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+3

RODUCTION

Costumes in Migerian dance, are inseparable from
dance to the extent that at times one compliments the cther,
usually, the costume compliments the dance. In this study
therefore, because of this interrelationship between dance
and costume, the writer's main focus is on the dancing
costumes of the Angas, Mwaghavul and Ron communities of
Plateau State.

In Nigeria, while dance is a Major Art-form, it is an
essential element in the celebration of events that are
connected with every aspect of human life. In the same way,
dance displays a richness of variety in style and skill.
This richness in style reflects the vast range of cultural
diversity in Nigeria. While some of the dances are
traditionally associated with specific ceremonies, many
others are deviced by the participants to compliment various
costumes and roles for entertainment purposes. For instance
if a dancer chooses to wear a costume imitating a certain
kind of bird, he/she will invent a dance that will
correspond with the movements of the animal or bird that is
being portrayede

Many dances require the wearing of costumes or special

masks together with elaborately decorated costumes which are
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meant to convey the attributes of the animal, bird or things
portrayed. Being a universal art in Africa, dance is also

closely related to sculpture in several weys. For instance,

many of the dances require the wearing of masks and head-
dresses which are produced by the sculptors. Speaking on
this relationship, K. C. Murray says: - ", . . (dances) are
responsible for the continued existence of carving, which is
rightly the most famous art of Africa; by the use of them as
head-dresses." (Murray, 1939 : 216). Similarly, Geeffrey
Gorer in his book titled "africa Dances" identifies the
relationship between traditional African dance and sculpture
in the following words — “Except for the adornment of
certain objects sculpture is generally connected with the
mask and the dance." (Gorer, 1949 : 217).

However, as universal as the art of dancing may be,
some are only performed by specific people for specific
purposes - Peggy Harper in the book titled "The Living
Culture of Nigeria" (edited by S. O. Biobaku) very clearly
expresses this feeling. This explains why most traditional
dances of the Angas, Mwaghavul and Ron comrunities are
organised strictly according to age-groups; sex; membersihip
of certain institutions and so on. There are however dances

in which every one in the community, irrespective of age and




[image: image16.jpg]sex is free to participate. These dances are usually
recreational, and their main function is to entertain.

The shorter Oxford English Dictionarty(1970 : 452)
defines dance as "a rhythmical skipping and stepping with
regular turnings and movements of the limbs and body,
usually accompanied by music." The same Dictionary defines
costumes as "the mode of people's atire and dress, belonging
to or associated with various classifications like age
groups, ruling class and so on." Costume can further be
defined to include garments, hairstyles, headwear, body
decorations, cosmetics and jewellery. To the Angas,
Mwaghavul and Ron communities, dance is a corporate part of
their life. Dance is performed at all times and for all
occasionse In the same way, these communities unsparingly
use costumes for all their dances, to express group
affiliations and their traditional values or standardsa
Dance Costumes are generally referred to by the Angas
community as bi - kim - mwa. Mwaghavul cowunity on the other
hand call costumes le — kok — mo; while the Ron community know
it as dyam = ma - dor.

Expressively, the style of clothing reveals something,
though silently, about each human being, his status and rank
or power within the social structure. These functions of

costumes are clearly portrayed by Mary E. Roach in the
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contends that:- "In an expressive way the

ore, clotr

rulges something about each hu

n being, his belicfs, his

sortiments, his his place

rn the power

structure « o o Dress olise tics to specific social

groups, such as family, social class, occupation or religion"

(Roach. 1965 : 6). s has bcen mentioned clsevhere in this

chapter, costumes in Nigerian dance are inseparable from the
dance. Both costume and dance are inseparable from the
traditional lives of the ingas, Mwaghavul and Ron
comiuniticse Their roles in the unification of each ethnic
group through the maintenance of law and order or the
enforcement of social custom are so numcrous. Being awarc
of thesc functions of costumcs, particularly the dancing
costumes therefore, for every dance performed by the Angas,
Mwaghavul and Ron people, there is a set of costumds that
are strictly adhered to, during such a dance performance.
Incompletely dressed members were not allowed to participate
in traditional dances. Infact no one needed to tell such
members to keep away. It was belicved that dancing in
unacceptable robes would reduce the effects of the dance
(the creation of force). This interrelationship between

dance and costume and their total offccts on the
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traditional lives and existencc of the #ngas, Mwaghavul and
Ron commmnities (whose ain is to remain as united indivisible
cultural units) therefore, forms the basis for this study.

