok means
build in Tyap, so the name must have been derivedn fthe ethnic group. The
Atyapcommunity onlin€011) observes that:
All members of a clan have a common descent thramghancestor, and therefore
encouraged inter-clan and inter-state marriagediioaally, the states and clans
had complementary functions. The Shokwa were imgehaf rainmaking and flood
control rites. TheAgba’ad clan had primacy in both cavalry and archery watfa
and led the army. ThaAku clans were the custodians of the paraphernalihef t
Abwoireligion, and performed initiation rites for akw initiates.
Young (2003:75-76) affirms that the:
Atyap nationalism grew in the 19th century as Fularagiists tried to extend their

control in this and other parts of central NigeNdhen the British conquered the
north of Nigeria in 1903, they followed a systemiradirect rule. The British gave
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the emir of Zaria increased powers over Altgabthrough the village heads that he

appointed, and causing increasing resentment.
Having examined the historical background of Atgap the researcher would like to point
out that the descriptions of th&tyap origins as mentioned above may not be entirely
correct. There are yet pockets of some clans faanthe midst of other clans who
migrated as a result of incessant attacks from &lalave raiders, ecological problems like
disease, misfortune and self exile. This is whybply theAtyapare absorbed into other
neighbouring ethnic groups, like Karmo NasarawaoT@&@abon Gida Nassarawa State,
Kagom River, Jagindi, Takau Kafanchan, Tum Kagé&agan Daji, Kaura Kagoro, Kenyi,
Kagarko, Farman, Manchok, and others.
Court Art:
This form of art has to do with political paraphkmer accompaniment use by the chief's
emisories on errands or during performances. The\classified under court art because
they are exclusively reserved for the royaltiestha activities surrounding their usage
which are politically motivated.
Akursag
MasqueradesAkursag appear in ceremonies/rituals of tAgéyap which are performed
through the Aboi cult (the custodians of tAkursag) The Akursagwas believed to be
imbued withpolitical and judicial power to execytglgment over the community and
therefore, enforced law and order where there viesrder (although they appear once a
year). How this sacred responsibily of the cult sdosecret performing acts was
encapsulated in the action of tAdwoi-Abinthe Akursag,a representative being of the

gods is a thing of divinity. Thékursagis usually dressed in raffia palm fronds woven
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together from head to toe toconceal the perfornmés.Tform of secrecy addresses
defaulters in the long run and was seen as the gfutie earth. Mang (1983) reports that,

there is theAkursag,masquerade which is believed to be an ancestnal gjith
ability to appear physically in the form of a mastpde. In some communities, like
Ham, there are male and Female masquerades whilthéns like Katab, Kagoro
and Moro’a, there are only male masqurades. lbisrmonly believed by thAtyap
that the masquerade being an ancestral spirit emaengder the ground with all its
masks costume and raffia decorations. Masquradgsaafgo entertain the public
therefore serving a theatrical function. At the efidhe dance, thA&kursag goes
back to theTutu Abwaj shrine or to the forest where it is, as an amakspirit,
believed to disappear into the underworld withti# art works it appeared with.
The production of the costume is hidden, producedhie shrine or forest by
elderlymembers of the society. The producers of ¢chstume are not equally
known so as to conceal the divinity of the masquera

Azeez (1983:69) confirms the above philosophy hyyrgpthat:

...Different communities...may feature different masquies in different festivals
for different purposes; the essence remains the samall. While in a community,

a masquerade may be seen as a link between thewdéadlde living and in another,
as a link between a god and the people...They capdesent the gods, spirit,
village heroes and the dead.

Plate I: TheAkursagat theAyetfestival, 2010, at ZongoAtyapPhotograph by Samuel Caleb.
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The masquerades tended to enforce authority byinfprdefaulters to perform certain
rituals through special rites. TiB®ng Akursago Nkom (1993:63-64) was,

Popularly known as (Rawan Dodo)...common among theplpeof southern
Kaduna. ...was the only traditional religion acknosged before the coming of
Christianity and Islam. The rite abng Abwois usually performed by each village
in the districts every year and can also be peroron special occasions such as
the death of a member. New members are usuallyowsldy a form of baptism, a
special kind of purification and initiation formgllas a member into the cult.
Women whose men are members are authomatically emsmiApart from
religious, other functions like the discipline ofembers of the society are also
achieved, especially stubborn women and childrénis lused as a means of
maintaining law and order. Music meant for thisgmse is not used for any other
occasion.

The masqueradeact was said to be the means thretgih sacred kingship was

dramatized and supported, using sacred regaligergustaff, jewellery and mask. The

regalia worn by the masquerade were an expressitimeovealth and sacred position of

the chief. The above objects were of used to shasbcial position of those who used

them and the individuals under category in socpetys through investiture to be entitled

with the prerogatives of rulership.

Mang (1983) establishs that,
masks, headgears and costumes are used by masgpuduaichg the varioubwai
ceremonies and festivals of the various communitidaut these art objects never
believed to be man-made. Masquerades were beltevied ancestral spirits which
emerged from the ground with their masks, headgear costumes and all the
metal rattles ties to the ankles of both legs efrtlasquraders. Any revelation that
these art objects were man-made, betrays the niiytte osnasquerade.

This was the secrecy of thbwai religion made to control the communities whereythe

operate. At most times, thbwoi was believed to produce pots, plates forAlevai use

during theAnakceremony and thayetfestival.
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Performing Arts:

The performing arts industry in Nigeria today isgkly profit-oriented and focuses on
‘celebrating the celebrity’. This leaves a "vacuuor the young, upcoming artistes who
have raw talent with no opportunity to develop Rresently, the existing structures of
classical music in most communities are quite egpenand not readily available to
people of low socio-economic status. Society ofd?aring Arts in Nigeria (SPAN) in her
attempt to bridge this anomaly organizes programtoeaised moneywhich is ploughed
back into teaching the less privileged for free.t Maly are people from underserved
communities educated and trained for free in thieofttheir choice, members are also
trained on how to manage their work so that it pfes a means of livelihood for them and
their families. SPAN educates young talented irthials in the three main genres of the
performing arts — dance, music and theatre andpatsnotes the visual arts.

The mission statement of the Society for the Periiog Arts in Nigeria as at 2012 can be
paraphrased as those who help the God-given talematsists to educate and bring moral
change to the communities. In doing such a wholes@ngagement infront of the
audience, inspiration, visual dialogue, and perdgy humanistic messages are shared.
Performing arts in the context of this study iattlwhich includes the various dancing
groups inAtyap especially music performances staged from the samitiural, socio-
political and socio- religious domain of the comrality. The performances could be
musical practises that are largely indigenous &@Atyap or unique to Southern Kaduna
ethnic groups. Although musical performances Ain-Atyap are predominantly
community based, specialization in it exists in fiegying of instruments an@iyap music

composition. Kofoworola and Lateef (1987:6) shemteright on this by saying that,
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Performances are held in order to solve life srigich as sickness, bareness and
social- crisis such as epidemics, drought, war-&ce In the process of the ritual
approach to the solution of human problems, therems to be an observed
consistency in the use or application of music ideo to achieve the desired
objectives. It is in recognition of this phenomenb@at one may be attracted to
examine the nature of ritual in the instrumentakiou

Performing arts according to Nkom (1993:72) cossidtactivities such as dance, drama,
proverbs, riddles, story-telling, wrestling andaso It has been noted to be in the intrest of
the people, the spirit of what they have inheritedtl cherished, a legacy to keep for
generations to come.

The Atyapperformance artis classified into two basic groogsely, which involves direct
communication to the people and cosmos, and ther otthich involves dance for
entertainment. Middleton in Omojola (2006:1) nates:

Classical music was a branch of art music, ingi@pposed to Romantic, folk,
modern or popular music; but as modern became eguary music, so it became
linked with romantic and classical music, and laldeds serious music. As research
into, and the preservation of folk music grew, Be elitism of the labelers was
extended: just as addict of serious (or classitai¥ic had regarded popular music
with disdain or disgust, so folk-music performersl ascholars frequently viewed
popular music with disdain. There was ‘good’, ‘gyvepular music which was the
authentic music of the people, and could be cdfid#d’ or perhaps ‘traditional’
music; and there was ‘bastardized’ and ‘contamdiatausic of the people, which
was dismissed by such derogative terms as ‘poputanmercial’ or even ‘urban’.

In terms of performance, tlggiguwamusic is staged using animal shofer, a populaienus
instrument of theAtyap Guguwais a kind of folk music of the Kings and king make
Hall (1981:228), in his assessment of popular msigites that,
Popular culture (including popular music) is neitlfehe popular tradition of
resistance...nor the forms which are superimposedrah over them. It is the

ground on which the transformations are worked.”er€fore although ‘the
structure of the musical field is related to stawes of power, it is not determined



by them... cultural relationships and cultural chaage thus not pre-determined;
they are the product of Negotiation, impositi@sistance and transformation’
Middleton (1990:7) explains that:
“...Musical forms and practices are appropriated dge by particular classes”
through the technique of articulation. While elemseaf culture are not directly
related eternally or exclusively tied to specificosomically determined factors
such as class position, they are determined irfitiz¢ instance by such factors
through the operation of articulating principlesiethare tied to class position.
Omojola (2006:3) sees this process as, charaatebyehe attachment of new meanings
and interpretations to musical structures and ctntdich in their original and initial
conception may have had different connotationstheumore, existing structural elements
may be rewoven or re-combined to form new relatigrs of structures that are then
ascribed new meanings. According to this line @uanent, the original motivation for
musical creativity and musical enterprise may hlagen purely musical. The subsequent
subjective appropriation of such creative entegsrimay, nevertheless, be generated by
extra-musical factors which may border on economidgological and social
considerations. Merrian (1964) in Nkom (1993:9) lgred the role of music among the
Polynesian states that,
An important function of gathering for communitynging was to emphasise the
values stressed by culture. Songs in praise of<lfaster political loyalty. Songs
in praise of places expressed sentiments for theetamd. In a negative way, songs
of ridicule and scandal were at once a punishmentctlprits and warning to
others, such songs constituted something verylégal sanction through public
opinion.
These are the concepts of performing arts of whicisic is used to convey messages of

the composer.
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Guguwa

Guguwadance is usaully staged Abin- Atyapby middle-aged men to showcase
victory, achievement, chieftaincy coronation angeotformal gatherings of the people.
Nkom (1993:65) states that guguwa is the prestgance and music for the elders and
chiefs of the society. This type of dance and mising law makers and elders of the
community to socialize with one another so as twruls matters of common interest.
Samaila (1999: 37) describes tiguwadance, as “a big man’s dance, a dance of
personality and prestige to @tyapsons and daughters. The dance came about aslta resu
of the various victories thatyaphad in the past, either in war or hunting expedsgr.The
Guguwadance is staged by blowing a variety of horAgwa) of various sizes obtained
from different animals; an evidence of thgyapbravery at hunting. It is a showcase of the

Atyaphierarchical position of leadership.

Platell: Guguwablowerin AyetFestival2010,ZangonAtyap photograph by Samuel Caleb.
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The Guguwa according to Samaila (1999), is saddled with oaespbilities; to the extent
that when sons and daughtersddfapmeet, that th&uguwais blown. TheAtyapChief is
called theAgwatyap meaning the spokes-person of the Atyap. Ageg for instance, is
sounded in thé&gwatyap’spalace when he awakes from sleep, to signify tteatchief is
up from sleep; and when he is about to enter histgard, a marshal dance of theguwa
is staged. This is to inform the Chief that thehastra within the palace is at its duty post,
ready for the day’s work. Dauke (2004: 25) adds.tha
The application ofyjuguwawas best demonstrated during #ea’ak [mourning]
ceremony. Thana'ak was a ceremony like theswalh in that it was undertaken
when an elder dies. The ceremony was fixed aroyprd &r May. However, unlike
the aswah every household participated in the festivitiEach household would
therefore invite all their children. In case of dhters, their husbands would be
used by the household for brewing drinks as wellshsep and goats for the
festivities...At theanakwhen theguguwawas on, all the dead man’s achievements
were mentioned as they sang and danced.
A similar situation seen at the present time dygaguwadance is when the name Marok
(the name of atyap great leader) is mentioned, emotions are arous®di,some among
those who knew the history of his great deedsshatst This is why during coronation
ceremonies; the most significant dancing group Wwheaturedwas th&uguwa Ayok,

1994)The author observed that of recent, eguwadance performs during marriage,

send forth, naming ceremonies and the like, theaeloyng to its initial social function.

Zunzu:
Zunzu(pan pipe) is a reed with one end opened whidsiagn singularly; expert
blowers combine th&unzuin cluster of two to three usually known &kpa The rhythm

and melody derived from the musical instrumentZwohzuis highly sensational with a
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strong feeling of belonging... it is a middle agedfpening group® Dauke (2004:25)
reports that:
Zunzuwas flute music by young men. It was usually pthyeound the end of
October or early November when farming activitiesthe season were over. Once
the Zunzustarts, nobody was supposed to go for cultivafiimrthat season again. It
was to signify the end of farm work. All are suppdgo pray and wait for a good
harvest.
Nkom (1993:66) established thaunzuknown as “busan chiyawa” is exciting. A dance
and music style performed by men and their wiZemzuis cut from special grass. Their
sizes varied and so the sound. It is played to ritelend of the farming and the beginning
of the harvesting season. Dancingztozurhythmic and melodious sounds was done by
middle age males and females. The males involvehsklves in blowing the pipe in an

outburst of rhythmic dance. Théunzusound is in variety, rhyming with the song

presented, and the occasion at hand.

Plate Ill: Zunzudance during the 2018yetFestival, at ZongoAtyap, photograph bySamuel Caleb



As the audience watched closely, some of the metivanes join the dance, while some
others show their enjoyment by nodding their hesglan internalized way of approval to
the rhythm. The absence of tEe@nzudance in a majoAtyap festival has a negative

implication of a generational gap.

Kuku Dance:

The Kuku dance was one of those folk dances usually sthgeelderly women
who were versed ifyaplanguage, proverbial sayings,and oratory. Theicrausd dance
was done without instrument but in verbalized famercriticism of the male folk. Samaila
(1999:42) reports that,

Kukudance comprises mostly elderly women versebyap oratory, thematic
language, people of high understandingTiyap poetry and folklore. They are
women of substance and respect with classic aaediylaplanguage. The dance is
mostly done by adult and aged women so as to iatldiscipline and societal
virtues to succeeding generation of women.

In a related development, Nkom (1993:64) davku dance as, a women affairs. Kuku
music and dance is a form of speech utterancesdmyemnon the general activities of the
society. Women uskuku as an avenue for outpouring their feelings onasdoothering
them like the ills of society, men and childrentattes which are considered wrong.

In the pre-28 century, theKukumusical group did not use musical instrument, teeirg
was mostly acapella in nature.They performed thiprovoke the thoughts and emotions
of listeners either for moral purposes or as a ebrtriticism of certain behaviours by

members of the community. Ames and Gourley (19789 example, assert that,

Kuku music is specifically designated “women’s musiatiawhen performed on
official occasions, sung by adult women only. Nbestinstruments are used, and
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the songs relate the history either of the groupf@n important man. The original
function was thus to instill into a girl her socrakponsibilities on attaining marital
status. The popularity okuku songs has led to its performance solely for
enjoyment.On such unofficial occasions, girls amding unmarried women take
part, so the younger generation is given an oppiytio acquire proficiency in
performance. The songs themselves retain much eaf thaditional form and
subject matter.

Plate IV: TheKukugroup performing during th&yetFestival, 2010, ZongoAtyap
photograph by Samuel Caleb.

Women'’s songs of ridicule belong to the broadericain category of satire songs, which
are performed as a means of social control. Aividdal who has transgressed the norms
of the group is made the subject of satire so asdill remorse towards reformation.For
instance,Kimkim (dump bell), Zunzom(Harp), Bin (Drums), Shaka(Calabash rattle),
Gbajag (tree Rattle), and other instruments are used to give humourtéks confront

mischief in an amusing atmosphere.

Samba Dance:
Dance of rhythmic steps seem to stimulate on-leoké over Africa, they are like

stage performances. It is on the basis of suchQladsebikan (1982) reports that:
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During the pre-civil war era (of Nigeria), it wasgeeat pleasure to watch the Igbo
people dancing heartily on the streets to the magplied by simple orchestral set
after their usual Ibo union Sunday meeting. Intladl big towns, the pattern was
always the same; Ibadan, Zaria, Kano, Jos, they ghitssed Ibo women in

“George” or “Akwete” materials present a happy spele. With earth beating,

scientifically calculated footwork, and pulsatingusic beat, the men, in scanty
costumes enjoy vigorous dance steps.

The Atyapsamba dance has similar qualities. Samaila (199%o44nstance, observes that:
This is a musical group comprising of young peamefrom the ages of seven to
about twenty five years. It is a group that introglsl young people into the cultural
dance and character of tAgyap.The group sings meaningful and corrective songs
regarding what the members were involved in as gouadividuals. That dance
group is therefore encouraged to feature duringvids so as to discourage the re-
occurrence of bad behaviours among the youth ofthap

Nkom (1993:64) seeSong Sambas:

a type of music mainly for youths in society. Itsae@n avenue created for youths to
meet for socialization process. It affords the Wsubpportunity of knowing
themselves and for possible selection of matescandship. During this occassion
girls sing to their loved ones and boys do the sarpressing their affection for
one another.

Youthful strength is displayed in an exotic dancedmplement the agility of the dancer.

The joy of the dance was that itgave hopetoAhgap elders of a continual performance

group in the futureSambadance is said to have the tendency of pulling avdranost

especially during théyet festivals’? Samba dance possibly served as a spring board for
socialization among the youths not only Abin-Atyapbut also in Kajju land, Kagoro,

Maroa, lkulu and Attakar Chiefdoms. It is a youttmde group usualy for girls and boys

who practise at the village squre at night. Itnsage grade musical performances which

draw young individuals into dance with the intemsto inform, correct and inspire them
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do the right thing in the society. The songs areafed towards sharpening young people’s

attitudes for a better community.

ZunzomAkatam:

Xylophone has different names among many ethniaggdn Nigeria, the most
commonly used arengedegwli and “ngelengé among the Igbo. They serve different
functions, with the “ngedegwu’serving as a melad&trument. Xylophones are of many
varieties,they express clear water-like notes. Aares Gourley (1978:59) seainzonas a
two stringed or single stringed instrument, or dscally made eighteen-string raft zither.
The authours further note thatinzomare local harps which are categorized as harps and
xylophones. The instruments are callashZomregardless the variety because of the soft
tunes which they generate during performance.

TheZunzom Akatamis played in wedding celebrations, and other joyful
ceremonies. Theunzominstrument is an assemblage of cow horns whicle giwiano

tune.

PlateV:ZunzomAkatamplayed during a marriage ceremonydhenfangSamaruAtyap 2011, photograph
by Samuel Caleb
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The one stringed harpZgnzom)is mostly used by young boys who are still atrthei
developmental stage of playing stringed instrum&nis this stage, the harp is played
while sitting with friends to attract female friesydand to make fun while singing. This
process, according to Fatuyi (1996:12), promotes abquisition of appropriate skills,
abilities and competencies of both mental and mlaysiature for the individual to live and
function effectively in the society.

Playing the Zunzom requires psychomotor training to an expertise estafy
profecient player of theunzomusually attractsladies especially if the wordisgcatchy
and carefully selected. At other times, the playgse it as an avenue to pass on love
messages to their loved ones. The six strinfijgtzoms played to wives by their husbands
who may be relaxing in front of their rooms engagin some minor domestic work. Life
experiences and some historic events are embedtethe songs. Such songs inspire the
minds of the listener. Elderlityapvho have the skills plagunzomafter the day’s labour.
Samaila (1999:46) remarks that,

The Zunzom Agafa’adraft Zither) is anotheZunzomused by adults. This harp is

produced using raft of corn or millet stalk, knitteogether in cluster with about six

or more strings. The artistic skill involved in tpeoduction and the unique sound
involved in it, made it different from other strieg)instruments.

The Zunzom Akhudias made many people popular like Dan Maraya d0s a
Yohanna Mai Molo who to this day, are experts ofQhe had started seeing in recent
times that somdtyap have started using the instrument to decorateg@eseat of their
cars and walls oftheirhomes. By so doing, the fonet significance of the instrument is

lost in the process.
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Conclusion:

From the about fifty four reviews made in this cteapit was understood that some of the
authors quoted were used because the discussiorsamaswhat close to the topic of
discussion and not related fgtyap performing arts. TheAtyap online and Dauke for
example explained the history Afyapand scantily discussed aspects of the performances
in Abin-Atyap The performances discussed were gugawazy kukuwhich has no depth
from the authour’s point of view. Such lapse disred in the literature by most authours
had hanging description of the identified perforgharts groups. Questions like, when was
the Atyap performing arts invented? For which purpose was ghrforming arts group
established? Why were tidyap performing arts groups similar to that of neardlgnic
group to Atyap? Were identified performing arts original #tyap? These and other

guestions were not resolved in the texts reviewed.