Plateau State is known for its rich cultural and
artistic diversity. The marks it has made in this regard
both on the national and international levels calls for closer
evaluation. Their dances which include ritual, masquerade,
war, ceremonial, acrobatic, creative, social entertainment,
maiden, male adolescence and elders' events are celebrated
at specific times and they all have costumes to matcha
Similarly, these dances and their various costumes have their
significance in the lives of all the participants, or members
of the communities.

The communities within which this study is being made,
namely the hngas, Mwaghavul and Ron people occupy the present
Pankshin, Mangu and Bokkos Local Government ireas (of Plateau
State) respectively. They ars among several other ethnic
groups living in these areas. See figure 2 for the location
of the Pankshin, Mangu and Bokkos Lecal Government Areas in
the Plateau States

The sngas, Mwaghavul and Ron people are believed to have

come from the same ancestral origin. They are said to
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have comc from the Borno arca in the North-castern part of

Nigeria. s is genwinely so or no:, is not tae

conceen of this study. Thacy howev .o, share a lot of

cultural similaritics. Thae t being theix

belief in one susreme God (thi

stively
treated in chepter two)e They also believe in tsafis (or

N

ritual cmonies) conncected wieth every aspect of their

lives. sancestors and deities are strong forccs and they
are not to be displeased or disobeyed. When this happens,
the ancestors concerned or supreme God must be appeased to
avoid punishments of either the individual culprits or the
entire community, depending on the gravity of the offence.
The acts of appcasement usually start by confessions (by
the culprits). This is followed by ritual performances and
sacrifices of animals, food and drinks to the ancestors or
Gode Finally, the cntire communities would celebrate the
the occasion by dances and the exchange of food and drinkse
Thesc occasions take the form of elaborate cermonies or
celebrities presided over by the Chief priest who is
usually appointed by the paramount Chief of the ethnic
group to perform on his behalf,

At these ceremonial occasions the participants must

be clad in prescribed robes or costumes. Dodo, is a




[image: image20.jpg]physical reprasentation of some deities cr ancestors,

usually in the form of masqueradcs or sacred objectse

Unlike other cults, the dodo who signif al power

@s ance

and authority, is allnrwed to be scen by women and is always

present at such occasions as farming, harvest and the
thrashing of grain crops. It is also present at relicious
worships, ceremonies or festivals. His objective is to
increase ones faith and loyalty to the traditional rules

and customs; to prevent laziness and the theft of foodstuffs
and/or property, and to enforce obedience and discipline in
women and children. His costume varies from one ethnic
group to the other, depending on the type of deity or tutelage
he represents and the occasion for which he appears.

Chicfs in these areas are responsible for the general
welfare of their subjects and therefore must ensure the
success of the crops, enough rains, good health and peace in
their localitics. In this regard they are the costodians of
the sacred objects of the tribal worsiip and the performance
of all sorts of ceremonies.

THE PROBLEN:

The Angas, Mwaghavul and Ron communities have a unique

tradition of dancing costumes, which though have changed
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considerably, yet, stili cwe their significence and unique-

ness to t 1l:'s stri

1a

Over

t three or four duca r¢ have been a

fow chang:s in the traditional dancing costuines of the angas,
Mwaghavul and Ron people. These changes have taken the form
of shifts in the seriousness and beliefs associated with
both the dances and their costumes. Secondly, there has
been a shift in the materials formerly used in the produc-
tion of each item of the costumes. Initially, all the
matetials used for the construction of costumes were locally
produced by the tribesmen. These materials were used in
accordance with the traditional values or qualitics
associated with them. With the arrival of Western education
and the introduction of Western goods, the: sangas, Mwaghavul
and Ron people started to negleat all materials that were
obtained locally. They (  imported materials) were
falsely associated with 'education' or becoming 'civilised.t
The Western proéucts (mainly .gaprjeg) Which are machine made,
have designs and patterns done in the same manncr. This

mears that the traditional designs and pattorns which were
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h wmust have had seme cultural

belre done manue and i
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in any wave

arce the offects of

the people’s contact with western cultures. The most
devastating being the christian missionaries and colenial
administrators. The missionaries completely disallowed
the performance of dances, fny art-forms associated with
the dance were equally discouraged. Commenting on this
situation Geoffroy Gorer saids—

With unthinking cruelty the protestants

refused to allow their converts to dance

o o o this reans depriving thom of thelr

only mode of expression « o o and to

prevent them from performing or even

watching dances was to be even more

severe than the puritants who at least

left some bookse 4 Gorur, 1949:76).

Such was tho situation, when the missionarics arrived

in the lands of the Angas, Mwaghavul and Ron people. Their
main concarn was to destroy all traditicnal art-forms,

taboos, and religious. The traditional symbels that had

hitherto met all the religious, social and other living

needs of the people were given all sorts of derogatory
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torminologies. The turms which are funda.centally inadequate
and often prejudical include 'heathenish' and ‘fetishisme®

Terns which connote some inferiority in those art-forms and

intended use, to those of the western worlde. The

duced and used their rcligion and art-
forms without trying to understand those of thc Angas,
Mwachavul and Ron communities. Ee. 4. Ayandele puts this
experience as follows:-—

Christian Missionaries fired by the
idealism of a faith to which they
ascribed, rightly or wrongly, the
enlightenment, progress and technological
achievements of their ccuntrics,
perceived no wisdom in compromising

with the indigenous customs and
institutions. The now wine of
Christianity had to be put into new
bottles.

He goes further to say:-—

They sought the creation of a completely
new social order which would wipe away
most of the customs and institutions of
the old socicty. For, declared a
Missionary, the substitution of a
civilised authority for the accurscd
despotism of pagan and Mohammedan
powers is a devine and gracious
interposition: (Ayandele, 1966 :

4 - 5).

Another word used by the Missionaries with a view to
further debasing traditional African religion and art-forms

is 'paganism." Commenting on this deliberate use of the
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Musiim, but in thc course of

wezrd derogatory

s lication to
- ca, sed to rofir to pecple
who had nc reli at all. & of

course, has a religion. (Opoku, 1976 2
4)e

Thus, with thc introduction of Christianity and
destruction of taboos and the use of hitherto accepted art-
forms, the scene was sct for destroying the Angas,
Mwaghavul and Ron peoplee This is because their high
standards of morality was uphcld by thoese art-forms.

Closely connected with the missionary impact was the
deovastating influence of the colonial administrations and
Merchantse. Foremost was tho constant need for labour in
the Mines, Roads and Rail constructionse Orn this issue
Ee A. Ayandele says that:—

There was the disturbing element of
rcquisition for labour in and out of
scason by the administration and

merchants for the building of roads
and railways, and the cultivation of

rubber, coffee and cocoa « o o
(ayandele, 1966 : 339),
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The mein effict of this situation was the disruption in
the cobservance of these dances or the production of the
component parts that formed the several czstumes and any
other art-forms that made the performance of thise dances
effective and meanipafule The able young men and talented

artistes either fled the villages or the very few who

returncd te the villages no longer respected or even warntod
to be associated with these art-formse The results of
contact with the Christian Missionarics or the colonial
administrators and merchants were numerouse Firstly, there
was a change of attitude towards traditional norms and
beliefs. People beqgan to think of themselves as individuals,

rather than parts of corporate tribal units, The oneness

that had been characteristic of these communities began to
disappear. The produccrs of certain art—forms cither
abandoned them or began to produce them in return for
monetary benefits. Here again, Ayandelc says that "The
coenverts not only imbibed a new set of religious beliefs but
began to nurse alien ideas, economic ambitions and political
aspirations of their own, detrimental to the welfarz and
solidarity of the community" (iyandele, 1966 : 331).
Similarly, thc administrators consciously encouraged the

Missionaries to accelerate the process of disturbance which
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continues till today. The constant enlistment of the ratives

inte the army and the compulscry labour ruguirvments for the

bullding °f roads and raiiways areatly upsctbed the pecple's

rcligious ard ceremonial life, Walle it wealiened the

traditional modes of life by removing the abls participants

and procucers of some art those who retwned to their

villaces ceme back wealthier than thelr chlefs anc paronts,

and with diffcrent new ideas, outlooks and beliefs. Here
again, Ayandele illustrates this devastating Missionary
impact on modern Angas, Mwaghavul and Ron peoples in the
following wordst~ . ¢

They returnsd with new sets of ideas
and outlooks on life and an implacable
contempt for the traditional religion.
For in the conglomerate artificial
secicty in wheh they had worked, which
religion was of little importance, as
they saw the educated Africans and their
white masters violating with impunity
moral laws which the tribal chief had
taught them not to break if thoy wanted
no calamity to befall them (syandele,
1966 : 339).