CHAPTER THREE

RESEARCH METHODOLOGY AND PROCEDURE

Introduction
The main thrust of this study was to appraise taée sof theAtyap performing Arts of
Zangon Kataf Kaduna State, Nigeria. To establislethdr or not the performing arts is
progressing, endangered or is metamorphosing imewaform. To understand the above
intent, it was of great importance to design rese@rocedures that lead to the coverage of
the study area; hence the use of multi-dimensimsdarch approaches and instruments.
Jari (2007:39) summits that,
...in recent years, several discipline specialistsliphed texts that deal with the
topic of ‘visual’ research and related approacleesmguiry. Generally, there are
three strategies followed by the authors of thesést First, there are approaches
that build on discipline-based research that haueadition of using means of
gathering and interpreting data. These titles dmawareas such as sociology,
anthropology, and cultural studies. The second asekscipline approach that
draws on areas of visual arts such as art histotytheory, and criticism. These
research traditions are based on historical inquiiterary-based interpretive
strategies, and post-modern critical perspectivebifl kind of research genre is
art-based educational inquiry. Those who promotg #pproach see the arts as
comprising a set of practices that help broadensag we understand things and
thus can be used to extend how information is gathand represented.
Adogbo (2009:3) explains that theoretical appro@challed poly-methodical as it takes
care of human life. It is the combination of all thredologies such as phenomenological,
historical, theological, comparative and themappraaches. This methodology combines
the strength of other perspectives to achievelijeabives. Indeed, several authours admit

that many researchers favour the use of a combmati different research designs such

as, the historical, descriptive, observational anthparative approaches which could be
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used in the study of a cultural phenomenon. Sihce research is qualitative in nature,

historical, survey and comparative methods were.use

Qualitative method
Qualitative research method describes social phenarof events or things on the lives of
individuals, groups, societies, or cultures. Saif#fi®8:202) states that,
Qualitative data consists of individual interviewgh respondents, transcripts of
focused group discussions, bulletin board noticepjes of daily entries of staff
members, lesson notes and schemes of work, anécdotads of observation of
student video recordings, photographs, artifact$ lewore. Qualitative data also
consists of pages of typescript that must be orgahand handled carefully. Bulk
of qualitative research data comes from the diffetgpes of interviews adopted in
data collection.
Qualitative research method helps researchers argvestions like, “why people behave
the way they do?”, “how opinions and attitudesfarened?” and “how people are affected
by the events that happen around them?” The qtieditanethodology is described by
Imoisili (1996) in Jari (2007:41) to be flexiblep temphasize “discovery of novel or
unanticipated findings and the possibility of chiaggthe research plan as unanticipated
events occur”. The author recommends the use ditafiiee methodology especially in
situations where inferences would be made from robsg cultural events such as artistic
expressions. Qualitative research is also favowleen close interaction with the objects
under study is expected. Saunders (2004:35) alsdesl to the point that, researches that
are historically inclined should adopt essentiajlyalitative methods, especially if the
analysis of the data collected would feature dpsiga discussion and interpretation. This

research method was used by Fagg (1990), Saliwj188d Uzoagba (2004) which were

successful thus the researcher finds appropriatinéoresearch.
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Historical method
As used by the early Greeks, history meant an iggiesigned to reconstruct past events.
In this research, historical research method wadieapto re-discover what necessitated
the Atyapperforming arts. According to Sambo (2008:108),
...the researcher using the historical method musimgt to reconstruct the past as
faithfully as possible using historical “documentdistorical documents are
impressions left by human beings on a physicalailgach as writing on paper, art
work, and drawings on cave walls or buildings, testhgical tools and the like.
The primary purpose of adopting a historical reseas to draw from the past as to work
on today for the benefit of tomorrow. This is bes@mgurrent problems are understandable
on the basis of their past history; knowing we#ittmost current problems have a historical
background, and it is generally profitable to stukgm for historical progress. Babalola

(2004), Jari (2007) and Okoli (2007) utilized tmsethod in their studies and were

successful; therefore, the researcher adopted same.

Survey Method

For a reader to fully grasp the art forms thatiarperformances howthey appear and are
expressed; a critical study and interpretationhef artistic component in performances is
needed. Mouly (1978:179) sees this kind of researthat which is a broad classification
of research methodologies, comprising a varietysécific techniques and procedures
similar to descriptive research from the standpointheir common purpose, which is to
determine the present status of a given phenomedpoa.can, for example, distinguish

between descriptive studies, which tend towardsdéecription of current status, and
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analytical studies. Adetoro (1997) postulates tyyees of surveys: (i) Cross sectional and
(i) longitudinal. The cross-sectional survey desigs a standardized method for
information gathering from a sample drawn from @&determined population. If the
information is collected from the entire populatidhe survey is called a census. In
educational surveys for instance, simple randomatiBed or cluster sampling are
commonly used. However, survey data can be analygedvariety of methods, depending
on the type of inferences being drawn.

In longitudinal survey, data is collected at diffet points in time to study changes that
occur, or to explore time-ordered associationss Tas applied by visiting villages where
particular performing art had trived, in order tllect reasons and circumstances which
affected the performance of the performing artss T™esign is commonly used in trend
studies, cohort studies and panel studies. Indlse of cohort studies, a specific and not a
general population are followed over a period afeti So, individual’s changes on the
performing arts were followered to know whetherythee progressing or endangered. This
kind of approach in research favours historicagéaesh, thus the reason forits adoption for

this study.

Research Instruments:

There are many instruments used in collecting ditae field, however it was the
responsibility of the researcher to set up instmisieapable of generating the necessary
data useful to resolving the problem in questi@nde the use of oral interview schedule,

guestionnaire, photography and video clips.



Oral Interview

This instrument was used to interview the custaiahAtyap performing arts (village
heads, elders oktyap performing artists, elderly / young women, andg@omposers).
The interviewees were keepers, producers and peefsrof the performing arts Mbin-
Atyap The interview was conducted using both the stmect and unstructured
guestionnaire schedule due to the nature and agtefpeople the researcher interviewed.
Some of the interviewees were learned, while ot not. In such cases, one had to
alternate the nature of questioning, so as to btimegrespondent on course during the
interview. Ndagi (1999:60) ascertains that there f@ur main types of interview. (i)
Structured (ii) Unstructured (iii) Non-directivevjiFocussed. The researcher utilized both
the structured and unstructured interview schedul@rder tofollow the standardized
structure of the interview as contained on the dalee This wasmeant to make the
interview session interesting, to the extent thatpgion was reduced. The researcher
interviewed a total of 201 performing artist angtadians of the arts from fifteen villages
which include Zonzon, Zamawon, Mannyi Agui, Magaai{ & 2, Ma Karau, Ma
Kwakhu, Kanai,Abuyab, Ma Komurum, Ma Yayit, SamaMabushi, Gora Bafai and

Gora Gan

Questionnaire
Questionnaires were designed to collect data freapandents. This was in line with
Sambo (2008:283) who sees a questionnaire as:

...a research instrument that consists of a set eftiqans on a specific subject
under investigation to which the participants istiady are expected to respond. A
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guestionnaire could be used to measure what intomman individual possesses.
It could be used to measure the attitude and lsetiefin individual or a group of
individuals by asking them what they think abounsdssues.
The Questionnaire was administered to Attgap performing artist and custodians of the
performing arts culture. A total of 300 questiomaaiwere distributed to the respondents,
about 224 questionnaires were returned. Among Bfergturned questionnaire returned,
93 respondents were not schooled, of which a reseaitendant helped in filling the

information against the answer space provided, evtiile reasearcher did read the

guestions transilated in Tyap and Hausa to therstat#ing of interviewee.

Field Trip:

The study involved field work during whiclrett observation of the performing arts
of the Atyap were seen and photographed. The field work enatfledresearcher to
establish facts about conceptual assumptions aollgon orientations. Willett (1975),
Fosu (1986),Fagg (1990), Saliu (1994), Duniya (20@Xoli (2007) and Jari (2007), and
Saliu (2010) had, through fieldwork, contributedthe researcher’s knowledge of African
art. Babalola (1998) utilized this method to c@ldata in his study of the Igbomina Stone
Sculptures of Esie.

Consequently, visits were made to the study are@naonies and New Year festivals to
collect data. In other words, the researcheredsiiaces to see performances on display to
observe their forms and to photograph them. Theksyon the long run, were downloaded

into the computer system, edited, printed and aealyn Chapter Four and concluded in



Chapter Five. Field work also helpedthe researtthstudytheAtyap performing arts in its

context and is presented in Chapter Four and fivkeostudy.

Sources of Data

Art historians normally search for data throughtdrisal sources such as diaries, official

documents and relics. The essential steps involvecbnducting this kind of research

include; defining the problems to be investigateehrching for sources of historical facts,

summarizing and evaluating the historical sources@esenting the pertinent facts within

an interpretive framework. It is so, because ohnisdl researches are written

chronologically, topic by topic or concept by coptas well as a combination of both. The

writings are logical and systematically presentedim unbiased manner. Generally,

historical research is useful in the following ways

[i] Refreshes the memory of the researcher on wghiatown and to unfold what is not
known.

[ii] Builds on what is already known

[iii] Records cultural developments of a people.

[iv]  Assists in predicting the future.

[V] Aids in avoiding past mistakes.

These are important elements for proper undersigndf artistic skills, architectural,

sociological or cultural accomplishments used bg tbsearcher in this study. These

elements are submergedinto two main sources:

(a) Primary

(b) Secondary

3€



The primary sourcesfor this study included fielgpdrto villages where performing
artswere organized, practised and staged. Here, réBearchertook photographs of
performers on stage.Thevillages visited inclivge Kwakhu, Mayayit, Akutuut, Mabushi,
Sako, Manyi Agwui, Atag-agwui, Sakwab, Kati, Ba@tien-Adidanand Kanai. Barret
(1982) maintains that, as it concerns medium, farantent in their totality, as well as
socio-cultural elements, field study should beittstrument of documentation.

The secondary source of data collection includesegit literature from dissertations,
theses, project reports, seminar papers, confergragers, pamphlets, textbooks,
magazines, journals, official gazettes or publ@madi museum explanations and the
Internet. The data equipped the researcher witHemformation for the literature review

in Chapter Two and other supporting quotationsvéieee in the work.

Research Population and Sample

The Population of this study Btyap performing arts, while the sample consists of fifty
one (51) performing artiste, Fifty one (51) arttodsans and creative artists from the
following major clans (iMinyam(ii) Agba’ad(iii) Akuand (iv)AshokwaThe above clans
are believed to have practised some specific paifay arts, and with time they became
the custodians of same, thus, the use of purpaswepling for selection of the village
performing arts groups studied. Ndagi (1999:82)larp that the process of sampling
consists of three phases: i) Defining the poputativ) Drawing a sample from the

population, and iii) Statistical inference.
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The researcher used the stratified random samgbngnterviews and questionnaire
administration; hence the targeted population waslel into relevant strata or categories,
such as age, sex, occupation, marital status dvet dems. The researcher then selected
the performing arts groups at random as suppliethéynterviewee / questionnaire results
from each village unit; the numbers selected fromdtratum were a representation of the
entire population. Ujo (2004) notes that the reglattontributions of each stratum in the
population are exactly its relative contribution time sample. The following villages
sampled represent the four major cla@wzon (Fakan), Zamawon (Asson), Magamiya 1
and 2 (Asson, Minyam), Ma Karau (Nj&sson_Ashu{Kpaisa), Ma-Kwakhu (Nje), Kanai

(Akwak, Ashokwa),Manyi Agwui (Akuh/Minyam) Abuydkéan), Makomurum (Assan)

Categorization Approach

This is a process of forming classification andtipgtindividual performing art groups
into the group they belong for proper understadirtgs method is used for the purpose of
group identification of performing arts due to th&inctionalities inAbin-Atyap Horn
(1981:40) explains that“...art works are better dsseal along the line of relationship of
purpose and content”. For example, all musicalgsoconstitute a category, their music;
instruments of different sizes form another grouper one heading including their
functions. Their functions could be religious, ipcal, or socio-economic, these are

discussedin the data analysis.
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Comparative analysis:

A comparative analysis &tyapperforming arts to those of neighbouring ethnimugs of
Southern Kaduna is discussed to ascertain theame$aip and diversions of beliefs and
content. Pritchard (1965) in Adogbo (2005:30) ades that, if any general statements
are to be made about social institutions, theyardy be made by comparison between the
same types in a wide range of societies. Adoglus d@ldat, the emphasis in comparison
should be placed on differences, rather than omasitres. This helps when societies have
a lot in common, structurally, culturally and emrimentally. By this adoption, the
researcher established similar antecedences tipaichie explainingAtyapperforming arts

among the various Southern Kaduna performing adstiges.

Method of Data Analysis

In an attempt to achieve the objectives of thiglgtwhich is to investigate the state of
Atyap performing arts of Zangon Kataf Kaduna State, Nagethe researcher adopts the
Feldman’s approach to data analysis. The appradtribes critical “performance”
viewed in four stages of analysis: (i) Descriptiminthe performing arts and (ii)) Formal
analysis of the performing arts (iii) Interpretatiof the performing arts (iv) Evaluation of
the performing arts. This section of the researctgsses the raw data obtained from the
field and converts it into useful information foeasion making by users / relevant
authourities.

A representative fraction of art works collectedoalvas described using art historical
reporting style, the data analysis / descriptiomenmade to foster clarity of art forms to

reader contextually.



CHAPTER FOUR

ANALYSIS OF DATA AND DISCUSSION

Introduction

The past historical events lbin-Atyapare enriched with portions of performing arts
whichjustify the beliefof Kofoworola (1987:136) thdrama and theatre form the social
acts of most African societies, and therefore thigio of most traditional heritages.
Consequently, the performing artsAbin-Atyapfrom the data collected can be classified
into three broad headings (known as the broad lrzek) namely the early performing
arts, the adopted performing arts and the recentglobal performing arts. This
classification of theAtyap performing arts is discussed below. The researapproached
the analysis of data and discussions based onlkbeeabroad indeces using specific
headings for better organization of the entire repad comprehension of the performing
arts. The manifestation of tiAgyapperforming arts as categorized according to it®oua
manifestations is analysed here.Three indices wle&seovered to have determined the
varieties of performances oAtyap There are occupation, communal existence and
survival and regional ethnic influence and globalis

i. Occupation: Which were tied to (a) Farming (ighing (c ) Hunting

ii. Communal Existence and Survival: were tiedap@eath (b) Birth (¢ ) Politics

iii. Regional ethnic influence and Globalism: wadtto social interaction betwedtyap
and other ethnic groups in Southern Kaduna.

The categorization of the Atyap performing artdude (i) early performing Arts ibin-

Atyap (Song GuguwaSong ZunzuoSong ZunzontAh,song zunzom Angurung, Song
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Zunzom_Akhwoo, Song Kuku, SongSambéi) Adopted performancesSpng Zunzom
Akatam SongTunturumSong Bori Song B.B, Song Akpdghausa praise singers),(iii)
Recent performancesS@ngDin-vag also known asteet dance)Song_AhondEnglish
music). These performing groups were discoverebet@wonsolidated through functional
significances during celebrations and ceremonies.

Since the intention of this study was to invesegtite state of thAtyap performing arts
and to categorizethemaccording to their socialiBggmces; the responses of performing
artists, custodian of the arts and the creativestarigathered through interviews and

guestionnaires are hitherto reported and discusstiiis chapter accordingly.

1. Early Performing Arts of the Atyap
The early performing arts of thtyap according to respondents, started as a restifteof
Atyap socio-culturalinteraction over time. These int#ians, from information gathered,
were gave rise t@uguwa, Zunzuo, Zunzom Afdunzom AngurungZunzonAkhuwoo,
Kuku and Sambaperformances formations. The functional historyl axplanation of
these dance and performances are tied to the gacmlabrations ik\bin-Atyapwhich are

seasonal in nature and are believed to beindegeneou

Song Guguwa:
Definition:
The Agwais a horn trumpet. When it is used in clustesitalledGuguwa.The Guguwa

dance is achieved using horned trumpets made fribenawimal horns which are prepared

41



by carving the horn especially the wind outlet,vamch cow horn is carved and attached.
The cow horn is cut in sizes from 4cm to 14cm a&fairs, with a seventh wooden horn
carved from carm wood for a full musical sound. Thesic was done to inspire hunter
prepare for the hunting session. Thus the perfaynarts groups were established to
inspire hunter's galantary performance in huntingpendition and during war. The
woodenagwawas produced to serve as the starter of the mwdsich is done by making a
rectangular crescent hole close to the top entietusk. It is at this spot that the horn is
blown.

There is theagwacalledAnchuyanga type ofguguwathat has a hole on the top most ends
of the horn and on the side top of the horn. Tipenbost hole or wind outlet is used for the
control of the pitch of the sound. There is the deoguguwacarved for the purpose of
having a sharp sound which is usually unique fromrt animabgwa A special wood is
fell, cut and carved into a wooden trumpet, itasved to have an elongated neck which
houses the outlet reservoir of the trumpet. Thedeadrumpet is wraped using a band of
animal skin to enhance a firm grip of the instrutiBme skin is an innovation to preserve
the wood from total damage where there are issuttsimstrument. The skin was also
used to hold the horn to encourage hunters for mamee; it also served aesthetic function
to the instrument.

The above mentioned three types of agwa accordin@anboyi Mabushi and Dodo
Mamman Samaru were the major types of guguwa iplicin its sizes often or, baritone,
alto and bass tune. One thing which distinguisthedtine of arAgwawas not the size of

the parent wild horn; it was the length of the @it@aow horn at the sound outlet of the
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Guguwa(see plate vi). The shorter the cow horn the ssmalie sound pitches produced

and vice versa.

Historical Analysis of Song Guguwa

The Atyapfrom information gathered were first of all huntéefore they settled down for
subsistence agriculture. During that period, huyntimas both an occupation and an
inventive innovation for survival in the midst dfet dangerious wild animals parading the
region. Atyap drew from this occupational organized performanoeperation and the
creative production of musical instruments whicisged to invent several accompaniment
used duringGuguwa performances. Wild catches of animal also was letdd at the
village square, the successful catches of the deiros, buffalosBulyuk), Elands Gunki),
Antelopes Akug, Gazellesariri), received a further experiments and excitemeiisiw
led to the preservation of the bones and horndqefanimal. Unconciously, the hunters
kept some of the bones and horns of the caughtadsito tell stories to youngtyap of
their past successful expendition to their youngsoWith the passage of time, the hunters
discovered that the@gwa can be used for communication, to inform the gd#less of
intruders into the land.The specifigwaused then was the anchuyang obtained from an
antelop. With persistant intruders imdin-Atyap more people were engaged to be on the
guard to alert the people and this mixture of ssucaime to be appreciated. Tieguwa
group was created and its practices were doneibdkte rainy and dry season.

Similarly, lliya Kati stressed that thguguwaperformances was with time tied to the
heroic manifestation of thAtyap hunters which gave essence to the chief who was th

overall head of the hunters. The performing phiiggocan be understood from the name
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given to the installation ceremoniebypk and the name given to the performers of the
guguwa(AtyoR, meaning real men. Therfore, the performing arescreated to celebrate
the successes dftyap This was what informed the reservation of th&vorns which
became part of the culture Atyap These horns were placed on reserve with speal t
placed on them for thatiok. This culture in the process of time made the \hitdns in
Abin-Atyapto be a cherished commodity, many hunters wer teahang the horns on
walls of their homes; and so it was furthermoredus® aid the teaching of young men

heroic performances.

Plate VI: TheAyangBin played during the 198Ryetfestival atMa BaradoZangon Katatsuguwa
photograph by Rose Ayaka Nkom

Other instruments used in guguwa performances @ngganiments are th&yang — bin,
ba-kungkungand theNche Guguwa TheNche Guguwavas the paired horns of similar

pitches. The performers according to Dodo Mamman&®a combined the pairggiguwa
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for their martialmusic the process of which producedticulatec decibel of sound as
determined by the size of the horn outleo a large extenthe sizesof the guguwawere
designed using cow horn which is cut in accendingsfrom smales to the biggest. Each
cow horn as reportdodo Mamman Samaru was usually attachedhe parent wild hor
to the end of théorn to widen the outlet of sound of the instrur. These horns iAtyap
were produced angeplicated in pairsncheguguwajo accommoda congruent sound of

same performers.

Plate VI An interior part of the attachment of the horrstw the joint from the Antelop to cow h. 2013
Photograph by Samuel Caleb

The Nature of Guguwa Music:
Guguwais a large hormusical orchestra reserved #tyapbetwesn theages of 35-60. It
consists seven set Guguwz: in pairs, with the set having the same tune blotwhe same

time during performanc Typically, theguguwahas four movemer of dance, the slow,
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the moderate slow dance, the faster and the fa3testslowdance is usually done during
training or rehearsals, so that learners can agtohith other experts. The moderate music
and dance is achieved when fair perfection is regthiand the faster/fastest dance is
achieved when perfection of the songs and instrtetien is solidified. At each
performance, théyang binand Ba-kungkung(big and small drum) would start with a
slow introduction which urshers in the first movermef the performance moving anti-
clock wise. The second movement of the performangenerally in binary flow of horns
to join the two drums in a supportive manner of¢bags. The third movement comprises
a minimin a prolonged stately dance which introduengeted interlude, while the song
is echoed with ferminine shouts accompanying thopmers. Thegugwaas a musical
type is shaped to enhance the development ofcimeftaals (a kind of composure of the
chief and his kinsmen). The development of instntsidor which the musice and dance
was composed, was to enhace the philosophies gliedo$tthe historical periods (the idea
of gallantry of the hunters during game, and thedn® make a name in the community),
these are usually evoked in tipaguwamusic with specific mention of those who exceeled
in the profession.

In addition, Guguwa music as reports Danboyi Tabakwot Mabushi is arayahce
performed for the royalties iAbin-Atyapespecially during coronation ceremonies. It is
used to cover thAyetfestivals ortwai anak Although theguguwaperformances are for
the the chief and the rich, thlgwatyapdo not dance with the orchestra band, during
performances; thdgwatyapmay send his representatives to give the leadéneotroop
his gift to show his appreciation or enjoyment lo¢ tdance. Most of such enjoyment or

motivation goes along with a choiced marshal séAdgpuk ayin Kup Tiyok ba” (Zanchen
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fada da wuyawane rogo yayi Bakg). The moment title holders and smaller chiefs hear
the above song; they dance out of the crowd forgidy homage to the chief as a sign of
respect and a sign to take permission to join tece. On hearing the lyric of the songs,
the ruling class joins thedance in attestatiorhefruling class’ competence in the polity.
The position of the&Guguwaperformers is that which is often tied around pinevailing
circumstances of their performance. Each performagioes the performers the rare
opportunity to go close to the rulers of the latia rich in society and the middle class.
The performers in turn, retire home with gifts teage with their families. Thus the social
status of theguguwaperformers revolves around the social prestigéhefkings or the
rich. It is a honourary privilege conferred on theguwaperformers which fade outside the
public performance. It is by such atmostphere #whe of the needs of tlguguwa
performers are solved, the munificence of the patrof which the chief gracefully
appreciates in the presence of every beholder glpnformances or in private. The chief
could also choose to send his chief whip or gutodgppreciate the performers privately.
Other songs usually sung to the chief during sinprformances atAgwam kpat Nkpaat
nang ayin sung kpaad ani ba, (Rakumi da Kayp meaning responsibility is a load, and
thus the chief carry’s a big loatihgwam nnwak kyauta dami chat gu & (Sabo da
Dadin waka Magaji ya yi bayarwa da goyageaning that the chief enjoyed the songs of
the performers to the extent that he gave giftsvbaldn’t have giventhem in a normal
circumstance. The group’s songs are alwayBy@pand Hausa so that the mixed audience
can understand.

When it comes to performances during coronatioeroeny inAbin-Atyap,the Guguwa

performing groups are the first official singingogp to be contacted. They are invited in
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line with what theAtyapcall “Taake din Tydkrelated to royalty. This is the kind of socio-
political status that th&uguwa performing arts has. The rhythm is also said toabe
exclusive reserve of thatyapchieftain. In another developme@uguwaperformance is
said to be politicized in order to sensitize pedplesaying or singing what the chief would
have told the people.

At the clan level songs are composed to glorifyrtighty deeds of the clan in question,
such as Afai Njei yet Gankon wod8hy meaning the sons djei are numerous like the
locust. During war, they are forceful like the lscmmvaders which are never tired. When
this song is on stage during performances, almbteAtyapunder theNjei clan was said
to be emotionally inspired to dance in a rhythnamét in association with the gallantary
story surrounding the clan. The various performamty groupsimbin-Atyapat the clan
level had one song or the order to glorify one nygtleed of their clan, and to draw

ancestral allusion of the clan to the present getiuer of Atyap
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Plate VIII: SongGuguwaDrummers at théyetFestival 2010, ZongoAtyap

photograph by Samuel.

Another thing of note with regards tl&uguwaperformances is ifwoi Anakand Song
Anakcelebrations. Sambo Kazzah Mabushi reportsThati Anakis a mourning session
staged when a young boy or lady dies in the prifrt@or her life. Theguguwais blown

as an accompaniment of a soloist whose dirges thiiewnourners into a bitter session of
groaning. TheSong Analdirges are satirical songs staged during secondllmeremony
of an old man. It was a form of celebration of kifethe elderly person who died with lots
of achievements during his/ her life time. Befthe Song Anakpreparations from the
fore-bears and wel-wishers are done so that thassan will be truly meriment and not

mourning in the real sense. Such deseased persastshawve been qualified to be called
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ancestors before this honour is given.One thingiapabout this ceremony is tigeiguwa
dirge performed theatrical by sons, daughterswslar rivals; who imitate the deceased
using his or her choice or jocularly words. The imuwend performances are said to be
elegiac in nature, by expressing sadness, espealadiut the past of the deceased popular
statements; quoted in her/his usual posture fooldeh to note that the deseased will be
greatly missed. This is very important becausepieemeant to teach people morals, good
lesson about the life as part of the didactic reatifthe performance.

No matter the periodthe old woman or man dies witthie year, the burial is done
leavingthe celebration to be fixed for April thdléeving year, on a particular date. Dauke
(2004) reports that the application giiguwawas best demonstrated during toea’ak
ceremony. Thana'akwas a ceremony likaswahin that it was undertaken when an elder
died. The ceremony was also fixed around ApriMaty, during the dry season so that
hunters can join by going into the forest for gam@&nother duty of the
“Guguwa’performing group is to stir hunters and preparemtbfer game by singing
specific songs which had to do with heroic actestiThey may start singingntije daji mu
chi gaude’, meaning let go hunting to eat sour berry and éngrt hearing the lyric decod
the meaning and hasten tojoin the dance whichresphe huntersto hunt well.
ThroughoutAbin-Atyap several oral traditions exist in the folklore ofetipeople.These
myths were often recounted with music and mimedip Iput the performing arts group in
perspertive on how communatyapwas in the past.The royal danceGiguva was seen
by the respondent like fuel which excites the Claefl his subjects into action after a
fruitful season of labour. This was why during @e&ions like Coronations ceremonies

the guguwaperforming troop was used. The guguwa was meahetald the coronation
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with songs like “wane rogo yayi bako”.The chiefstioé landin turn danced in cycle as the
crowd joins them. Andrew Jaafaru of Gora Bafai repohat, in time past, virtually all
clans and sub-clans practiced theguwaso as to showcase the chieftain ideas of the sub-
clan. Significantly, the guilds of performing agsd artists are a reflection of the stratified
structure of the society where certain individu&ésy into the specialty allotted to willing
persons.

Apart from the ceremonial nature of tBeiguwaand the conveyance of dignity among the
Atyap it would be important to report that Sambo Kazgald that the costumes used by
performers as at 1950 were usually made ofwildsskind beads, but as at 2013 cloths
(fabric, sports ware) have been introduced and w@sedtyap atire. In addition to the
costume of sport attire, the cow tails fixed oraigfint stick are used to enhance the dance
of the Guguwaperformance as a paraphanelia of the court onhwthie dance was staged.
The dancer holds it upward to re-create joy, en@yiof the dance in a uniform format,
and at most times used it in squatting positiogreet theAgwatyap

Accompanying women usually wear tAguwan lala(beads) and carry leaves to herald the
dance as supporters of the performance in thew glance steps. There are two sets of
drums used for thguguwaperformancesayang binandba-kunkungy they are both round
and double faced. Thea-kungkungis a starter drum while theyang binleads the dance

steps. If the dance will be slow, or fast, it isesienined by theyang bin

51



Plate 1X: A drummer performing at Gora Bafai NewaY eelebration 2013,
photograph by Samuel Caleb

Functional significance of theguguwaandits accompaniments:

Plate ix shows a discouraged desparate drummemwl@erforming in the absence of his
team.One intresting thing about this drummer was e was playing and begging arms
from passers by. Significantly, the drumming is nmtdar heroes and serves as a source of
livelihood for the drumer. ThAyang binis the biggest drum while tHe-Kunkungss the
smaller drum used iBong Guguwa (see plate viilA round wooden or metal frame
usually carved by artists, cloths or rags are ueetbver the frame as a basement for the
ropes which stretches the skin of the double fatracs.

Danboyi Tabakwot Mabushi sumits that wheguguwa performers are preparing a
performance and are waiting for members of themdi@ assemble, a song is usually sung

and instrumented by the few performers on grouhd;ihtention is to hasten members
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already on their wayo join then. One blower start- blowingKada MéeGata sai Ma
Karau, Kada MaGata saiMa Karauy” and others joinmeaning as we move froMa-
Gata we'll stop at Makare and if the performers refused or do not come oiutkguhe
few on ground will match to the performing ar, such song is not usually verbalized, i
instrumented so that none perfors cannot decode the wordil. This signal is only
understood by the musicianwho hasten up their preparation to the f. The
verbalizedsongsBubuwon) are usually led by one of the horn blow(so Abuwon). He is
both a vocalist an@dn intermittenistarterof theAchuyang.The horn communication c
continue until the performers are eighty percer@%® read. Incidentally, it was the
Anchuyanghat wasblownin time past to keep vigil of intruders during ¢ crisis situation

that is used to invitegsgformer..

PlateX The blowing and controlling end of tlAgwa AnchuyangAt SamaruAtyay, Photograph by Samuel
Caleb; 2013.
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The Anchuyandhas two holes as against otlgeiguwa one on the side of the horn and one
at the sharp end of the horn. The holes are th&atlimg hub of the horn like a buggle.
When a village is under siege before the 1950 Atichuyangwas blown to declare war
or when there was danger it is blown. The sounéedif only Atyap can decode the
meaning. When victory is won, thechuyangs used to declare the success.

The second blower during performances isAkem Agwalhe AkumAgwa or Lokun-nkon
is a short hornwith a flat tune as an accomplintérithe starter Anchuyang)jt’s function

is to level the sharp tune of the starter as a efgreparation for otheguguwato back-up
the music (TheAkum Agwathe Tatiye Agwa, the Akhiyek agwa, the Angurung Agne
the Loku-nkwon Agwa) The Akum- Agwas a very big and long horn from a Buffalo or
Eland. TheKwonis a wooden trumpet constructed by a carrier foaatone tune which
lowers the entire loudness of the music. The massag theguguwa player are not
centred on the personality of the chief alone.eltved the leaders as well as theled.The
sound of theguguwaaccording to Dodo Mamman Samaru generally conapgstific
messages about the chief or about the led\bm-Atyap The central position of the
Agwatyapin the political organization ohbin-Atyapwas a key factor in the drum beat of
the martial instrumental music performance. Thérumsental art forms of thguguwaare
further distinguished from other categories of tbadership art forms because they are
depended on the playing of musical instrumentsiter&in the royalties.

The composition of thguguwamusical instruments in each bandAhin-Atyapis usually
linked with some kind of historical tradition thrglu which the art-forms of the chieftain
developed in the unique pattern that could berdisished from one chief to another. A

common feature of the historical tradition is uspdluilt around territorial protection of
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the hunters and the experience of the people fight the inception of thAtyaprulership

to its ascendancy. Although the hunting traditionicki supplied this group with fresh
horns are becoming extinct, the strong will of ge¥formers had continued to keep and
preserve the oldguguwato the extent that even though some of them aaeked, the
cracked ones are mended with rubber band to kesp ih use (see plate x). According to
Dodo Mamman, between the 1950s to 1960s there wstaig decline in the hunting
activities due to the European distric createdhgydolonialist. The eland, antelops horn in
the region had started to receive low harnessirggtddow hunting activities occasioned
by the introduction of schools by the missionafibs. forests as at 1960 the respondent
said had started disappearing, thereby sendinguthenant animal further into the ticket.
Zamani Bivan reinterated that the 1970s was a wiadel thatAtyap working in the
township started organizing themselves into pockdtgerforming arts groups which
encouraged the community up to the late 1990s.,Alted the music artists by early 1980’s
were reduced drastically, the old expertssong guguwadied and it was as if that
generation ended Guguwa professionalism.

The 1990s saw the influx oftyap retired soldiers who have experience in wind
instrument, added to their meritorious military see helped them to be engaged in
Guguwamusic, thus the performances took a new leaf. U sthis crop of individuals
added to the various performiguguwagroups all overAbin-Atyap A revival of this
performing group was ensued but by 2013, most @fthad died with only a handful of
them living; most of them are too old to blow thehafas. Sambo Kazzah Mabushi for
instance, said he used to play #yang binbut that he do not have the strength presently

to play the drum. Many other performers Sambo sa® no longer involved in the
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performance due to old & or sickness Danboyi Tabakwot Mabushi in anott
develovement lamented that the youths Fare not interested iGuguwe music because
of lack of inner strerty to blow the horn. In another developmenten when young me
join the group, theyvant to reap the gains of being involved now andlaier, which the

respondent said cannot help them specii

—

Plate XI:Ayang Agwaeing re-furbished with rubber band. At Samaktyap photograph by Samuel Cal
2013.

2. SONG ZUNZU

In Abin-Atyap in the grassland and especi in the swamps oRiver Kaduna and its
tributaries; whistles and flutescalled Zunzuare carved fronwood reed, and bamboo
harvested from the bar. Zunzuis a single or multreed instrument of the aerophc

family, air is blown into the instrument via the atb piece Zunzi are pipe flutes, and
probably of the oldeshdigenouswind orchestra instrumentd the Atyapused by middle
aged boys.They areut from the reed belowtheir jointsto give hem an opening. This
process gives th8unzuan opening at the top of the flute with an enclesatrthe bottonr

The same processes are applicable in the produatithre Zunzuof bamboo, metal pipe
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and wood. Th&unzuof theAtyapare seven in a cluster. The cluster is determinethé

sizes of the flutes, from the shortest to the $all€he grouping includes:

Table 1: Zunzu's sound groupings and sizes

Name Code Sound produced Size in length
Lilia 1 High tuned tenor 7cm

Fafaan 2 Low tuned tenor 9cm

Tataat 3 High tuned soprainp 1lcm

Nanaai 4 Low tuned sopraing  13cm
Fwafwon 5 High alto tuned 15cm

Tataa 6 High bass tuned 17cm
Anataad 7 Deep bass tuned 18cm

By: Samuel Caleb 2013

The first set of theZunzuis a high tuned teno.The second set or group idotetuned
teno.The third set is the high tuned sopraino. Therth group is thelow tuned
sopraino.The fifth group is the high alto tune. T$igth group is bass tuned and the
seventh group is deep-bass tuned.Dodo Fedelis Maggprted thatth&@unzuare usually
kept with the group’s leader whose position is aelemt on blowing the Akpa cluster
which is five in number. The combination from l&dt rightof the Akpa (see plate xii)
starts from Lilia=1, then Nanaai=4, Fafaan=2, Fafw® and the Tataat=3 which is
illustrated as 1-4-2-5-3. The above code combinatichen used gives the complete set of
flutes. Different pitches of sounds are derivedrfrine starter of the flutes to the complete

music notes as they are blown together callgga Other flutes and accompliments are
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blown for the combinatio. Boniface Adamu Mabushi postulatédht, n utilizing the pitch
and tonality in soundcomposers itAbin-Atyaphave hadshades of music a directions
over the centuriesyith several refinements being don@onventionaftonality of sound
was utilizedwhen majo, minor scales and keys are used in pamatzi. At most times the
musicians brokaway from thetraditional tonality of using the soft notes to tierd note:
in resolving their chodal progress. This was done by way wixing the combination c
musical notes that sound harsh together withsoundfor a new form of mus.The new

form of music crates nevstyles.

N

Plate XlI: Dodo Fidelis Gar, an Akpa Zunzu blower from Mayay®hotograph by Samuel Caleb, 2
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Historical analysis of Song Zunzu

The Zunzu flutes were usually blown towards the end of Octobe towards early
November when farming activities are about to fintr when serious farming of the
raining season was ended. From sources gathenga @amani, Sambo and Fidelis), the
moment thezunzudance is heard it signal the end of the rainirsiegson; and it urshers in
the beginning of the harvest waiting period. Youmgn between the ages of 18-35 go into
the swamps, the reed river, and theBamboo Strearogttpairs upon pairs of equal sizes
of flutes for the practice sessions. The practaresusually done during moonlight or burn
fire occasions at the village square. At the squaeecustodian of theunzutubes prepares
the pipes in water for the trial. The practice ame until each blower gets a chomenzu

(flute) to blow.

Plate XllI: Zunzupipes soaked in water before a performance at Bafai.Photograph bySamuel Caleb,
2013.
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Kafoworola and Lateef (1987:254) posit that thad]un some of its historical reed or
bone forms, is probably the oldest of all wind instents. As historic man experimented
with tubes and materials of different sizes and mosition, he observed that many
different notes and sounds could be produced. rderao produce these different sounds
at will, man had to use local assortment of varitukees tied in a bundle: “This was the
evolution of the flute form which we have today “@sn’spipe” or “syrinx”.Thezunzu
from respondents must have emerged from the aliodeok experimentation.

Culturally the Zinzumusic reports Dodo Fidelis Mayay it is stagedhia tmidst of two
bass drums (see plate vii), played in a circulavenwent of anti-clock dance round the
performers. The drummers move forward and backveambrding to the rhythm of the
druming. Dodo Fidelis and others explained thatnbermittent interlude of the music was
usually achieved when the dance gets to a peakewlueal songs stops to give room for
zunzublower. Similarly, as iguguwamusic, when the singer stops singing, thezu
starter resumes the blowing again while other paitenzuplayers joins. Interestingly, as
soon as the @hzusound is blown, every other performer bends dowdwarpossible
seriousness of the dance session. Usually, theedarstaged in an anti-clockwise manner
when the soloist led the performers to dance anihgm clockwise direction when the
performers star blowing theinzu

The actual staging of the performance is done aftezlaborate costume of beads sewn on
a string is tied on the fore head, with an intetenit arrangement or display of ostrich
feather tied on the waist and on the arm of thecel@ The ankles are decorated with
raffia, palm rattle. The sand rattle known &gizagis worn on the ankle to produce a

vibrating resonance which enhaces the dance sfeftee @unzuperformance. The sand
6C



rattle calledAzizagis produced from palm raffia, knitted in a zig-gzaggression enclosing

sand or seeds.

Plate XIV: AnAzizagrattle, adopted from thEyapLiteracy calendar 2012

1
Plate XV: The ankle bearing tieizagrattle of akuku performer on stage at Gora Gan New year
celebration, 2013. Photograph by Samuel Caleb
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Dodo Mamman Samaru narrates thatahizagwhen worn on the ankle produces rattling
sound in line with the dance steps. At thengan Nkan (now Bagauri}he kachanwas
said to be produced by the blacksmiths. It is aaimmtkle rattle produced to support the
sand rattle whose life span is short and less reling. The fly whisks of cow tails were
used to assist in creating uniformity of movemeattipularly as the hands are swung
forward and backward. The sound of the rattle robs the music and compliments the
strength and agility of the youths. Songs sunghieyyouth to accompany the music had to
do with the celebration of youthfulness, dignity ta#bour, love and morality.The
performance also served as exercises for the yautbswere resting from the short break
of the farming season.

Sambo Kazzah Mabushi reports that theZiiperforming group irAbin—Atyapwas said to
be an ever ready performing arts group. Those wére &ble to blow theuhzuflute were
accorded respect by elders and were pride to twbseknew how to blow it. Thékpa
blower is an expert who blows two to six flutesZoainzutubes at once. He combines four
to five flutes together and blows through them dodiverse resonance effect but which

creates harmonious music. Such individuals ared¢algwag In 2013, Gora Bafai
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Plate XVI: Zunzudancergerforming durincAyetfestival 1987 aMa BaradoZangon Katg Photograph by
Rose Ayaka Nkom.

New Year celebratignyoung men organized themselves to blowZunzy the flutes were
brought in a container and the youth picked fromn plool of tube but only few of them
could blow the fluteAt lastno performance of theuAzuwas stage during the occassion.
One of the excusgwesented by the bowas that the flutes were of the same pibut the

fact wasthat most of them could ndlow the instrumentlt was alsogathered from
respondents thaif all the Zunzugroups inAbin-Atyap,only the Zinzt performing group
of MakwakhandMayayiare functional. Although experts g@gtinzuabound inAbin-Atyap

but not in the youtlage bracke of 18-35, they wereold mdyetween the ages of-70.
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The nature and preparation of theZunzu:

The sizes of the uhzuvary.There is the 10cmufzucalled No 1, the 11cmuhzucalled
No 2, the 12cm-dnzucalled No 3, the 13cmufzucalled No 4, the 14cmhzucalled
No 5, the 15cm-idnzu called No 6 and the 16cmhudzu called No 7. The length
determines the pitch. A few specifications aredwkd in terms of construction and
maintanace. The artist harvests the reed and p&ingty gets the first set of pipes which
he uses to construct other flutes. Goddy Saandoalgubhi explains that this indigeneous
technological is open to those thought to constvacnd maintain. As a producer, he said
that theAtyap encouraged indigeneous production of instrumentisthair maintenance.
TheAtyap he stressed sees a musical instrument locallytemtsdand maintaining asthe
people’s initiative of music accompaniments. Ottmaterials used by performers include,
seeds sewn on skin to be fixed on the foreheadeankdarm.The skin costume which
was worn on bare body by performing groups hasénprrocess of time been replayed by
football or basketball jerseys bought from the nmodearket.This the respondents said
was attributed to lack of tailores who can giventhehat they want, that where the tailors
exists, they have the tendencies of failing the iomuss and so to them buying jerseys

from the market is easier.
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Plate XVII: Zunzudancers Gora Bafai New Year, celebration. Phottgkey Samuel Caleb,
2011.

By 2000, according to Andrew Jaafaru GorajnZu dancers no longer dance with
traditional costume there by distorting the beaarg uniform costume of th&tyapThis
some of the old school respondents believed ibdisthe cultural musical heritage.
Zunzuis a single or multi-reed instrument of the aemphfamily, air is blown into the
instrument via the mouth piece. As the air ruslodigh the tube column of the instrument,
the reed is set to vibrate which produces a nasaidslike that of thguguwa Thezunzu
has no finger hole for the control of sound. Thaypl stops the air passing through the
tube by refusing to breathe through the pipes. Bigwof the Zunzuis achieved by the
special placing of the mouth on the opening ofZbezu.The sound can also be varied by
changing the position of the mouth placed on th&riment. This technique helped
moderate the vibration of the reed thus produciagous pitches. Th&unzuis a smooth
tube instrument that can be appreciated when peedrby a skillful player. The seven

sets of the dnzuform an ensemble. The performance ahZuis done in hoick technique.
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That is, one set ofdancers depending on the otitea meaningful melody to be attained.
The hoick technique is presented in rhythmic antbdie texture depending on the context
of rendition.Titus Mbare Jaga Bafai avers tha thgims of theZunzuperformances were
alleged to be the menAbwoi cult, whose initiation ceremony is designed batlelevate
boys to manhood status, to offer them previllagest puts women under them. The
induction ceremony is secret.Women and childrenedr@ven off this arena so that a
masked spirit’s figure was said to address the bloyslisguising his voice through a tube
and by using an interpreter to rebuke the young boymisdemeanors. Women were said
to listen carefully to songs sung by the boys oesé¢éhoccasions. In addition to these
traditional functions, new use of ti&ong Zunzihas developed. The popularity of the
Zunzuas young men move to cities as a result of mobdityabour extendsthe music
beyondAbin-Atyap,Kagoro, Maro’a, Bajju, Fantwam, and Kamatanto Kadand other

parts of Nigeria.

3. Song Zunzom Atah

The zunzom ataais Atyapone string fiddle installed to a Calabash and weapby a skin
coat as a cover. The string is a rope like twiked on a wooden frame. The neck of the
zunzomis made of wood; the bridge is made of small meakwood while the tuning
device of the fiddle is free. The entire structaféhezunzomis built unto a calabash or an

enclosed structure, which is always covered by ahgkin.
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Plate XVIII: TheZunzomAtaah at theAfanfestival Kagoro. Photograph by Samuel Caleb, 2008

The use of theZzunzonaccording to Zachariah Tokan Mayayit was on joydatasions,
such as dance, drama, naming ceremonies or foerthetment of the Bori spirits. An
Atyap it that hunters had their praise performancessamg)s which were enacted by the
Zunzom Atah The musicians pluck the string with their inde@xger or by using a
plectrum to start the songs, most of which had ibgawith heroic performances or
hunting. The Aminyam (Fakarn) clan Haruna Capmucet (Gora Gan) stressed was the
custodian of the hunting practices and wild gamAtyap They instituted th&ong Akad
which was performed using the one string guiaunzom Atah The wordings of the
songs for the performances is said to stimulatéepstonalism of hunters to go hunting.
To those whose age has advanced, they remembeldtigeod days of wild catches once

the music is played. During such performances, sash@animals and HeroeAdwak are
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usally called; their heroic deeds individuals arentroned and the quest forcontinuity in
the profession refreshes the minds of the hunBusing such occassion, young boys are
said to gain interests of being recruited into tihenting profession. Other musical
accompaniments used with tdanzom Atalare not restricted; they are open as far as the
accompaniment will join to give good music. This@sbecause the music is usually a one

man band.

The nature of theSong Zunzom Atah

The Song Zunzom AtaaWwas Atyap music whose cultural characteristics constitue th
Atyap cultural heritage of manhood, it is perhaps amthregAtyap’s best contribution to
African civilization, and is more relevant to todayworld as referenced her&ong
Zunzom Ataals a bow like instrument whose core idea was soualtural stir hunters and
bold men into a concert of life, the event thatiates adults into manhood. The behaviour,
idea, beliefs is shared by the performers and isialy transmitted into their actions
(dance). In fact, these cultural traits which weraral driven and essentially humane were
the building-blocks on which the performing artistpersonality is moulded. The
personality philosophy here was to make the perosnand beholders real- mehtyoR.
Men whose prowess keeps the society save a hahitatfi economic growth and
development.

The Ataahin this music carry dual function, used for huntorgmusic. The attachment of
game to these performances avers lliya Kati wggdduce young men who do not live for
themselves, people who live to inspire others;ilpbphy of live and let’s live. A kind of

relationship which was committed by natural fatdite together as “social animals”.The
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player of music following such philosophy was acleat glorified position as a messenger
of Agwaza Tazwé#he supreme God for the good of #yapSuch function played by the
musician were tested through the music sang anatthade shared are categorized into
three roles.

1. Attitude to work: The community frowns against laziness. Eldersteeeath of
lazy youths as blocked with all kinds of impedinge(thorns), real and imaginary;
such path cannot make them succeed. Thereforgouatiy men are taught to work
hard and be weary of encouraging laziness of amy.ftn furtherance of this kind
of message, songs are composed and sung to pasageesvhich stir youths to be
proactive in all their endeavours.

2. Attitude to counsel: The community makes sure youths are not far fresl
tutelage. It is like many medicines, often verydyitand at best, tastless. To ignore
them, however is to risk the youth to the pathedtd. Good counsel is needed and
should be adhered to for taking the right decigmwlife’s endeavour.

3. Attitude to wealth: The Atyapsociety postulates that the desireto become wealth
is never quenced. The one with thousadhindg longs to become a millionaire.
And soAtyapsees greed to be the root cause of almost modtié®and when one
grabs a little here and there, one should allowthergerson get. Wealth was seen
in one’s ability to give the needy and not in thmuadance of what one has or
wants.

Song Zunzom Atais therefore, is done to make individuals sharéhansociety’s
self determination, self propergation and selfaunsince.

Historical analysis of Song Zunzom Ataah
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lliya Kati reports that hunting is undertaken byfessionals who are trained to sacrifice
their lives and so, before thyet festival adventurous men are said to mount orr thei
horses for a hunting expendition. On the final metof the hunters a show catches is staged
for all to see that they are real men. The exerseds the platform on which the entire
exhibition of all the art oAtyapis showcased in the festival of thanks giving tadGar a

bumper harvest and fruitfullness.

Plate XIX: A huner from IIiy Duniya Kati poses ftite 2008Ayetfestival in front of theédgwatyap’s
PalaceZangon Kataf. Photograph by Samuel Caleb.

By this sucess, the festival is announced anditia¢ preparation for thAyetis ended.

The actualAyet festival is staged when the band of hunterdAbin-Atyapmount their
horses with their catches hung all over the hoaskelles. They lead the procession with the
Zunzom Atalaccompanying them. ThBuguwafollow next before theAgwatyapwho is

always on horse back. Women accompany them withtshad praise.
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Plate XX: Hunters and their families pose for agession in ayetfestival at Mabarado 1990, photograph
by Samuel Caleb
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The Zunzom Ataim a modern dimension is played to ladies duringriship (uuNzam

mang Kaniam

Plate XXI: Two hunters pose for the performanc&ata Bafai New Year celebration, photograph by
Samuel Caleb, 2013.

In urban areas like SamaAtyap Mabushi, Zonzon, Fadan Kaje, Makomorum, Kurmin
Masara theZunzom Atahis used in “burkutu”and beer clubs, where one entars
dancing or music in urban style. The music at teelotub is played to raise funds and to
impress the alchohol sellers whose reciprocatios waexchanging of wine to the player
who assist to bring customers. Sinfitnzom Atalmusic is a one man band the performer
goes round the drinking bar even if he has no meoelyink and to get some reward from
the audience. At the end of the day, Zumzomperformer is drunk with “burkutu”.

Also, during naming ceremonies, tdenzom Atahs used by performers to sing for the

new born child, believing that the child will beegt (Da ooh da, da dadi 2x insaya riga in
72



ba dana).The hunters are said to put up their pestf skin Bin) the bow Ataah quiver
(twung) arrow guard khiyet Akurung Burgi) guard for storing medicine, calabash
(Khuam) for drinking water, and knife for slaugteringarfimals Aba’ai).

Sam Kazzah proposes that, the young performe$®nf Zunzom Atalsually plait hair to
indicate their aspiration to be trained hunterfiede young men had similar hair plaiting
tradition as is with the Nok popular culture whishreflected on the Nok terra cottas.
Both men and women were said to be involved irtipgiof their hair. During the bori era
stressed Zachariah Tokan, theinZom Atahwas said to be used in the theatrical
performances of the Bori Wuta and Bori Rago. Tloei BVuta was an enactment of the
Zunzom Ataalduring which the dancer reaches a climax afteisthiet’'s influence causes
foam in the mouth. The dancer at such peak of enite is said to eat hot coals of fire in
front of the audience. For the Bori Rago, tAenzom performer plays the harp
systematically in a way that the Bori dance advaalmng to the point of influence. This
climax makes the Bori performer to use the hedtittagainst a wall or a tree. These they
do without any pain, harm or burns incurred. Theesdnts, no matter the place they may
be, the moment the&unzom Atahs played, the spirits were enacted in them aeg Hre
said to start manifesting demons with foamings hairt mouth; the manifestation that
seized the performer until the musiccome to an ehal. most respondents of this
performance, th&unzom Atalwas an influenced culture from the Hausa and Fiddis.

It is believed to be a kind of cult or religion wbhethe adherents communicate to the
satanic deity through music. It came about as altre$ contact with Hausa traders who
visited Abin-Atyap and through those who settled in the land. Thisnsaged long

performance of the Hausa community. They beliea $ipirits or animate beings (Souls)
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exist, and are active on people’s behalf and tiney tnfluence members through music in
hypnostic degree. Its synergetic character sos@oralence said gave it wide acceptance
in Southern Kaduna.The adherent sought to be infle@ by the spiritsJ{nn); a kind of
polytheistic belief in the supreme God and spusiksch can influence one into doing some
extra-ordinary display very funny to an on lookdihe performances make most people to
believe that the evil spiritsranyiyang or ‘Iskoki’s’ involvement or influence is so strg
deity. The spirit's domain and unique influence@ading to most respondents is Islamic in
nature but the respondents could not explain how \Bas performed. Probbably because
the adherants are mostly Hausa and Fulani. Thereaalisewere also pre-dominantly
women. Many respondents categorically said thegtet is no trace of the Bori Cult in
Abin- Atyapagain. The Bori belief system, few respondenid, sae ancestral in nature.
The enactments of the performances arenoticed gluhe dance session and when the
accompanying spririts reach a higher level of nestdtion, the dancer tends to throw him
or herself on the floor. Few respondents said tifi@Bori cult is extinct today because of
Christianity.Others said that many people do navkmow to play the instrument not to
think of the performance and how it was done yéaisk. The only explanation given is
that the ZInzom Atal{the one string harp) is too hard to play and loaing boys are lazy

today, they have no interest in it.

4. Song Zunzom Angurung
Definition/nature:
The Zunzom Angurungs the second version oulAzom Atatwhich has six strings like the

modern guitar. The harp is cresent in shape;stdmelongated neck or Fret of wood with
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seven holes where the string rollers are fixede fidtlers are for tuning the harp. The harp
is wrapped with skin bearing with two to four otsl®f sound. The skin enclose’the stored
sound so that metal rattles can be fixed as amaganiment, which gives the instrument a
special tonal sound.

Sam Kazzah Mabushi postulates that aged men bettheeages of 50 — 70 after their
usual day’s work relax in front of their house take interrogation of life’s experiences,
success and failures through songs. The songsl dmila critique on women or an
appraisal of good deeds of the same. Men who haeeilimess or the other, who might
have been hindered from performing their usualineuactivities, sits down to recount and
rcollect memories of their exploit in time past.oBle who were once hunters remember the
bush sessions and the hunting activities they exdyag intime past. Farmers on the other
hand who were incapacitated as a result of ones#iror the other also recount their good
farming sessions in songs as they play the harposd who are fishermen sung of the
fishing exploits and expeditions of the past.

Both the one and six-stringudzomas at the time of this research hadstarted to have
attachment of metal rattleKgchar) which act as buzzer when the instrument is played
One prominent song usually sung using th@zbm Ataahs the dove song:Atubishi yet
akatuk anag abwa anyana yet asunwan anag bmeaaning “man is evil the dove song,

who will be for us?”



5. SONG ZUNZOM AKHUOO

Definition:

The ZunzomAkhuoois a raft Zither of thirty strings stretched beénewo ends of guinea
corn rafts. The rafts for th&tyapzunzonthirty in number arebinded together using raffia
or jute fibre. The raft is cut from top to bottorartying on the stalk to form the string. The
stalk epidermises of the raft are lifted up witbhearp knife and areheld at each end of the
stalk by a rope to tune the instrument. Abamboaised to separate the strings as a
bridgeto separate the raft at the top and at ttterno The elevation of the bamboo bridges
allows the strings to vibrate, thereby producingsical tones when they are plucked. The
traditional method of plucking the Zither is witloth thumbs, as the instrument is held
horizontally at approximately 45degrees angle ® blody of the player, and under the

zither.

The nature and preparation ofZunzom Akhuoo

Zunzom Akhuodraft zither) performers existed iAbin-Atyap very early and were
influenced by the socio-cultural domain of thyapsingers. Felix Kahu Mallam Mabushi
explained that the raft zither was an aged londopmance of middle aged men Abin-
Atyap which is usually done after the day’s routineokab During courtship, young men
used theZzunzom Akhuoto sing love songs, to impress girl friends, mahwhich used it
to inspire ladies at the place of performances.thtnNorth Central and North Western
States of Nigeria for example, the raft zither sedm be the most popular among the

Atyap Bajju, Oegorok, Ham,Gwong, Ninzam, Ninkyop, GanawChawai, Amo, Tarok,
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Laiylay, Birom, Miango and others. Those who atpegt in these performances hang up
metal rattles, clappers to enhance the soft sotwdlped by the raft zither.

Song Zunzom Akhuoas reiterated Malam Mabushi was an age long dahtdeedtyap
involving athirty corn stalk. The two ends of thiialks are fastened together uskingvoo
(jute fiber) from which the instrument’s name igided. The string board is separated
from the flat stalk, stretched between two endsr&ate a cluster of three strings with a
space in between until a Cluster of six setswagael. A sharp knife is used to separate
the strings before knotting of the string is ackigwsingAkhuooFryer stalk were used to
hold the two ends of the instrument using raffidlate fiber to form the zither. There are
bridges in between the strings and the raft, whiltbws vibration as the instrument is

played.

Plate XXIII: Felix Mallam playingZunzomAkhuooat home Mabushi Atyap
Photoaraph Samuel Caleb. 2(
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The traditional method of plucking the raft ratiewith both right and left Thumbs, as the
instrument is held in a horizontal position, aweyni the body of the player at 90 degrees.
In achieving the pitch and consummate variatioghestring is wrapped differently from
low, medium and high capsules from jute fibre. Tisishow the low, middle and high
pitches are achieved. The bigger the capsuledéleper the sound, the smaller the fiber
capsule the sharper the sound produced. It ismaotey that in other ethnic groups
around southern Kaduna, the strings are made e€ts8 The cluster strings capsules have
soft resonant sounds, soft to the extent that, gounan used th&unzom Akhuomusic to
attract matured ladies into courtship. But as attime of this study, it was observed that
only elderly men were seen playing this instrumemtst of the old men lamented on the
lack of interest of the youths and middle aged methe playing of this instrument of this

music gunzom Akhugo

6. Song Kuku

Definition:

Kuku music is specifically designated “women music” amthen performed on official
occasions, it is sung by adult women only. No aquamying instruments are used for this
music, and the songs relay the history either efdloup or of an important man. The
original function of this music was to instill intgirls their social resposibilities on
attaining puberty. The popularity &uku soungs led to performances that were solely
feminine. These unofficial activities were occasibrer girls and for the young unmarried
an opportunity to acquire music skills for privaaad public performances. The songs

themselves retain much of its traditionallgfap form and subject matter.
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Description of Kuku performance:

Saraya Haruna Gora stressed takuis a coral composition of polyphonic music which
stems from domestic work. This performing art s@rtvith individual women seeking
accompaniment in their daily routine home duty. Véomvere said to mutter songs from
life’s experiences steming from the mailing hous® ithe public domain. At times, the
composition could be a word repeated severallyl antother word is added, which are in
most cases joint heterogeneously no matter theageiKuku like Guguwa Zunzom Akhuo
encourages oratory of the composer or song leate. philosophy was to create a
plateform where life’'s experiences, obsession, yengnt were shared. Ladi Sambo
Kazzah adds that coral groups in the process & bacame a clan thing and the leaders
became those who had poetic skills and proverbsepswEssentianlly, it offered the
composers of music the ability to critique men ggaoignant words. The words gave the
musical performers ovations in traditiodglaplanguage.

Daye Ayuba Mabushi reports that women believe néelise them in all they do, and so
the singular avenue to air such grevances was ghr&uku music. Therefore women
skillfully expressed themselves in songs, this fafmusic inAbin-Atyapat the initail
seemed like mockery to men but with time it becameacceptable form of music. Women
owned itand it was a way of association or commamtf against men’s excesses to
women.

Kuku music at other times expresses sorrow, joy, ifieeings, thoughts and reactionary
struggle for freedom. This women music proclaimnven’s emancipation through folk
songs spoken in volumes of accent proverbip Many women in Gora and Mayayit

stressed that when promising young boys or gigs,dsongs of lament are sung in deep
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agony, such instances sum up the themes of thess&agnehow within the line dduku
songs, the group included as its philosophy edogatoung woman on how to keep their
home.Kuku music armed women with traditional Tyap so thatnhers can teach children

the local language

The Nature of Kuku Music:

Ladi Sambo Mabushi said that women are mostly emalily sensitive on issues to the
extent that they are prone to airing their feeliegsotionally. InAbin-Atyap men were
engaged in farmwork leaving the woman to take adréhe domestic affairs. Woman
customarily would sing while working at home, at tfarm, and the work place tools
become their accompaniment and instrument of mddics they did so that the work at
hand will be done with ease. As such she beginautier songs; known and unknown,
meaningful or not. In the process of such mutteritlge work is said to progress to
finishing. At times the songs metamorphosed intmeaningful song after much fine-
tuning. At the trashing roonT (lkpak or on the mealing ston&lfaar), she mutters known
and unknown songs which have bearing to her olisessr to what she is passing
through. TheKukuaccording to respondents evolved as a result d¢f ssicumstances and
not through any seasonal phenomenal performanee thik Guguwa, Zunzu, Zunzom
Ataah,andZunzom Akhuwoo.

Song Kuku,as narrated by respondents, is an expressioneoftfrap woman’s plight,
experiences, values and desires.This kind of sémgsd expressions in acapella, a non
instrumental music. It advances folk songs whiclovalwomen to sing on current

happening in the society. Plate xxiv below showpeaformance aftyap Prayer and
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thanks giving conference of which tKelku performers displayed emotional songs, one of
such was that they sat on the floor singing inlareo tune. The audience observed with
guietness to understand the wordings of the sohg.rimanner at which the custume of the
performers were worn gave two impressions to letenthe first was the communality
composure of their choice of white blouses signiythe uniformity of the group. The
second was of the different coloration of wrappemn by the women to localize their
intent in a show of abasement of sitting on theugtwith their hands supporting their
jaws to show how apprehensive they were. The sbrbis group goes thug; “On the
day Sir Ibrahim Yakowa died, we couldn’t sleep. Whhe death was being reported some
were laughing and jubilating. While we were disedtand could hardly sleep, some were

dancing. This death you cheated us, southern KaahatyaGod grants us comfort. Amina

A 8 “ e T G, ‘
Plate XXIV: Kuku performers at the A prayer and Thanks Giving darforming at Ma Wakili
Photograph by Samuel Caleb, 2013.

Yakowa may God comfort you. Words cannot be adequadd is not unmindful of us”.
The second song was an advice that people shouldoaeefully in this world because

danger is near. Owing to present happening in Migerd globally, humans need wisdom
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to live successfully. The most stricking thing abthese performers is that male had no
interference whatsoever. Even when Christianityngated the region, the group was
accepted and wasmetamorphosedinto women fellowBhgsently inAtyapthe group has
two versions, the first is callddotshon-tawvhile the church call the second group women
fellowship. TheKukuin the likes of tso-tsho-tat became a village,rtaw city thing. The
accepted women fellowship groups in churches welaysa worship arm of the church.
The rebrandedcoral grougs¢tshon-tatperforms without and with instruments when there
is a gathering of thAtyapdrawing membership from a widétyapfemale spectrum. The
functions of thekuku seem to be different from the church women fellmwswhose
function has been worship. With these varietiesimgrades of th&uku, it can be said to
combine cultural, social and secular text in tmeiursic. Even though, thByapaccent and
vocabularies are kept in tact, the younger germrait most times do not understand the
depth and meaning of the songs. This is partly imse#heways in which these composers
shape the wordings of the songs relates life’'se@pees to the older generation and
challengethe intellect of the younger generatiowatals the Tyap language multi-
dimentionally.

Kuku performances from 1950 was a non instrumentedamgdi until in the 1970s when
the group had a double edge function of being e dhurch and as a community coral
group. The musicakimkim (dump bells) ancchakareports Ladi Katung Samaru was
adopted from Attakar and Igbo ethnic groups in ¢laely 1970s and was used both in
church and in the community as a women musicala$ used during performances in

during celebrations (Christmas aAgetNew Year festival).
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Plate XXV:Kukuperformances at the Gora Bafai New Year celelma013. Photograph by Samuel Caleb

The pulsating nature of the musical instruments sonhs gave essence and meaning to
the kind of performance engaged until new instrusidike wooden gongs, cement
dumbbell and cylindrical drums were adopted in yed®80s into the 1990s. In this
hierarchical order of thé&Kuku music and dance, individuals attain specialty e t
manipulation of instruments or in oratory of theepo psalms ofyap

During special occassion accrding to Ladi Musa fonthe Kuku coral group is given
opportunity to render its music to the chief, and& or envoys as the case might be; to
interrogate, give messagesin line with current kapms. The intention of this group is to
use the variety of God’s-given voices as naturapessible for the special education of
Tyaplanguge in oratory rendition. Also, the group eats bad behaviours among women,
husbands, young men, ladies and the governmenheofday. The women’s songs of

ridicule belong to the broader Southern Kadunagmateof songs of this type, which are

83



performed as a means of social control. An indiglduho has transgressed the mores of
the group is made the subject of satirical ver$ég. songs at a point in time came to be
accompanied byKimkim’ and performed by older women in their compounigsthe
1950s, such songs were usually contemporary demdgbf traditional examples. The
“kimkim” is an instrument made of clay in the shape of tawpth a long neck. It has a

circular aperture on its side as well as at its top

Plate XXVI: Clay Kimkim photogphed at Acheaology Meum, photograph by Samuel Caleb 2006

“Kimkim”is played by placing one palmon the sidesapire and is striking on the opening
at the top with the palm by the other hand. Fewpoedents said that the original
instrument used in playing these clay drum is thpeno palm of the hand of the
percussionist. The palm which is placed over ide sperture functions in a rhythmic
motion of opening and closing of the aperture; aficcourse, the relationship of the

movement between the two alternating palms assheesesultant rhythms.The two palms
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cover and uncover the holes on thantkinfalternately, as a means of altering the
percussive soundsKimkint and other accompaniments are used to enhanaaubie of
the kuku coral group. Several informants affirmed that theey dump bell Kimkim) was
used in Christian Churches first to accompany ti@rcsing. And eventually became and
instrument used frequently during church worshipisTtype of musical group also sings
mocking songs for rivals at home when there anges®f conflict. Such messages fall into
people’s ears and is understood as such, thisnaast social problems are adressed.
Kuku had no particular season ligeinzy it was occasioned by any problematic
situation of women in the community or any mishaptioe people. Be it a disaster or an
epidemic, the songs are usually emotionally ladethé extent that even men who were
not supposed to be partof the dance often partegpahe only exception was that such
over- excited men never sang along with the wofiehe Kuku coral singing group set
out to sing as an advocate of good virtuesAlmin-Atyap In other occassions, they
performed before theAgwatyap (chief of Atyap, praising him over some of his
achievements for the community and also, to exptesscommunity’s disappointment
over some mishaps as the case may'tbeku served as a mouth piece of women’s
philosophy and ideology in the bid to have a sayicommunity where they are not
consulted in most decision making. Recently, gomed some respondents, there had
been an assimilation young women into the womeniggaalledTshotsontato pass on
the oratory and musical prowess in the likes of wonfellowship singing groups in
churches. Although the ideology is different, tdea was to be heared by men. As in all
communication, meaning depended upon the partylvadp the communicator and

listener assume responsibility for word in the laage used at most time instead of the
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singer. By these, the former social significand¢etr® Kuku was given new essence
through refinements which are accompanied todaly dritms, stilt drums, wooden gongs,

Ishaka, wooden calipers and the likes to produgthrirmelodic music.

7. SongSamba

Definition:

Samba is a youth performing art Abin- Atyapwhich started according to Zamani Bivan
whenAtyap age grade system was established. It was initeallyeatrical performing arts
group of theAtyapas to network the youths into a cultural organaatihat expands the
space of their popular participation in the commyunThe activity of the group involves
dance of the adolescents which permeates the rlajos of the land with the sole purpose
to involve young ones organize themselves into meratives in case of family and
communal farming. The rehearsals of this perfornang group are done at night, in the
village square after the daily routine work is ovEhe performing group’s leader is one
who has graduated from the group, who works hanlgaimd with the lead vocalist. The
team of drummers includes four young boys; two e perform on stage while two
performers are on the reserve bench. The drumsgar@e or rectangular in shape which
lacked depth, so that the dry sound can inspirepdréormer to dance. The shape of the
drums has to do with the category of individuals ilealing with (energetic young ones).
The drums are of two types, the first are rectaaguihile the second are round in nature.

If the shape of the drum is not rectangular, thesimgroup is not calledambéaut
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Tantarum;a name coined from the sucession of sound whichatasa from the drums

when it is played.

Organizational Structure and nature of Song Samba

Sambadance as explained by respondents started inrth€lpurch era into the Church
era. The philosophy behind the establishmer$arhbasaid Dauda Batsab Shindong was
based upon the conviction that sustainable devedoprwan only come about through the
awareness and active participation of youths. @hiareness is always expressedioin-
Atyap through media likeSong Zunzuo, Song Sambad Song Zunzom AtahThe
participation of the young ones fBong Samb®nce based on the belief that people
constitute the major resources required for anmfof development and such development
was sustained through the establishment of a nktabyouths. As such, entertainment
and development are organized in a manner thairesgthe active participation of all.
Once these young ones can be organized, it isiffatutt to enjoy their services in the
land. This was why at community intervention prtgethe youths were engaged for a
successful work via popular participation, empowantmand through the advocacy
involved insong sambaThis social mobilized group becomes the Commigigyrand
boys and girls as they are engaged inorganizingoeance tour for specific fund
raisingto aid community development. To particip@atesuch excursions from one village
to the othethe youths are encouraged to show example oAtyapgoodness.

This performing arts group as reports some respuiadeas adopted from neighboring
ethnic groups, Kagoro, Bajju, Attakad, Jaba, Kosaaaesult of an influence by the Igbo

teachers who came to be engaged in teaching iprilmary and secondary schools. Other
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respondents attribute the influence to middle lspkaking groups like the Idoma and
Igala, who drilled school students on tradition & in the region. Another source
attributed the adoption of this performing arts ugrao one Jembo, a member of the
African church SamarAtyapwho brought the dance from his ethnic group toheaming
boys and girls in the youth fellowship. This thegendents attributed to the cosmopolitan
nature of the town; as such it was not accepteothgr churches that saw it as a shift from
the normal clapping of hands.

Most sources reinterated that boys and girlabm-Atyapat the end of the harvest season
normally gather under bright moonlight at the \gtasquare to be engaged in one form of
performance to the other. The girls engage#woi- charawhile the boys engaged in
burn fire or story telling, they involve themseliasthe dinzompractice; and if there was

no aunzomdance the boys joikwoi chara

5t
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Plate XXVII: Sambaperformance at the 198%etfestival Ma Barado Zangon Kataf, Photograph byeRos
Ayaka Nkom.
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With the adoption of the samba danmost villagesgradually adopted this form of dan
as part of the youth performances. From one \gll&g the other, the samba danc
groups started mearg in the village squa under the bright moon lig. Between the
1960s to late 1990¢he samba grou was said to meet #he villagesquare to prepare for
the season, ohow to get money during fese period how to send a youth off at the €

of their wedding and how ibe engaged in commemorati#eremonies of elderly perso

Plate XXVIII: Sambaprocession at Mabushi Christmas celebra Photograph by Samuel Caleb, 1¢

Most people call th&mbe performing grougTuntarum” an acronymobtained from the
way the drums are playe(The accompanying drums goiyed first while the main drui
follow in a systematized mannaccording to the dance stef$ie Tuntarumdrums are a
set of cylindricalhollowed double faced drums, the bigdece is covered with skin whi
the smaller face ispered. Some respondents said thatThletarumdrums were probably

influenced by Igbarums or Idoma drums.The lead drum is thedasg drum, followed by
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the medium drum usually as a back up accompanyimg édmidst sensational songs. The
songs are multi-dimentional in nature, theycouldjigul song, a grudge, complaint,
warning or mourning. Two of such songs in Hauséisna zan boye _wa, a ina zan
boye wa, a ina zan boye__randa yesu zaya z@ zam boye_ _ wa”’ meaning, where
will I hide at the appearance or return of JesussChAlso another song “Ikebe (2x) super
oh... lkebe, ikebe super”; referred to the dancing Which is usually shaken during
performances, it could be small, medium or extnaydahip. The song Ikebe super
celebrates the female burst and the buttocks, whkicisually shaken in a backward dance
to the admiration of the on looker. Many respongidamented that the Church has
continually discouraged this form of dance. Thusaaattributed its dwindling to the
church’s lack of encouragement while others attabuit to the current socialization
palaver which tends to look down on cultural parfances. The comatose nature of this
musical group as at 2003 therefore, was arrtibtdetie lack of interest by the youths in
cultural performances. Few old men lamented th#h wach passing bright moon to the
other, the youth had continued to disappoint themrot utilizing the moonlight for
performances. Few others attributed the situabahé coming of electricity in most of the
villages. Irimiya Aboyi said that when tf&ambamusic is staged, that the dance nagates
Christian principles, that it glorifys the devile Istressed that if God is glorified naturally
the pastors will allow it the performance thrivaicB ethical issues to some should be
handled in the church setting schematically andegalistically.

In the whole, th&Guguwa, Zunzuo, Zunzom Ataah, Zunzom AngurungpAudkhwuoo,
Kuku and Song Samlae the elitist tradition of art or serious mutgomed folk music.

They are showcased on a class—oriented basis wtihistratified social structure of the
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Atyapcommunity. These are located within their varipusmises of social relevance and

cultural environment.

The Adopted Performing Arts of Atyap

Introduction:

During the researcher’s search of the authentmitpwnership ofAtyap performing art
information gathered states that tiAdyap had preserved their original music and
performing style with some adaptions. Adapted i tbense that the music and
performances was not initiated Atyap but was practiced by most ethnic groups in
Southern Kaduna.The researcher also discoveredbstitmusic and performance were an
enterprise which involved gainful rewards, the redvaould be in kind and cash. The
wordings of the music are ifyap, except if it was composed for a wider public. The
compositional experiments of music Abin-Atyapare said to be strikingly varied and
eclectic, especially with regards to the musicahosption and style. The adapted
performing arts groups as collated from the fieldudeSong Zunzom Akatar8ong B.B
and Song Ashuyang Akpahe results of the various interviews and dataectitbn from

guestionnaires are further summarized below.
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1. Song Zunzom Akatar:

Definition:

The Zunzom Akatarwhich is thehand piano known as the xylophoneEnglish consists
of a sizeable membrane of wooden or metal plais or sounding boais which serve as a
springboard for the attachment of bamboos or flat vs. Zunzom Akata means horned
piano. The wooden barof these chordsre arranged on the parallel es of varying
length usually in aariant souncscale. Th&Zunzom Akatarnonsists of fivescales having
no semitone. Thikorned piancformed anAtyap variety of xylophone from that cone
octave to four octavewhich are controlled on thplatform upon th horn.The larger the
horns thedeeper and laudethe sound, the smaller the hortine sharper the sound
produced A rope usually frorra parasitic tree (nendeemater cane) used to bind the
two ends of th&Zzunzom Akata. A hand mallet is produced to bsed to strike the key
note of the xylophonelThe notes cald be seven, eight, ten (as in platex), twelve or

fourteen, depending on the size of the zur

_—

Plate XXIX: Zunzor Akatamat Ma-YayitAtyap Photograph by Samuel Caleb, 2(
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The wider the instrument, two players are alwaygolwved in the playing of the
music.When the instrument is played by two or nfeeple, the octave is more than one
(ten keys). One octave is made up of ten key netd@ke two octaves have twenty key
notes. Goni Kato of Ma Zaki stressed that the twthoee octaveZunzomare extra large,
as such difficult to be moved around by the playera result, the short octazenzomis

preferred by players of the music.

Historical Analasis of ZunzomAkatam

Several assertions exist that the xylophones atAftame from the Carribians especially
the Latin America. The uhzom Akataanfixylophone) inAbin-Atyap Southern Kaduna
and in most middle belt Nigerian Societies hasra lbistory. This instrument was said to
have been introduced tyap’sby neighbouring ethnic groups Atakad and Miangan&o
people call these fellowdika, others call thenNetzit or bretheren of thétyap The
particular ethnic group where it originated fromnigt known. But, respondents state that
the Zunzom Akataarwas brought intd\bin - Atyapfrom the plateau region or Nassarawa
State (Mada). Thétyap Zunzom Akataaccording to Goni Kato Ma Zaki a producer said
that theZunzom Akatans made of multiple body parts of horns, water ¢cgigwood,
spider web and twine. All materials are composegetioer to make the instrument
functional, optimally as single instrument.

This performing arts group ibin-Atyapvas one of the multi-dimensional and most
successful arts group probablyAtyapas reports respondents. But its success by 2043 ha
been lost due to the lack of skilled players ofittrument. Theunzom Akatarmusic is

inspired by the dancers during performances eittehome, at the village square,
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relaxation corner, or during occations. Theng Akatanin Abin-Atyapwas said to came
into existence as a communal music of which théopmance was anchored unto. It was
on the above premise as reinterated Samaila Tokayalt, that theZunzom Akatam
received a wide spread acceptance and popularitg. dcceptance of the music was
championed by the efforts of the formally trainemmposers and musicologist and the
forging of the instruments of the music. Baye Mdhwand Goni Kato Ma Zaki reports that
new idioms and styles of performances were estaisThe namékatamwas derived
from the Atam (one horn), toakataam(meaning many horns juxtaposed together). The
Atyap Zunzum Akatamesembles the Madimba xylophone of the Bapend€éamigo. In
fact, the ZiInzom Akatanfxylophone) was said to exist in most African Coias, and in
most middle belt Nigerian Societies (Samaila tokaApout 1970 reports Samaila Tokan
in Abin-Atyap the song Zunzom Akatamwas used to praise people. People who cannot
give or help their neigbours were placed underdhisce or music session to the point that
they are cajoled to do what willingly they coultdve done.

The Zunzom Akatamvas an egocentric music used in local babwkutuhouses as folk
music. The players used it to inspire drinker afeMo dance and to increase the potency
of having shares without money. The bar ownerepted them because the music and
dance made their drinks sell faster. In the |&@0%, the Catholic Church Men Fellowship
introduces this instrument in their worship andoigkhip session. As a result of the new
function of the musical performance, the songs amsed changed to that of praising God
and worship. Other churches like the African chyaihed them and recently the ECWA
(Evangelical Church Winning All) Men Fellowship healso accepted the use afrizom

Akatamin their fellowship. Thusthe above have broughiramatic change from the
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function this musical group used to playibin-Atyap Instead of praising men, it is now
for praising God. With this, the postulation oaife expressed by researchers has been
taken over by the new functionality of this perfamee group. Infact, individuals (secret

disciples) have started buying and learning hopldy thezunzomrlokan said

Preparation and functionality of the Zunzom Akatam

The process of production is not widely known, fsaim the the description of Goni Kato
Ma Zaki and from the dnzomseen at Samaréityap ECWA Gospel centre andayayit,
one can say thatunzom Akatarns an enclosure of two straight pieces of woated on

a lined up horns from the biggest to the small€se horns are placed in descending or
ascending order, the order in which the pitchegm@ss from high to low and vice versa.
Samaila Tokan reports that the materials use iduywiog theZunzominclude spider web,
which is tied at the end of the horns for the Milorg a piece of snake or fish skin is used

as twine or the tying of the separator or the dopavon top of the instrument.



Plate XXX: Samaila Tokan playirZunzomAkatamat MaYayit Atyap
Photograph by Samuel Caleb 2013.

The wood on top of theZunzomis the key of theZzunzom Thewood i< held together by
strings of rope which runs from the biggest horn te #mallest. The rope is interrupt
with a small separating ck which is fixedin between and under the woodchannel the
soundof thezunzominto the horn underneath. Apart from the key wadbd, separator ar
the supporting sings, there iswooden frameon which the whole structure is fixed uj.
The wood hasarved hole which the horns ariixed. The horns are fixethe holes to give
the fixed horn stabilitt The horns on the other hand are slaséiedharp end so that a
spider web is tieda component of the instrumewhich gives it vibratiol when stricken by
the mallet.Goni Kato Ma Zaki said that ttrspider web ighe magicor magnifying board
where the anzomvibrantion is echoed. These tunsgessed Samaila Tok:are in tonal
gradation fromloudest to the faintest tune; athat it is thecontro of these pitches and
tonality of sound that givs the composers of songs ideashow the tempo of the mus
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will be. This conventional tonality of the sound thfe constructedunzomis said to
employ both the major and minor scales keys irctmestruction of theunzomThus when

a zunzomartist break away from this traditional tonalitytimout having the resolve of
chordal progression, it becomes strange, not edjoyed is liken to what the English call
“the emancipation of ressonance”. The rhythm ofzinezoms said to comprise recurring
pulses and accent which create identifiable patefmsounds, and tunes. The pattern is
followed for music pitch. The pitch is a physicdigmomenon measurable through the
vibrations of the horns per second. Differencegiiches are described in recognizable and
measurable differences in their sound waves. Ahfdil@s steady, constant frequency, the
faster frequency produces a higher pitch, andwaesidrequency produces a lower pitch. If
a cordial wood of theunzomis shortened during play, the sound tends to teébnaore
rapidly. Therefore, when theunzomis set out to produce low pitch, the artist musteh
designed theunzomusing smaller horns. Also, one other thing of rateut the aznzom
Akatamis the notation duration in play, the bigger tleermthe longer the duration of the
sound; the smaller the horn the shorter the sownatidn. The above also depend on how
hard the beating mallet hits the key.

Therefore, each key (horn) could have half (1/2)gle (1), or double (2) duration which
are called fuung (rest). The fuungat the instarfckeating by mallet on the largest horn
have double fuungof individual stress into the hinyic patterns by accent placement. The
single fuung are the middle horn which have lesssst The smallest horn has half stress,
of which the rhythmic progression and beat comiian&rm meter which is a cluster of
unit beat usully of like horns. They can be simpieter when the number of beat is

measured in three, two, triple or duple beat. Thidone because the beat is reasonable or
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regular.The smaller the xylophone the easier thgegplhandles it, and the bigger it is, the
harder the handlers anipulate it. Fig. xxiv is a teey zunzom,a one octave
instrument. Twenty keygunzomAkatam is a double or two octave instrument, haadily
one or two persons conveniently. Goni Kato Ma Zakiforger of this instrument
established that the current hardship has mad#fitudt for customers to order for the
production of thetwo keyedunzomas was ten years ago. This he attributed to how

portable the one octaweinzonis over the two to three octazanzom.

2. SongB.B:

Songmeans dance ifiyapwhile B.B means Boys Brigad8ong B.Bs the name given to
the performance of the group. Their uniform is nélWye and white. The cap is crescent
shaped bearing two horizontal stripes that run fthenfore head backward. The shirts are
navy blue, short-sleeves for the junior boys (esgt®) and long sleeves for the senior
boy’s. The senior boys are called non commissiooiéiders. The dressing included a
diagonal haver sack which runs from the right steubr clavicle through the chest to the
left side of the thigh. The senior boys put ongldrousers while the junior boys wear short
knickers. Girls put on blue blause and white ski@ne could ask why girls when we are
talking about boys brigade. Well, girls in the BoyBrigade are called boys; this is
because they have chosen to be called boys siegeetigage in all exercise and drill of
boys. And so, they are called boys brigade. Thiear§ from lieutenants to major put on
white shirt, navy blue cap, navy blue shirt. Tla@tain, chaplain and patrons put on navy

suits, white inner shirt with boys brigade crestdlze chest and a flowing navy blue tie.

98



The qirl's brigade appears in white gown, with ndle have sack running through tr
right shoulder to the lethigh. A red neck tie runs from timeck to their navel The girls
wear navy blue berets except that the senior gidar navy blue belt while junior gir
wear red belt. Similar colour of uniform is worg the captains, a white gown, red -
navy blue belt and hav sack except that the captains have aaestlaidyard tied on the
shoulder running under the armpit to chest.

SongBoy’s Brigade is a form of exercise or displaythe brigade using songs and da
as performancesrhe danc exercise involvescrobatic display like thNkpokiti dancers
from Umurze Abia State. Thdance starts with songs whafgende the inspiration and
will of the boys into c-ordinated display. As the song is sung, lblogs match around to
the right left forward and backward depending amnsbng The dance is said to st when

all the boys handle a wooden beater called umbbells.

Plate XXXI: A dumbbelin the hand of a performer at Gora Gan New YeafB. Photograph by Samuel
Caleb.
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The pair of dumb bells isusually positioned bedide thigh at an attention while the
performance commences. As the song is sung the theits are clapped through the legs,
under the thigh, behind the loins and in front leé havel. The mode of the dancing is
determined by the song. Each battalion is satthie their unique mood of dancing even
if the song is similar. It is done this way to sloase the boy’s expertise in the handling of
the dumpbell. Sambo Kazzah could not recall whenliby's brigade dance started in
Abin-Atyap Some respondents reported that they grew up & bwys and girls already
using the dumbbell for boy’s brigade display. Mosthem said the origin of the boy’'s
brigade emanated from Scotland, Glasgow in 188®dniced by Sir Alexander William
Smith. Other respondents said that the Boys Beagaaine toAbin-Atyapfrom Kagoro,
when Pastor Archibald brought Christianity. It wast established in SamaAtyap and
spread as time went on to other partf\bin-Atyapwith the establishment of other local
church branches.

Apart from the dance with dumbbells, there is thgsl(a straight stick handle like a gun)
used in display or parade drills. For example, mgstSojoji naijiriya (4x) kuyi yaki da
bangaskiya Allah ya cice ku (Soldiers of Nigerix)(4ou fought by faith, God helping
them to conquer) is sung by boys with sustainaidplay. The song is danced as the
boysto by squatting downward in action with theslagretched out like a gun as the
performer moved left, right, left, right until treong is through. During this display, only
two drums are used. At times, a double faced deuplayed from both sides in order to

hasten the performances where a side drum is absent
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The first villagevisited by the researcl was Gora Bafai, wherthe boysbrigades were

seen wearindull uniform.

Plate XXXII: Boys Brigade performance usinumbbellsat Gora Bafai New Year celebrati 2013.
Photograph by Samuel Caleb.

At Gora Gan, married women who were once in thesbdmgade came together to dan
They wore black skistand yellow T shirts. They used thandcbell in their dance to
remember their yésr years when they danced in theeens. The older sect of girls

brigade dancetb challenge the youngeirls in line with the Nigeriarsaying which states

that“old soldier never di¢".
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Plate XXXIIl: Women performing as Boys Brigade during the Geaam New Year celebration 2C.
Photograph by Samuel Caleb.

Another organized performar of the boys’ brigade includes tarolmentservice. It is
usually an inaugural servicof the boys which showcasesratct-pass into the church/
hall. Two flags (Nigerian flag anboy’s brigade flagpre individually were presented to
the chaplain with all the PeMilitary paraphanelia handed to him the usual Boys
Brigaderitual observanc As part of this activity, the commissioig of the chaplain take
place the company captaipresents the company’s captain fmmmissioing. Also, a
ceremonial trumpet blowinand drumming takes plat¢e concretize initiation of thboys
enrolled. (A company in Boys Brigade is made of thirty boys whd battalion is
combination oftwelve companies During this exercise, theh@plain who is usually th
resident pastor is dressin Boys Brigade incomplete uniform wiht the cre: and will be
dressed completely by the commissiorofficer who hangs therests, cap and staff of
boy’s brigadehanded over to hi. The same is done to thatrons of thcompany who are

people who had served in thcoys Brigade. The&eommissioning is rounded up with
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elaborate paradas the guest of honour takes the se After the matc-pass (drill), other
display of acrobatic, danc continue to show the public their uniqueness. ThiAbin-
Atyapis summedip a: song B.B, and all over the land when it is meniAtyap knows

what it meant.

3. Song Ashuyang Akp: Hausa Praise Singers

Prior to theestablishmer of the Habe regim in southern Kaduna and Abin-Atyapin
particular, here was only thGuguwadancewhich was a royal mtial music. The Hausa
praise singerss a palac performing artggroup adopted as court sinc from the Baribari
extration The singers are said to perform for the chiefoonasional bases when 1
whole community meetto celebrate. They do stimulate the chief and his ambattle in

times of military operation

Plate XXXIV: Akpat performing artieswaiting for an opportunity during the Gora Gan Néear
celebration 2013. Photograph by Samuel Caleb.

They engage impolitical propagandiof the coutyard They entertain thruling class of

Abin-Atyap and perform on special public ceremonies like tAyet festival,
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coronationceremonies, village and clan celebratioM¥ith the conquest of Africa by
colonialist, theAtyapaccording to respondents were placedunder Zariaaatistrict head
was sent to Zangon Kataf.

Previously, the chiefs were appointed directly fréaria. These heads adopted the Hausa
tradition of court performance. Hausa singersecalpraise singers were drafted to
accompany the district head, this they did to skateuthe District head and also to serve as
political agents of palace propaganda. In orderathieve the above function they
accompanied the “Sarki” at home and followed hingvamere he went to. They were then
said to perform what is calledfdyep” in socio-political termDidyepamuses and makes

the Agwam happy and proud of his people as sekewtivrds are used to qualify the chief.

Plate XXXV: An Algaita blower performing at the 3I3ecembeAgwa Atyap’'suffet atAgwatyap’s
palace Zangon Kataf 2012. Photograph by SamuebCale

August Visitors to the palace were sung to in @oditon of rewards. It was by this, that

the Atyapstarted to call the grougbng Ashuyang Akp&rms band). They use the talking
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drum. The orator ojeste seizes thepportunity to intermittentlyspeak in between the

sound of the “kalanguénd Algaita (A court trumpet).

Plate XXXVI: The Hausgerformers escourting thégwatyap’safter thebuffet cf 31st December, 2012, at
Zangon Kataf. Photograph by Samuel Caleb

The wisdom of theoratoryof the lead singer is always/oided by moswealthy people
because they could insult, praise or reveal hiddgh that one would not want the puk
to know. The individuals involved in the group possess cveaitnpulses that amaze t
public so people givéhemarms as reward for their performaa@nd at most times to
avoid enbarrasment.

Among such ldusa related performing grcs is theAbuwam Agwan, (wawan sarkiin
Hausa and dolish chie in English). These performing artists ¢ a Hausa theatrical
performing groupvhere young individuals drethemselves in the chief’s attire, encirc
by the soealled subjects, palace guards replicatedmanner. The‘'wawan sarki” is a
creative performing group which invols itself inshowcasing the private activities of

chief. They do thigs sociacritic to correct some socidls of the palace.The Wawan
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Sarki thing is foravhereby messages are send to the chief satire As at the period of
this research clips of this form of art was nottaag, however as the researcher visitec
Kagoro Chiefdom a similar thing was seeThis replicatedscenariorecreated by the
Oagorok youths *1January, 2013 on the strs of Kagorocarried similar messa. The
“Abwon Agwarhwas supposdy dressed in theusual attire in tbempaly of his subjects,

palace guards, attenda, policepersonnel, a first aid attendant and the televisremw.

Plate XXXVII: AbwonAgwan in a street performance on New Year 20RBotograph by Samuel Ca

The subjects in this epic display were complairtmghe Chiefthat since he ascended -
throne there has not been Afan Festival. (s lamented the death of the previous Cl
while some said they had no ChiThe truth aboutt is that abot three years no Afan
celebration has held@he street dancto the youths wathe only opportunity they could &
their displeasure. Otihe other han the Kagoro community stoped the festive prevent
the community fom any eventuality that might ar as a result of the Nigerian insecu.
The KagoroChief was very mindfi of the period; he probabiynust have gotte some of

informationwhich the populacmight not have.
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Plate XXXIX: Security guards oAbwon Agwanin a street performance on New Year 2013. Phopigbsy
Samuel Caleb
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The idea behind this is to recreate the palacbdqtublic at a glance. This performance
makes the researcher to remember a scene recrdateg a Christmas celebration in
1998 of the “Sarkin Talakawa’Agwam-Akunakmeaning king of the poor, in Mabushi
Atyap. The “Sarkin Talakawawas placed and pusbre@ wheel-barrow in the company
of the subjects. This tradition of court ententagmt has received assimilation in most
ethnic performances of the Southern Kaduna Groupkeir major functions of these
performances are to inform the publicof what thpdight is or their agitation. It is either to
make the chief happy and proud of his creativeesiibj In a larger scale the performances,
makes the chief contemplate deeply, perceivingctheceptual messages involve in the
expository theatre. All of these performing arte arganised around the Chief and his
palace officials. The forms of musical instrumemtghe Hausa royal band differ due to
the diversities emanating from their historicabiten through which the art-forms of the
Chiefs are displayed. This form of perforrmancesantered onthe historical tradition of
the myths and legend of the community. Thus thditional orchestra sets to entertain
title holders, the rich and people around the cdaterestingly, the notion dityapis that

the orchestras are beggars using the shade olfidieas a shield for their daily bread.

The Current Vogue of Performing Arts

Introduction:

Traditional Atyap music, from the data collected, can be categoriménl two distinct
forms, social and religious. The social musicssially performed at political occasions,

marriage ceremonies, and coronation ceremoniesaar@mmunal mobilization arena.
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The music consist instrumental and vocal expressiwhich are done by specific musical
groups. The performance starts with costuming ombers, group assembling and side
rehearsals. A procession is then staged to showattieus cultural performing groups and
to show the material culture 8tyap

This form of organization in performances has glbistory. A replica of this according

to Sambo Kazzah is seen throughout the Hausa statag during “hawan daushe” Sallah
celebrations. Other ethnic groups in southern Kadwave similar order when it comes to
celebration or festivals. There is a re-enactnoérthis kind of music performances all

over Nigeria.They are called street dance, stregfopnances were believed to have
financial gain to performers, communities, and aralities. Two of such performing arts

groups discovered in this researchincl@mgTalierand Computer instrumented Music.

1. Song Talien( Street Dance)

Song Talierhas to do with street music and dance (Carnitafan be categorized from
three angles

(i.) Preservation (ii). Promotion and (iii). Presation.

(). The Preservation: This involves the preservation of material cultwigether concrete
or non-concrete, past, present, written, oral,gsophical or historical. The purpose of
songtalien is to establish the continuity of popular dancertime in consonance with the
present realities. It was reported that this forfnperformance is as old as tidyap

community.
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Plate XL: A street performer durilfanfestival 2013 procession Kagoro, photograph by &dr€aleb.

The Atyap, explained Zamani Bivan Mabushi, reared horses hwthey used to hunt wild
animals and to perform durbar during tiAget festival or coronation ceremonies.
Respondents explained that the influx of the Hagdabe rule) and the colonial
subjugation brought about the creation of the rerthand southern protectorate. The
Atyapreports Sambo Kazzah were brought under the Zaazraate council, the result of
which brought multiple taxation over tiAg¢yap With time, theAtyap’seconomy crumbled
to the point that they couldn’t keep horses. Thisthe situation that led to a total halt of
the Atyapdurbar carnival tradition. With time as reportsre@ Kazzah, street procession

by 1970’s replaced the dubar culture, which wasedsgverally whemBin-Atyapwant to
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greet the chief or their elders. Such processiahnen1980’s into early 1990,s was used to

excort the district head from his palace to theloeltion ground Ma-Barado.

8

Plate XLI: StreeSambaperformers 2013 New Year's Kagoro. Photograph &y &el Caleb.

By 2013, street dancewhich used to be a procesdioine community from the Chief's
palace through the streets of Zangon KatdflteBaradocelebration ground was haulted.
The reason attributed to this was the crisis wredgulfed Abin-Atyapn 1992 Atyap
leaders were imprisoned, and after their releasm fprison the people had sought for
something different. This same system of streetgssionwas practised Abin-Aogorok
Kajju land,Abin-Asholig Hamland and thé-antswanthus the adoption of the plates from
Aogorok extraction of Southern Kaduritiis worthy of note from respondents that street

dance is a preserved culture of Southern Kaduna.
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(). The promotion: Street dance, according to most respondents, deeikdegrate the
traditional values of the day- to - day experienokAbin-Atyap the promotion of formal
and non-formal education which is a means of tratisim the Atyap traditional values.
Street dance or carnival promotes the nationakpsidheAtyapart and culture; which has
potency to attract tourists tAbin-Atyap During such dances, many traders take the
advantage to showcase their petty food businessewaiximize profit. Some of the
performance groups; according to sources secungthtions from communities outside
Abin-Atyap for their excellent performances during the stygeicession. By this, more
monitary benefits was said to accrue to a crossoseof theAtyapperforming artists. The
more of such invitation attracts more money fonthend the group is sustained.
Notwitstanding, the contemporary festivals in Nigerhave become investment
opportunities, with hotel owners, vehicles, andibmess owners benefiting. The Abuja
Carnival, the Lagos Eyo Carnival Rivers and the aBat Carnival havebecome
International Nigerian Festivals, drawing attenagafrom all over the world. What one is
actually seeing in the realm of street dancein Negmday is a re-enactment of what has
been; it is a form of rebirth in the performingsagector which has a lot of gains in the
long run if sustained by the communities involved.

(ii). The presentation: Street performances involvemusic and dance displaye
theatrical fomat. The presentations involve martéfigsns of the material culture as
convincingly as possible, which are enjoyed by wewvand visitors. The manifestations
of the dance orchestrated using several machinenasimally benefits the various
performing arts. The presentation of thiyap performing arts is what sells the art to the

outside world; it is seen as the packaging of ghepfe’s culture materially. This was why
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the Ayetfestival was said to pull a lot of crowd when ilcheAt the Ayet festival, it was
the way each performance group presented her pafare that determines the choice of

the organizers calling them to perform.

2. Computer Instrumented Music:

The current direction oAtyap performing arts is the musician without a band, the
musician without life musical instruments. This reod style of performing arts started in
the late 1980’'s; respondents stated that3hk-niyegroup (the foot prints) formed by
Solomon and Raymond Zamani was the first generatiartists who had sufficient skills
in this direction. Their proficiency ifiyaplanguage distinct them in new performing arts
music, their music was acceptedAbin-Atyapby most people. This became an effectual
door for the actualization of concert music withif@ performance staged for the people to
hear their messages. The definitive philosophyhefdgroup at that time was to sustain the
Tyaplanguage which to them was endangered by EnghidiHausa. The major drive was
to teach theAtyap cultural tenets through music and drama. The fication for
membership into this art was whether or not onddcplay musical instruments and was
fluent inTyap
From the establishment of the first generationadyar music inAbin-Atyap there arose
another generation of younftyap boys and girls who organized themselve3yap
performing artists of Nigeria (TPAN). According teespondents, by 2000 a new
performing group was added to the existing perfograrts groups ilbin-Atyap What
they do is to compose songsTigap go to the recording studio for their song prodrct

After “waxing” the songs, the video aspect of thauan is filmed and added; the artist then
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goesahead to launch the album. “ TPAN'’S group they said has as part s philosophy
in line with theSakniye's preservative intention of th€yaplanguag. In other words to
bridge the gap existing in tfTyaplanguage, suchrpblem confrontincthe general Atyap
is visible in TPAN’Sconcern In trying to sustain th&yaplanguag, those who cannot
speak the languageell areintroduced to singing in the language. The TIPAN®uUp
produce’s albumsnd sellthem so that the language would notlyted The reliance on
English and Hausa in the regimany respondents said higsl tc corrupting theTyap
languageThis corruptecTyaplanguage some respondents lamente heard in most of
the TIPAN’'Smusic thuschanging the original language.

The performers or musicia believe that for every album sold and played in Atyap
home, it inspireshe younger ones (Children in particu tosing andspeak the language.

Such artists usuallpok the opportunityduring occasions to sing anell their albums.

PlateXLIl: An Atyapperforming artist displaying during Gora Gan NewaX eelebratio, 2013. Photograph
by Samuel Caleb.
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According to some of the artists, their songs aly secular and Christian in nature.
Some of them are a mixture of the traditional papwiongs with a blend of the modern
Tyaplexicon, while some are a mixture of takuthough with modern refinements using
instruments. Infact, some of the artists are iafuso be called musicians because they
have no instruments, most of them are hoping fer wkealthyAtyap to support them
financially. Although this form of music has contestay, the studio owner seem to be the
drivers of the music, they control the music in aywhat the musician loose control of the
original lyrics. Three aspects of the music ardrumentation, voicing and filming of the
performances. When the process is over, the maskigiion or dubbing is concluded for
the wholesaler or distributors. This means thatethe a shift from live performances
where musical instruments are played to a liveena# to an audio music performance.
Like mostKuku music, this concerns itself with the nature oftbde@ subject explored
most time in symphony). Chat Su-nwan demonstrdiesdikind of performance to create
masterpieces of music loved by most celebratorgni®ad Zamani did the same fblyi

bai zi doot youngHis music was indigenous though was done usingemm musical
instruments, with time; the music became popularchSpopularity cut across the
neighbouring ethnic group top list. This is onetloé greatest successesof this kind of
music which received acceptability Ayapand beyond.

As for the KYCA (Kataf Youth Christian Associatiobpnd ‘Gwaza wunisounds which
reinterated the tragic fate of those who refused,®eld live performances. For them, this
God is our God, thetSotson-tat ta-at zitiare two out of their many songs. Each tract dealt
with a recongnizable area of hit in a valid mus@adl dramatic form. It is worthy of note

to mention that the performing arts Atyap had grown from vantage points, to have
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appeared in the performances of Southern Kadunglg@&othe 21st century. Thigyap of
our time is watered, partly because of western aituc and the nature of our
individualized way of living which has less commiyninfluence. One thing so clear also
wasthe emergence of other performance groupdyiaplike theKuku. Whether theAtyap
likes it or not, theTyapis evolving, it can never be the same Tyap knownth spoken in
1950. Change is part of life, it is inevitable. Thew performing arts groups are
undergoing refinements, whether the custodiand®fart like it or not, the culture is not
static; and so the performing arts should be altbuw®@ specialize then a newtyap

performing arts culture emerges.
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CHAPTER FIVE

ANALYSIS OF ATYAP PERFORMING ARTS AND DISCUSSION

Introduction :

This chapter brings together the various variatiowslved in the transformation level of
Atyapperforming art forms as discovered in the fielde Bmalysis in this chapter presents
forms of Atyapperforming arts through basic headings use in ggeeductions, through
intrinsic understanding and explanations. The disicn also examines the fears of
extinction expressed by researchers, to ascelairpitesent condition of the arts and by

stating the differential if the situation has chadg

Analyses of the current transformations of theAtyap performing arts:
The analyses of the changiAtyapperforming arts examine issue of fears of extorcthn
the art. The analyses interrogates what authonessged in chapter one for instance,
Nkom (1987:117-118) states that:
The Kataf society is blessed with a variety of @ crafts, most of which are
functional and performing arts. The artists gergrale of age...between the ages
of thirty (30) upwards. The youths do not have tifoe any art work in Kataf
society; they feel it is old fashion. From the nuows art forms that exist in Kataf,
a good number of them are no longer in public view.
The general conclusions of respondents that theopeing arts of theAtyapis in the
decline as a result of the Christian religion agatheAbwoiinstitution which encouraged

the arts was discussed based on the art forms foutite field. For instance, Yunana

Karau Kibori expressed that the Christian faithugiat with it hymns, songs and musical
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expressions. Thébwo institution which championed the traditional cebtimns was
declareddemonic by the Sudan Interior Missions, while themfan Catholic Mission
(S.M.A Fathers) encouraged most of the performing, to the extent theperformances
by various dacers wer showcase during Christmas cerebration after thecbhservic.
The Christian faithfulgyenerally were warned not to mix up their faith drygaging ir
performances that can derail tr. This was expedient so that members will not ent
themseles with small small adictions and oath of secrieegled in groups likeAkursag
dance. That th&unzuanc Guguwaperformers for instace encourage members to take

some sort of alcohalssist them in performances for a long pe.

A PlateXLIIl: An Akursagguideat Gora Gan New Year Celebration wetting Mha@squerade withburkutd,
2013. Photograph by Samuel Caleb.

The alcoholwas also used to wthe horns, thékursagraffia costum: (masquerade) and
the pan tubes for kevel tune during music performancé&his aged long tradition got

along with the performances of the groLTheissue of whether to take or not take alcc
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has had divergent views. Some saw no wrong inuit,tlbe Evangelical Church Winning
All (ECWA) outrightly discouraged drinking of alcohdrink; no matter the cultural gains
it brings during performances. Other denominatidtesthe Catholics, Baptists, Anglican,
First African Church Mission, Cherubium and Seraphvho encouragedthe preservation
of the Atyapperforming culture are seen to be liberal or secula

Irimiya Aboyi reports that apart from the religeoaspect of the performing arts, the
indirect rule of Lord Lugard,on the other hand vea®ther factor that brought tiAgyap
and neighbouring ethnic groups of Southern Kadundeu the emirate system within
which the existing Chiefs never had power to f@timinister cultural programmes which
facilitated cultural performances. During the pdraf the Habe rulership (1912-1996), it
was revealed that theytiguwd performing groups which were traditionally linkéd the
Agwam(chiefs) as royal performances did not flourish. Tiseal clan to clan competition
of guguwa, zunzyerformances ceased. What flourished within 19520213 were the
village or town performances. The Samaru, Ma Yashong Ashui, Magami, Kanai, Ma
Zaki, Ungwan Gaiya, Mabushi, Makwakhu performingsdrad a continual decline.The
representatives of the Emir sent to Zangon Kataijrld, Kajuru and Kagarko, were used
to the Hausa cultural performances especially thkakKi, Algaita, Kalangu, Bori, Shantu
to mention but a few, which were encouraged. Timiréct control ofAbin-Atyapby such
representatives as reported several respondente e disintegration of the performing
groups linked to royalty into independent perforghgroups. For example, each clan used
to haveGuguwaperforming artists who worked hand in hand with than heads. It was
also a thing of pride to the clan at that time @vénguguwa performing artists who

competed favourably with performing artists fronhest clans.These were not sustained
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during the indirect rule system of the administnatof Abin-Atyap,and so the functional
significance of the performances gradually becaridated.

By 1967 according to Duniya Zwahu Mabushi, wheniratigenous district head was
appointed to oversee thityap Bajju, Bakulu, Chawai, Anghan, Chachaat, Hausa an
Fulani in the region; it was assumed that a revdfdhe cultural performing arts would be
ensured. The District head however was not indegr@ndf Zaria, so instead of having
structures that would encourage the performing efrthe people the Hausa performers
paraded themselves at the palace. In essenceydrBayi avers that from 1912 — 1967 the
performing groups which were culturally royal intux@ never gained their royal status
within these period.

By 11" May, 1996 when a substantive indigenous Chief agsointed, the performing
groups that hitherto had existed in isolation frdme central government dityap had
barely survived. The clan competiveness was nodotitere instead, other performing arts
became a shadow of themselves. The researchergiatt was brought to remember three
distinct ocssions when th&kursagmany thought was extinct appeared against all odds.
The first instance was during1998 Christmas cetebratMaria Assupta Catholic Church
MabushiAtyap, the Akursagwas dressed in its usual costume but in order a&enthe
people feel at home those who organizedAkersagpurposely made the masquerade to
bear a cross on its head. This was to make peailevb that theAkursagpeople are
Christians. This in itself got divergent reactidram the people who thought the issue of
masquerade is a forgone thing. The cross many caithot make the masquerade a
Christian masquerade; many members of the chursBodiated theAkursag from

Christianity but associate it with thbwoi cult. To also worsen the issue, the programme
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was organized by the CatholChurch. Manyother members from other denominatic
complained it wa the Catholic Churcthat was encouraging sudnality of forns. These
fears were expungealhen the flute blowe said, “less they thinkve arean Abwoicult, we

had to inclu@ the croson the masquerade show that it was a repli’.

Plate XLIV: TheAkursa¢bearing a cross in performance at the 1998 Christakebration Mabus.
Photograph by Samuel Caleb.

The second occasiowherethe raffia masquerade appeared waghe Ayef estival of
2010at Ma Gata Atagn. Sambo Kazzah reports that, an ordas given by theAtyap
traditional council which was passed tobeen passed to theifmat no masquerade shot
be seen duringhe sail “Ayet festival’. As the festival progressed, a short masque

appeared against add:.
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Plate XLV: DetailedAkursag bearing a cross in perfance at the 1998 Christmas celebration Mabushi.
Photograph by Samuel Caleb.

M

Plate XLVI: Akursagat the 201®\yetfestival, photograph by Samuel Caleb

The Akursagwas reported to have been transported on a mgtbe-rom Chawai to the

celebration ground. The organizers of the festivate said to be sad about the situation,
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one thing they perhaps forgot wasthe insider’s tatin of this masquerade to the
celebration. The probability of th&tyap inviting the Chawai masquerade was so clear.
Many people thought thakursagperformance was extinct; many of them were suegris
to have a masquerade in tiget festival. Some respondents would not hide their
disappointment by insinuating that there initiadésAbwoi cult in the hidden.The above
view was supported by the appearance of Akeirsag during the 2013 New Year
celebration at Gora Gan, when the form that appearethe masquerade of Gora Gan
became intresting. This time around it was a raffiasquerade bearing an ‘H- like’

wooden headgear.

PlateXLVII: Portrait of theAkursagwith head gear at Gora Gan 2013 New Year celamgthotograph by
Samuel Caleb
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PlateXLVIIl: Akursaghead gear, 1983 Photograph by Hohanna Mang Bulus.

Plate XLIX: The leg and hand of tikursagholdig astick, at Gora Gan 2013 New Year celebrati
photograph by Samel Caleb.

The raffia coverings of the masquerade were deednatth redish purple, green, blue and
brown dyewhich were done in a circular format tggest the unending cosmos of the

culture. The wooden head gear on the the masquerasiplaced tohold together the raffia
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on the head of the masquerade and of the bodywdbden head gear was decorated with
horizontal and vertical lines, the meaning of whialas not understood by most
performers. The head raffia is fixed in a way thabvers the baft-like mesh that covering
the face possibly to enhance the secrecy of thetltal supports its outing. In the hand of
the Akursagwas a stick which can be used to scare people esglljpe scare anybody who
stands on the way of the masquerade. One thindiwoftnote was the unending sound of
the flute which directs the masquerade as it méorsgard; butas soon as the flutist gets
tired and stops blowing, the masquerade stop adwanc

The assertion that a good number of Atgaparts are not in public view is true. It is so
because performances which used to showcase tleeiahatilture of the people especially

the New Year celebration is no more.

i“ V-

““ X ‘

Plate L: The older form ofikursagmarching to perform at 1983 Maroa New Year celgédmndianchok,
photograph by Mang Yohanna Bulus.
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New forms and shades of performing arts had emergbads was supported by the
innovations and cultural influences from other $eutKaduna ethnic groups and the
global influences. The performing artists who wexgherants of African traditional
religious in the 1950s are today Christians, tihesdmergence of new art forms that are
akin to Christianity. The art forms gave credercéhe revival and the Christian influence
in the region.
2. Samaila (1994:20) laments that,
wood carvers are discouraged due to the introoluadf metal products which
rendered their products inferior and less durable.adds that there have been
changes of taste from the old products to modewrs.0Also, the production of
carved products like stools, smoking pipes, drumas $slowed down considerably
because of low patronage.
It was discovered true of the wood carvers, whodsseouraged due to substitute products
for examole metals products. That is why the pemtas saw did not make the local

custumes or art inferior, it only served the peaplenger time because it was durable.

Metal drum frames which could endure were produoe@place the wooden ones.

PlateLl: AyangBin used fortGuguwa Zunzy and Boys Brigade Gora Gan, photograph by SamalehC
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Plate LII: Bin Anyukready for the New Year celebration at Goro Gai32®hotograph by Samuel Caleb.

The above drum frames are metal against the woodenused in the 1950s. The 21st
Century actually began with the adoption of metat pipes replacing the reed flutes used
in the 1950s; this variety olunzuare metal pipes which have introduced variety af ne

pitchs to the instrument of music from late 19%94%80s.

PlateLIll: A Zunzuperfomer blowing the metal flute during tAgetfestival at Zagomtyap2010,
photograph by Samuel Caleb.
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Modern trumpets alsbbave startereplacing the animal horrggadually, for example in the
2009Ayetfestival, one ound a guguwa blower usingoaggle and modern trumy instead
of insistingon wild horn fo huntersto go hunting to assembguguwa varieties.This
revival of theguguwamusic seems to hin her incubation stage, the musicicin most
cases keep imbibing new innovationsterms of nusical instruments fcthe show.

Dumbbells that werdiscue terra cottasre now concrete, meaning that the artists |

been able to introduce stronger and more lastingmahfor the musical instrume

Plate LV: A conctretelunmbbell station for use during Gora Gan 2013 New Yesdebrato, photograph by
Samuel Caleb.
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The conclusion by Samaila that there ssto be a change in the taste of Atyapcannot
be seen as a change in t. However, there seems to $@me sort of refinemenof the art
forms as a result adcculturation. For instance costumes worrperforminggroups had
under gone innovation¥Vomen who wer@ot Girls Brigade had to dress in an identifig
costume of yellow T-Shirts and black skirt.The usupara-military belt used bygirl's

brigade was absertipwever raffia rops wereused by the women to establish some so

uniformity of their costume.

Plate LVI: GirlsBrigadeat Gora Gan 2013 New Year performipiotograph by Samuel Cal

In another developmerfor the first time at Gora Gan, women were seewinlg zunzu,a
performance culturally devoted for middle aged maring theGora Bafai New Year
celebration, the unzumen were found missing in actiort. dould be that the wome

organized themselves to prove the point that winasa or men can do, a woman andn
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women can do it bett or that now the exclusive reserve of ferforming arts can t

shared.

Plate LVII: Women blowincZunzuat the 2013 New Year festival at Gora GBhotograph by Samuel Ca

Among other issue®bserved was the Boys Brigi who appeared in primary at
secondary school unifornThe children came from a village calleWarakan. Since the
children from this rural area could | have the Boy's Bgade uniform, they wer
encouraged to dress in their school uniform. Byeaping in tlis kind of outfi, it looked
like another version of thBoys Brigade, but respondents said that it was as atrefthe
economic situation in the rural area that hindetesin from having the unifor It was
also a new dimension in the outlook Boy'sBrigadeperforming arts irAbin-Atyap For
the first time the researcher was made to belibae it is not the uniform that rke the

group Boys Brigadeatheris was their performancegth dumbbell.
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Plate LVIII: Boys Brigade in primary uniform at Gora CNew Yearcelebration 201, Photograph by
Samuel Caleb.

In fact, alot of peple were impresed when they realizhatthe children were boys at
girls brigade at thenstancerecitation of their objects and aifiis improvisation: format
of the costumedded ccour to the show. It also made many respondentsfi@ct on the
current situation of abject porverty of which theadlers of the gror overcame. Most
creative artists irAbin-Atyap had followed this kid of improvised refinements when
comes to costumary attire worn by performers. Véhaays took th«centre stage has been
the lingual originality of songs and dance and strict adherence of performers
costumes.

Interestingly also aGora Ga, a drummernf a women performing grol used a plastic
container instead afsing theAyang Bin(large drum) for theiperformance. This in itse

suggests that new trends evolvingwhich one might not appreciate nwuntil it matures.
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Plate LIX: The improisec drum being played by the drummer at the 2013 NewarXelebration in Gor
Gan, Photograph by Samuel Caleb.

Also added in the number of forms or performing @mtAbin-Atyay was the “Yan Sabon
Rai” (the new birth grou). This performing grougome years back was noticeable
Bauchi, Gombe JosSaminaka and ZariePresently most churchethave accepted the
group. lronicallyas earlier stated else where in the v thata similar grougof Samba
performers wasefused access in the churc.This group received acceptability genere

in Abin-Atyap

Plate LX:Yan Sabon Rai performing during the 2013 New Yedehration at Gora G, Photograph by
Samuel Caleb.
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Could it be that the Yan Sabon Rai had taken awen the Samba perfoming artists?

The emergence of new Performing groups seems tophguhnd women seem to be more
innovative in this development. Some women brougthe fore alsoa re-enactment of a
military theatrical performance which looked likeal O’War display. This could be
initiated by women whose husbands were once ssldiBne active services of their
husband were used to entertaining the crowd inlaimiccasion year's back.Usually
during theAyetfestivals their husbands used to perform in tres@mce of the audience,
and their wives seing that their husbands are deell the initiative to showcase a
performance to re-create such aura or presencedisply started with a match pass, in
front of dignitaries, the women soldier recitedittenthem. It reads “I live in Nigeria, |
suppose to be in Ghana, but now I'm in Gora Gayy dangon Kataf Local Government
Kaduna State Nigeria by the will of Jesus Christefin The performers displayed a
tactical warfare against insurgence by crawling tbe ground. Military tactics was
showcased using cpomedy as a means of forcefulhremcing their point. This was how
this group was established during previous festival keep order on the dancing arena;
however this particular show was an innovation emdle transformation of the retired
soldiers in the varioutyapvillages. Most of the women are now widows thisythirew

from what their husbands used to do during suaobbcations.
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PlateLXI: Female performers dressed in military wears duttieg2013 New Yeecelebration in Gora

Gan
photograph by Samuel Caleb.

In addition b such grous of performersdentified in the field was one NGaiya who
showed up in Bafai Gora. The performer was a Kak#kivel who came from Kubacha-
honour the District head who was o his pastor. The performeamein appreciation of
the role played by the district head during hisrged meritoriousservice as a pasiin his
village. TheBafai Dayis usually a day wherelaborate performanciare showcased. The
Kakaki blower arrived before the occasion and stkintertaining the district head fro
the palace. i performancecontinued when th®istrict head matched ¢ on his way to

the field, the kakaki bloweook the lead of the processiblowing his local trumpt.
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Plate LXII: KakakiNew Year preparations ate District Head’s Palace Gora Bafai, 2(, photograph by
Samul Caleb.

Plate LXIII: Procession f Kakaki performer Bafai Gorghotograph by SamuCaleb, 2013.

Mr Gaiya's display brought i the component of the Haugalace orroyal performance

totheAtyaptraditional counc, a developmergdgome members of the community saw a:
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innovation, while others saw it as a Hausa perfoceafor Emirs. The Kakaki is an
instrument blown for emirs, or district heads whe paramount rulers of a people in the
entire Hausa Bakwai and Banza Bakwai. This perfoceaindeed broke the walls of
partition in Atyap / Hausa culture performing homogeneity. Borrowihgre was
appreciated and was accepted to be adopted astmaygdeter byAtyap
3. The last dimension of the ascertion by Sama@®9) which states that:
The vast coverage of art productsAtyap land is fast dying in recent years. The
fascinating art productsof costume, wood carvirgge hand crafts are going into
extinction and nothing is being done to revive tHanctional significance. It is
assumed today also, that art is not contributing development of social
relationship in the life of contemporafgyap.
Some performances are actually going into extinctwhile most performances are
undergoing refinement due to acculturation. Thefgoeting arts of the Atyap as
speculated above are not going extinct; it is othigt the functional significance is
gradually changing at a pace one might not commehdlost of their functional
significance is mostly social and less of religiaanection. Infact the assimilation of
other forms of art from other groups in Southerrdit@a and outside southern Kaduna is

an indication that thétyap culturally accommodates other cultures.This ielftattests

that performing arts iAbin-Atyapis evolving and changing.

Findings
The performing arts of thatyap over the years have had a multiplication accordanigs
kinds and have had categorization from youth’s grening groups, middle aged

performing groups and the elderly performing grodgee performing groups include,
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(i) early performing groups known aSqng GuguwaSong ZunzuSong Zunzom tAh,
Song Zunzom Angurung, Song Zunzdkhudvoo, Song KuBu (i) Adopted performing
groupslike Song Zunzom katam SongSamhbaSong Bori Song B.B, Songkfat (hausa
praise singers), and (iii) Recent performing grogpsh as $ongDin-vak and Song
Ashong (English music). These performing groups were disoed to be consolidated
through its functional significances during celeélmas and ceremonies. It was found that
most of the performing arts were introduced asaatien to life’s situation whether natural
or artificial.

Performances were understood to be necessitatdtellynd of music played. The moving
philosophy of the performances wasjoy, coronatinstallation, sadness and poetry. This
was because performing artsAbin-Atyapto Andrew Ja’afaru Gorawas more of problem
solving rather than mere celebration, although yangnt is achieved as an end result.
Music as an end solves occupational and seasoollepns, for instance when there was
drought, pests invading crops, the performers garé to compose songs in response to
the problem at hand by encouraging farmers Atyép generally to endure and pray to
God. The occupational attachments of the perforngenge rise to the kind of music
engaged; farmers according to lliya Kati were gaitiave their kind of music, the hunters
had their kind of music and the women folk theinckiof music use during domestic
session.

Community existence and survival strategies netsedi creativity, innovation and
invention of musical instruments which were usedi@ath rites Anak, Twa), birth rites
and of the chasing away of evil spirits in the cat8ong Bori Music art was performed

as the controlling faculty of endless thinking, thend was seen as the composite part of
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the heart and the body is said to set loose thdendxwitement of the play or probable dis-
satisfaction of the natural or artificial phenomen(birth, death, flood, hunting, farming,
fishing and the likes). These encouraged the ~eartists and performers to create
instruments and composed songs to compliment the othe community at hand.
From the forgoing, it was also found that tAg/ap over the years have had a strong
cultural attachment on some of the performancdsat@ held them into the 2Tentury.
These performing arts were said to have influenttesl music and dance of
neighbouring ethnic groups and was inturn influenbg the cultural performing arts of
neighbouring ethnic groups. For examplaintarum performances was said to be an
influenced dance from Igbo traders and teachers edmoe to do business or to teach in
Abin-Atyap
There were also some contentions onAhgap performing arts which were not easy to be
resolved; for instance theuzzu some respondence said was adopted from the Attakar
while others said it was indegenious. One couldrasblve such because it is not a thing
of number or population. Afew others said thatibnly theKuku performance that was
indigenous. Another few still said it was only BBeguwathat is original tcAtyap
The implication of the above is that, it is eitlo@e or two forms of performing arts that are
indigenous, partly because of the heterogenoutememt nature of Southern Kaduna
ethnic groups.The fear of extinction posed by soesearchers on the introduction of
European musical instrument was found not to bieedptrue to some extent, for instance;
there are still pockets of artists who are in thedpction of musical instruments in the
land especially in Mabushi, Mayayit, Makwakhu, Maga, Mazaki, Sako, Manyi Agwui

Gora and Fabwang. It is only ti&guwahorns that are not in production, partly because
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the performances will not accept bought schofemnfoutsideAbin-Atyap The horns were
an article or a result of a successful hunt, aiclardf pride of the hunters and since there is
no much elaborate hunting sessions. And so, whabne currently is the refurbishing of
the old schofers for performances.T&eguwain circulation were seen to be too old, most
of which have undergone series of renovation peradgfor homogeneity sake.

For the wind instrument, the performer need longatite to sustain the blowing of the
tubes and at times one can become dizzy if enoogtl is not taken. Many youth today
seem to be in love with what they will gain as sufteof blowing the horn and thus do not
have interest since the income to this is low. Assalt of the absence of wind performers
there is a dearth in the players and singers & mhmusic. From available information
gathered, a marked distinction was made to showdhly Song Guguwa, Song Zunzu,
Song Zunzom tAh,Song Zunzom myurung, Song ZunzomAkhuo,Song Kuku and Song
Sambégseven of them) were original performing arts af Atyap; other performing arts
are performances learnt from neighbouring ethnmugs in Southern Kaduna, Plateau
State, and Nassarawa State and from the SouthrEastenmunities of Nigeria. It was
furthermore discovered that the performances tiket én Abin-Atyapare replicated in
Kajju land, in Agorok land, in Maroa land, Attakand, Kamantan land and lkulu land; all
of Southern Kaduna, Nigeria.

The Guguwa perfoming arts which survived through through thges was a clan
performance had loose member which results inrthigaition of player of instrument and
performance from different villages to form one ypo This means that th@uguwa
performing arts group had shrinked to the extemat tnly two of such groups exists

(Magamiya and Ma Yayit) in thin- Atyap The Song Zunzuwvhich was the performing
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arts of adults and purely middle aged group, hesutfhoutAbin-Atyaphas been reduced
to only that of Mayayit, Makwakhu with only pocked unorganized perfomers in Gora,
Mabushi and Manyi Agwui.

Performing arts irAbin- Atyapover the years is said to have metamorphosed otkebs

of performing groups organized as a result of tbputar music produced by computer
generated music. For instance Sheyin Yakubu, aammshas been able to record the
Samba music into compact disc which in most cereesas fast taking over the usual live
performances of the performing arts group.

Women had overcome the notion that thegszunzus a male adult and middle aged male
performing group from the outcome of their perfonmes in Gora Gan. This means that
women have the skills to take over any performaf@esontinuum purposes, it was stated
else where in this research that the institutiorisciv encouraged performances have
disappeared; this assertion was challenged by tiseowkred Akursaq (the raffia
masquerade) in Gora Gan at the 2013 New Year egiebr It could be that thAbwoi
institution had gone underground.The adherents Kanyé Lebo in Gora Gan declined
interview and any form of interrogation, but Sanazzah puts it thaAkursagused to be
the Atyap ancestral spirit who had both spirituadliies as well as physical. TR&ursag
were masquline and that they appear seasonallyndeygeon the kind of function they
were to perform. Some of th&kursaghad several sounds like whispering pine, at times
they cause the ground to quake, and while at difmes they walked on thread stretched
from one point to anotheAtyap believed that thékursagemerges from the ground; the
costume was believed to come from the spiritualldvarf the ancestors. Some of the

function of theAkursagincluded theatrical entertainment, being the pobédhat time.
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Capmuchet reported that ti&ursagusually was invited or hired fromnear-by village t
perform so that the secrecy can be preserved. Wiherector involved was from the
village, the masqurader usually pretends to haaeetied so that the trace of character was
not associated. Only initiates were allowed toeogaged in the dance, women only
bowed down in front of thékursagto signify their submission to the masqueradee/ft
collecting the above information, one remembereatihg manyAtyap say theAbwoi cult

which housed th@kursagwas said to have been phased out long ago.

Plate LXIV: Raffia masquerade perfoming during &@an’s New 2013 Year celebration, photograph by
Samuel Caleb.

It was also a thing of reason in 2089et Atyapfestival where a similar masquerade

appeared among all odds. Some youths were exditgdgee Akursag, other elderly ones
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saw it as a symbol of th&bwoiold religion and performances. The older ones gutaat

it was not a revival of thAbwoicult, while the young ones saw it as what theyiodtate.

If one can understand the role of Mkeirsag and the institution that encourage the
masquerade, placing the masquerade as a sociafmperfwould be unfair. Historically,
the Abwoi cult had rituals that needed to be done beforeadted ther performer enters the
costume as a masquerade. As at 1950Atheoi cult was active, until the late 1950s into
the 1960s that must of th&bwoi adherence accepted Christianity that slowed down
performances ilAbwol By 1976 according to Woje Akut there seem to baually no
Akursagas a religious performance, it was a social ackdep the culture going. The
respondent said though the artists who produceddkeimes were still alive, thkursag
was a social group to the late 1980s where a giedine had set in, in this performance.
For theAkursagperformance to have entered theé' Zlentury it means there were some
secret disciples who are keeping costudy of theéuomss and act. The new context in
which the masquerade performed was seen as puely-cultural in appearance, having
little or no religious attachment as to the adheesof the furmer stricAbwairituals.

Untill of recent, the Akursagperformance had been an enactment of religiousftahd
identity from most Southern Kaduna communities. Tesv trend fell in line with the
creatively designed carnival masquerades arouncriiglagos Eyo Festival, Rivers
carnival, Calabar carnival and Abuja carnival tontien a few). The new vogue of street
performance is a re-enactment of the youths damoceaiious Southern Kaduna Ethnic
Nationalities; it is believed to be a form of neaditionlism of theAtyap performing arts
where horse display was used in 1950s to early 498B0is they did to interact with the

people of the power of the ethnic group in termseofitorial integrity and world around
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them. Horse performance iAbin-Atyap reports Zamani Bivan Mabushi became a
forgotten event because of the heavy taxation imgas theAtyap by the Zaria Emirate
in connivance with the British indirect rule systam Nigeria, thus it became very
expensive to buy and rear horses which minimalngraeft for them. This economic
subjugation the respondent said started sinceatig 20" Century.

Costuming inAtyapperformances is rather transforming, however peiifiog artists are in
the lament that the kind of gains derived from periing arts cannot be compared to the
labour put into the production. Moreso, it was aléscovered that the usuayetfestival
has not held since 2010 but while the researchgedto see the festival revived, in 2013,
a prayer summit was staged due to the securityectgds in the North-East of Nigeria.
Similar prayer retreats were held in Kagoro land Bliok village instead of the usual Afan
and Ham day celebration. All over Southern Kadumerd seems to be prayer summits
instead the usual community festivals.

Not all the composers of music Abin-Atyaphave abandoned the traditional method of
musical expression; musicians like Sheyin Yakubd Baymond Zamani demonstrated
that an innovational approach to the traditionahednts of melody, harmony, and rhythm
can still produced excitement in music without hgsitouch with modern instruments.
Raymond’s style and innovation had influenced meday who are in Atyap musical
composure and intertainment. He is an eloquentgiarsin Tyap; his symphony includes
setting of poems using various tunes in the usevasfous words, acronymsityap

jocklaries and proverbs for his music.
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CHAPTER SIX

SUMMARY OF THE STUDY, CONCLUSIONSAND RECOMMENDATION S

This Chapter is the concluding part of this redeafan appraisal oAtyap Performing
Arts of Zangon Kataf Kaduna State, Nigeria 1950 G12. The chapter, contains a
summarizied overview of the the entire study. H®malysis and findings contained in
chapter four and five’'s discussion was utilizedhe conclusions, with recommendations

enumerated as deduced from the findings.

Summary of the study

This study explored the activities of th¢yap performing arts, defining what they are by
name. Chapter one introduces the background hisibihe Atyap performing arts of
Southern Kaduna State Nigeria from 1950 to 201& fioblem of the study was stated as
the Atyap performing arts are being endangered. It was &tiat no comprehensive
academic work to the knowledge of the researcheibkan done in this direction. The aim
of the study sought to establish the state oftyapperforming arts. The objectives of the
study were to investigate the historical evolutainthe performing art of thAtyap over
time, identify theAtyap performing art among other arts of the Southerdufa peoples,
study the socio-cultural, socio-political, and gedus connection of thAtyap performing
arts and documentthe existing ones. The justibicasitates that, recent finds of the Nok
reveal that the ceramic tradition of tAgyapcould be connected to this art tradition. Since

the performing arts of thAtyap have continued to change considerably as a re$ult o
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acculturation, it was a justifiable reason to pneés situational report on the past and
present state dktyapperforming arts for scholarly appraisal.

Chapter two focuses mainly on the review of relévaerature which further reveals the
gaps existing in the previous studies, especiallthe examination of the nature, content
and context of thétyapperforming arts of Southern Kaduna State. Thevagiereviewed
literature showed that the influences that perntedtee early periods of thétyap
performers have continued to manifest themselvetffierent shades and circumstances to
the extent that there are new transformations asonéations of performances from else
where.

From the foregoing, Chapter three discusses thehadetogy designed from the
suggestion of experts cited. Both the historical goalitative methods of data collection
were used. This methodology was utilized to ingegg the historical evolution of the
Atyapart. The population was identified and was categdrinto the four major clans of
Atyap(Minyam, Agba’ad, Aku and Ashokwa). The selectwoas done using the purposive
sampling due to the heterogeneous settlement patkrAbin-AtyapField work was
carried out, using the aforementioned samplingrtegle. In carring out the field work, the
gualitative method of investigation was used. Titerviews conducted were done based
on the sampled population, using questions thaeween ended. Information collected
from the field was analized in chapter four ancefof the study. The discussions made
were done through categorization, description amparative analysis. Several experts
suggested the use of same and multiple of the ahppeoaches with successes recorded

thus its adoption for this study.
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Chapter four analysed the data collected from tblel funder specific headings. These
headings include (i) early performing Arts Abin-Atyap(Song GuguwaSong Zunzuo
Song Zunzom tAh, song zunzom Angurung, Song Zunzomuv&b, Song KuRu (ii)
Borrowed performancesSpng Zunzom katam SongSamhaSong Borj Song B.B, Song
Akpat(Hausa praise singers), (iii) Recent performaiiesgDin-va) and Songshong
Chapter five pulled together some assertions oextiaction of theAtyapPerforming arts
and discussedthem through generic deductions fioenforms seen in the different
celebrations.The concluding part of this reseamttains a summarizied overview of the
entire study. The analysis and findings contaimechapter five's discussion are used for

the conclusion, with the recommendations enumerateteduced from the findings.

Conclusion

A wide variety of performing art exists among thtyap of Zangon Kataf Kaduna State
Nigeria. These articulated performances are largedd during cultural festivals, religious
worship and heroic rituals. Some of them are saidetindigenous to the people as reports
respondents. Instrumented as well as unaccompanead performances abound Adin-
Atyap. The major categories of performances consistsethios which voices and
instruments are combined. Instruments constitute rtiain focus of performances in
Zunzom Atah, Zunzom Akatam, Zunzu, SaamgEGuguwa In performances dkuku no
instrument was used as at 1950 but with time ins#nts were introduced and used as
accompaniments. While most performances used bmthly and instruments, their roles

in the musical performances are almost the same.
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Dances in most performances featured either as qdathe response of the musical
performance, such as #unzu, Guguwa, Samba Zunzom Atah, Zuzom Akathie, most
performances feature both males and females; #reréhose which are exclusively for
males as inZunzom Akatam, Zunzom Atahd those exclusively reserved for females
especiallyKuku performances. The non inclusion of women in sofrteese performances
(Song Zunzom Akatam, Song Zunzom Akhuo, Song ZétabpSong Akursag¥ due to
professional reasons, while one or two had religi@ason. For example, women were not
allowed to witness any of the sacred rites ofAkarsagand that oSong Zunzom Atah.
Musical instruments il\bin-Atyapvaried largely due to th&tyap geographical locations,
historical patterns of migration as well as intdrrec integration from surrounding ethnic
groups. The dance parameter is always drawn froen rttythm of the songs and
instruments. The classification of the drums inelBakunkung, Ayang-bin, Tantaratme
vibration instrumentZunzom Akatamthe chord and wind instruments (flutes, horns,
Algaita, Kakaki and Reed pipeBunzu,and the stringed instruments inclugéienzom Atah,
Zunzom Angurung, Zunzom Akhdde wind instruments have relative pitch vocahula
which ushers hearers who can decode the tune ¢catzlon. The action could be dancing,
mourning, wailing, joy, war or victory

Some of the instruments are either as solo insttsnéiinzom Atah, ZunzomAkatam,
Zunzom AkhuocandZunzom Angururjg as part of an ensemble, or combined. The
combination of the instruments sometimes is depanale the rapport between players and
dancers. This particularly can be seeGiguwa, Zunzu, Zuzom Akatam and Kdkuce.
On stage both the players of music and the dancergord with the sounds that are to

herald why the performances are staged. Ztwezu(flute), Guguwa (horn), orZunzom
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Akatam(xylophone) is the most captivating performancethe show. The flutes provide
support to the manipulation of the melo-rhythm bk tdrums and leg rattle; they
constituted the people’s metal rock music.

In Abin- Atyapalso, it was observed that the ensemble soundseofvboden xylophone,
wooden gong, metal gong, drums and dumpbell ardowd presently (2013) in théuku
performances. The variety of sound generated areedefrom the use of different types of
drums. TheAtyaptwo faced skin drum$B@kukung, Ayang Bjrfor example are used for
musical and administrative functions.

The leader of th&Guguwafixes the date, time and venue of rehearsals epgration
towards an engagement. “Burkutu” (local wine) iptkeor performers who take it, as an
appetizer to encourage the singers in turn comernupme. In traditionanAtyap society
young men were not allowed to drink, the wine walled bui (rotten), a drink not to be
taken by youths unless old men and women who weseey to die.

The criteria used for assessing the vocal qualitgesformers inAbin-Atyapdiffer from
one community to the other. The emphasis howeveriw#ghe making of good use of the
middle and lower registers, but with less emphasia relaxed open throated voice, strong
voice and good resonance. The message posted pulttie was the most essentialpart of
the song. Furthermore, in masquerade music, theougdsetto is not uncommon since
masquerades are expected to disguise their voirdg;the masquerade flutist is heard
severally until it culminates into giving the parftance and music distinctiveness.

That there is an enduring relationship betweenAtyap music and dance is a fact that
even the newest beholder of tAgyap performances will not miss. Music and dance in

Southern Kaduna are almost conceived as an indd@paagtistic-twin in performances. It
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was the indigenous nature of these that providedntlost enduring feature of modern
Atyap popular music created by the likes of Raymond ZamKYCA Band, Sheyin
Yakubu, Bege Aboi, Ken Didam, Ishaku Babe, Chulilipfand others. The performing
artiste of theAtyap (TIPAN) is new brand of musicians engaging in pradg and selling
of Tyapcontemporary music on compact disc and throughismakdia network in urban
towns, and cities. Their team-work brings togetbiaments like improvised costume,
scenery enactment and make-up to enhance the slgeataoccasions and in studios (as
shown in plate XLII).

In other words, the entire spectrum of tgyap performances arts presented in this work
does not represent all the known performing arenfrl950 to date;the work studied
performing art in existence iAbin-Atyg. Since music and dance has been an agent of
language propagation, this research adddtap literacy advocacies of the language
engangerment. From the present state of thingstyap performing arts are undergoing

transformation, it is evolving into a new culture.

Recommendations

This study “An Appraisal ofAtyap Performing Arts ofAtyap of Zangon Kataf Kaduna
State, Ngeria” has brought to the fore possiblea@frehe arts which need cultural
sustainance. In the light of the above findingss tesearch recommends a renaissance of
the Atyapindigenous performing arts to be included as phthe extra-curricularactivities

of the various performing arts in the land.

The preservation method of tA¢yap performing arts should be made to address theydeca

and dwindling nature of the indigenous technologgdiin musical production.
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Students and researchers should focus their effortdetermining, planning, packaging
and documenting local technologies aroundthe pmifay arts sector for sustainability
purposes.

The study recommends that tiAgyap traditional council should promote the cultural
heritage of Atyap indigenous technology through festivals. Suchvéas will bring
Nigeria's local technologies into international reae thereby encouraging tourism
potentials.

Churches inAbin-Atyapshould adopt some of these musical instrumentghir worship
service in a refined order.

It is recommended that thAtyap traditional council should encourage the original
performing arts of theAtyap (Song GuguwaSong ZunzuSong Zunzom tAh, Song
Zunzom_Agurung, Song Zunzomkuwoo, Song Kuku and Song Samifea)sustainable
developments.

The Atyaptraditional council needs to revive the old lokgetfestival which was a public
exhibition of all theAtyap performing art forms ifAtyap which was stoped since 1992
after the Zangon Kataf unfortunate crisis.

The age long competitiveness of the performing gmbsips from the clan level need to be
revived for sustainability purposes.

More work needs to be carried out in thg/ap individual perfoming arts for newer and

more indept outcome.
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10.

11.

Notes

Contained in Egonwa Osa, African Art, a copiarary sources book, revised, National
Gallery of \Art, Nigeria, 2005, p. 18.

Narrated by Nka Kude in a private interview atrfaru Kataf with James lbrahim.
Studies in the history, Politics and Cultures ofithern Kaduna people groups.

Archival material cited by James (1997) NAK ZARPF, SNP 17, K2989 on
Katuka District, assessment, compiled by A.C. Amn&ugust, 1981, NAK
ZARPROF, on Zangon Kataf District Report by J.AyRalds, 1952.

Bala Achi’s presentation on The Kataf Peopleedries of Origin, Migration,
Settlementand Inter-group Relation; in a seminasgmtation at the Tafawa Balewa
Memorial Collage, 28- 30"Dec ember, 1981. Also as part of his privateririésv
with Nka Kude, December 1980.

Meek’s narration of the migration of Atyap irs Airibal Studies in Northern Nigeria.

Samaila Caleb (1999) discusses the sociattitm of Art in Atyap New
Year festival.

Ames and Gourley, (1978) discussed on thekatt&imkim and songs, in the
African ArtsJournal, volume xi, numberJ2anuary, p. 59.

Samaila (1999) expounded on Samba darigs studies The Social Function of art
in Atyap New Year Festival, P. 44.

Samaila (1999) describes Zunzom music irstugies, The Social Function of Art in
Atyap New Year Festival, P. 44.

Dauke (2004) expantiated on Kuku dance,srbbiok, A Journey of a People, 2005,
p. 25.

Samaila (1999) expounded on Samba danas stddies The Social Function of art
in Atyap New Year Festival, P. 44.
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Appendix |

SAMPLE OF THE RESEARCH INTERVIEWSCHEDULE (A): WITH
PERFORMING ARTISTS IN ABIN-ATYAP AND IN DIASPORA

| am conducting a study on the state of the An Ajgal of Atyap performing Arts of
Zangon Kataf Kaduna State, Nigeria. The aim ofgtuly is to investigate the historical
evolvement of the performing arts of tAéyap The study is part of a Ph.D dissertation
which the Department of Fine Arts and the Univgrstappraising the educational system
and our society today.lt is intended to bring tbgetthe various performing arts of the
Atyapin the midst of other Southern Kaduna performing.adther aims are to examine
the socio-cultural connection of the arts and toutheent the existing ones.

The researcher is a post-graduate student of tiparbeent of Fine Arts, Faculty of
Environmental Design, Ahmadu Bello University, Zartonducting a research to examine
the state of the performing arts of the Atyap ofitiern Kaduna, Nigeria. In assisting the
student, you have been selected among those toeargvestion. In this regard,| will
therefore kindly wish to have an interview sessiith you. Also, | will be grateful to
collect any copy of a written document in this am@ato receive any relevant vedeo clips
of performances or art form of the performances.

In achieving the aims and objectives of the redeauch information collected will be held

private and strictly confidential for the purpodétos research.

Thanks for your anticipated co-operation.
SectionA:

Biodata of Respondents

1. What is your name?

2.How old are you?

3. How long have been ibin-Atyap

4.5.What are you doing for livelihood?

6. What is your highest academic qualification?

7. Which clan do you belong to Abin Atyaf®
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Section B: Interview Questions
1. Have you been involved in any & gerfoming art ilAbin-Atya®
2. Which performingart Group do youdog to inAbin-Atyap®
3. Can you give me a brief historadfgroup as possible as you can?
4. What are the instruments of musidityap performing arts?
5. Are theremusical instruments general to thett®wao Kaduna ethnicgroups or
specific to thétyap?
6. Who are the performing artists as stated ih@®a?
7. How have these art forms affected performamd¢leis musical group?
8. Have the art forms any socio- cultural, relevatwinAbin-Atya®
9. Is there any progress with regards performarigess musical group?
10. What is happening to the performing arts grioaay?
11. Are the audience enjoying performances of theical groups?

12. Why?

Thank for theaudience,

Yours Faithfully,

Samuel Caleb.
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Appendix Il

SAMPLE OFRESEARCH INTERVIEW SCHEDULE (B): WITH CREA TIVE
ARTISTS

I am conducting a study An Appraisal Afyap performing Arts of Zangon Kataf Kaduna
State, Nigeria. The aim of the study is to investigthe historical evolvement of the
performing arts of thé&tyap The study is part of a Ph.D dissertation whighBrepartment
of Fine Arts and the University is appraising thdueational system and our society
today.lt is intended to bring together the varipesforming arts of thétyagn the midst

of other Southern Kaduna performing arts. Othersaare to examine the socio-cultural
connection of the arts and to document the exisiimes.

The researcher is a post-graduate student of tipgarDeent of Fine Arts, Faculty of
Environmental Design, Ahmadu Bello University, Zartonducting a research to examine
the state of the performing arts of tAtyap of Southern Kaduna, Nigeria. In assisting the
student, you have been selected among those toeamgvestion. In this regard, | will
therefore kindly wish to have an interview sessiith you. Also, | will be grateful to
collect any copy of a written document in this am@ato receive any relevant vedeo clips
of performances or art form of the performances.

In achieving the aims and objectives of the reseasach information collected will be
held private and strictly confidential for the pase of this research.

Thanks for your anticipated co-operation.

Section A:
Biodata of Respondents

1. What is your name?

2. How old are you?

3. What are you doing for livelihood?

4. What is your highest academic Qualification?
6. Which clan do you belong to Abin-Atya?
Section B: Interview Questions

Are you a creative artist?

Which type of creative art do you practice?
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How and when did you learn the art?
Why did you choose to practise this art?
Are there other artists in this field Abin-Atya®
Which category of people practises this art?
Are you still practicing the art?
Why?
Do you have a studio?
What are the materials used in the production efidt?
Kindly explain the processes involved in its proiut.
Are you usually commissioned?
Who are the patrons?
Would you say the art practice Abin-Atyapis progressing or deteriorating?
Why?
If you are still practicing, have you noticed arnange or changes in the art you practice?
If yes, what must have been responsible for suangé?
If no, what must have been responsible for the gban
Which function does the art you produce serve?
What are the problems associated withthis art?
Thanks for theAudience.

Yours Faithfully,

Samuel Caleb.
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Appendix Il

SAMPLE OF RESEARCH'S INTERVIEW SCHEDULE (C): WITH T HE CHIEF,
COUNCIL MEMBERS, DISTRICT HEADS, VILLAGE HEADS AND CLAN
HEADS.

I am conducting a study An AppraisalAdyap performing Arts of Zangon Kataf Kaduna
State, Nigeria. The aim of the study is to investgthe historical evolvement of the
performing arts of thé&tyap The study is part of a Ph.D dissertation whichBrepartment
of Fine Arts and the University is appraising thdueational system and our society
today.lt is intended to bring together the varipesforming arts of thétyapin the midst

of other Southern Kaduna performing arts. Othersaare to examine the socio-cultural
connection of the arts and to document the exisiimes.

The researcher is a post-graduate student of tipgarbeent of Fine Arts, Faculty of
Environmental Design, Ahmadu Bello University, Zartonducting a research to examine
the state of the performing arts of tAgyapof Southern Kaduna, Nigeria. In assisting the
student, you have been selected among those toeampwvestion. In this regard, | will
therefore kindly wish to have an interview sessiith you. Also, | will be grateful to
collect any copy of a written document in this am@ato receive any relevant vedeo clips
of performances or art form of the performances.

In achieving the aims and objectives of the reseasach information collected will be
held private and strictly confidential for the pase of this research.

Thanks for your anticipated co-operation.

Section A:

Biodata of Respondents

1. What is your name?

2. How old are you?

3. Are you married?

4.What do you do for livelihood?
5. What is your Occupation?

6. What is your highest academic Qualification?

7. Which clan do you belong to Abin-Atyaf?
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Section B: Interview Questions

Can you identify the different performing and masigroups we have iAbin-Atya®
In brief, can you give a concise history behindftivenation of any of them?
Identify the artistic forms displayed in each o {erforming groups.

What are the functions of the art forms or symiooind on the performer?

What is the significance of the performing art grouhen it comes to the cetaftyap
festivals?

What makes a performing group importanAinin-Atyaf?

In your assessment, are the mentioned performisgraupsgoing into extinct?
What do you think must be responsible for the amsaxplained above?

Is there a way out of such situation?

Thank you for the Audience.

Yours Faithfully,

Samuel Caleb.
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Appendix IV

INTRODUCTION LETTER TO RESPONDENTS

Department of Fine Aris
Faculty of Environmenasign,
hiadu Bello University, Zaria, Nigeria.
Dear Sir,

AN APPRAISAL OF ATYAP PERFORMING ARTS OFZANGON KATA F
KADUNA STATE, NIGERIA .

I am conducting a study An Appraisal éftyap performing Artsof Zangon Kataf
KadunabState, Nigeria. The aim of the study imte@stigate the historical evolvement of
the performing arts of tha&tyap It is intended tobringtogether the various perfioig arts
of the Atyapn the midst of other Southern Kaduna performintg.a®ther aims are to
examine the socio-cultural connection of the ant$ t# document the existing ones.

You have been selected among those to be interdietie study is part of a Ph.D
dissertation which the Department of Fine Arts dahd University is appraising the
educational system and our society today. | wikréfore, wish you complete this
guestionnaire for me, giving relevant informatiam the subject of the study. Also, | will
be grateful to collect any written document in tarea; or to receive any relevant vedeo
clips of performances of thityapas possible as you can.

Thanks for your anticipated co-operation

Yours Faithfully,

Samuel Caleb.
08185259502

Prof. Ahmed R. SaliuProf. Jari J. Jacob Dr. NkonRAse.

Supervisor 1 Supevid Supervisor 3
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Appendix V

QUESTIONNAIRE

This questionnaire is designed for #yap custodians of the arts and culture who in one
way may have basic information and understandirigerperforming arts of thatyap

Dear Sir/ Your Highness/ Royal Highness/Mr/Madam.

The researcher is a post-graduate student of tipgarbeent of Fine Arts, Faculty of
Environmental Design, Ahmadu Bello University, Zartonducting a research to examine
the state of the performing arts of tAgyap of Zangon Kataf Kaduna State, Nigeria.In
doing the above, | will plead that you kindly assis filling the questionnaire with
necessary information which will help in achievihg aims and objectives of the research.
Such information | promise will be held confidetiyia private as possible and will be
strictly used for the purpose of this research.

SECTION I: Biodata of Respondents (Please tick wtewvhere appropriate)
Sex: Mald_Jemale []
Age: 18 -25[] ,26-31 ,36-[1 , Aba\H_]

(c) Highest Quialification e

(e) Area of performing experience (Guguwa, Zunzugku, Samba etc)-----------------------

SECTION II: Research Questions — (please tick atewrhere appropriate)

Have you been engaged in any of Atgaperforming arts inrAbin-Atyapor in diaspora?
yes|:| Nd_]

Can you state the ones you were involved with?

How did the performing arts come about?--- e
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What were the reasons behind the performanc@bimAtyap--

State the various art forms used in &tgaperformance(s)? ----- -—-

Identify the performances relatingto specific clanvillages-------- mmemmeememmeeeeeeee
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What is the general state of the performing art&tgéptoday? -----------------------omceeev

If it is sustained how? mmmmmmmm e

If it is not sustained why?-- e
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