One other asprct that hoelped to reduce the respect and

acceptance hitherto given to these and other art-forms, is
the oral mcethed of production of these items. This means
that when the producers of such arteforms died, there was

dth their

ne one (except his apprentices) to continu

production. ‘
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2 Sniquencss:

dMost of the items that comprise the dancing costumes of

#ngas, lMwaghavul, and Ron people are unique and peculiar
to these arcas, Apart from a few items commonly found among
the threc tribes, there are nc other tribes in the area who
can claim that any of their major costume items are exact™y
like those of the waipes uncer review. The link between
some of the items of the costumes of the angas, Mwaghavul,
and Ron people could be justified when viewed in the light
of their supposed ancestral origin and geographical location.
However, inspite of the devastating effects of contact with
other cultural groups, various items of their costumes have
remained intact (even though productions have almost
stopped) ., thus maintaining their authenticity and uniquenessa
The items that comprise the typical Angas male dancing
costumes, for instance, include a leather material called
Zhurmi or bene which is worn on top of the banta - a woven
cloth worn in front to cover their manhoode The Zhurmi or
bene could be made of both huntcd and domesticated animal
skins, and could have thc hairs removed or left intacte
Hanging down from the sticking crown or yag.afier is a picce
of cloth known as bat, while the arms arc decorated with the

lcru and tsorgen. #Also hanging across the shoulders are
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7 1o of attention frow the

ACET Sezond Kaduna Interaetiona} 23 Fair and the July/

fugu b, 830 Stutigart bxhibition and frade Fair). This bag
is wover only by the inhabitents of Rong Clan, and usually

“hrine whire women are not allowed to enter.

Zt is also believed that the varicus patterns that

form tre design of the zwal-<hip have certain hidden

L powers and simmificance to the tribe. Like other

ibes, the Angas dancers usc rattles made of cither metal,
celabasii or fan--palm-leaves both as part of the cestume and

as musical instruments. These items help to promote the

dancers’ very high feeling of dignity and gracefulness

charactorisciz of all -ngas dences. This feeling is
further supported by the graceful mo;’s_m\,nts of the danccrs
as they sway from side to nside in response to the breath-~
taking music and rhythmic sounds of the drums. Today the
Northern knot is being incorporated to the designs and
patterns conspicuously appearing on the banta.

Similarly, the Mwaghavul Vcllang dancors have a costune

tailered to fit thelr characteristically swift dance steps.

They wear a2 ceremonial hat called bum on the heads This too

|
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was onc of the items that drew a lot of interest at the 1980

Kaduna Trade Fair and Stuttgart Shows. It is

s i palm leaves and has sheep-tail hair fixed onto

the sharp ends. On the shoulders of the dancers is found a

highly decoratec triancular - shapod outfit made of clott
witn loose ends known as dakwal. The bamti loin cloth as in
the case of the sngas, is worn in front with a leather tunic
called rasa, which is dccorated with cowrie shells at the
backe Ancther cloth (usually white) is tied at the waist,
on which an extcnsion from the dakwal on the shoulders is
tied to hold it in place. (See plate XVIII)e Goat horns
and a type of knife called cuk-bwon arc added to the
collection on the waist to give more coloure On the ankles
is tied rattles made of fan—palm leaves with plant seceds or
littlc stonis trapped inside. They are callcd pdol. A
contrast worth notting here is the rather triangular shapes
that dominate the yellang dancers' costumes as compared to
thelong flowing tendepcics in the /ingas costumes.

Th= Ron pecple also have costumes that are peculiar
to their arca and which arc tailored to suit the dances for
which they were made. Here, the most striking feature is
the headgear used by both sexcs but which is more commonly

used by the women, known as shoam-ma-rik. It comprises of
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tie norng of a particular ani

1 called Rik and a bowl-like

container on which the horng ar
shoulders a great deal when dancing. Censequently, they

sacep sk

=on their backs. The bag which

is both decorative and functional as a contain.r is call

hir sceticons

call it dusuk. This is onc other item

all

= tribcs under review usod

to carry with them both as daily outfits and more in times
of war and emcrgencics. On the waist of Ron dancers is worn
worki or fakut, and at the ankles metal rattluse

Ron women dancers are equally colourfully dressede
Apart from the hcadgear, they also wear colourcd beads, and
cowrie shells on their headse Their necklaces which are
made of equally colourful beads, cowrie shells and other
woven bits drape the necks and sheulders giving them queenly
lockse. They also wecar shiny brass anklocts on thoir wrists
and arms. Unlike the men, the women shake their
buttocks a grcat deal when dancing. As a result, they wear
a bunch of certain plant's leaves called &(by which name
the bunch is alsc called) on their buttocks to make this
deliberate movement really pronounced. In addition to the

mctal rattles on their ankles, thoy also carry in their hands
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rattlcs made from a calabash with sc

plant scods cithor

ide or cuwn rowad iz. 8 mentioned carlicr,

there are some similar Ztums

at ar: used by il tho trihes

ich this study is being made. Cne thing

, is whethor all the tribes

se itcms or if the beliefs varve

accompany them are part of their efforts to make cach person
live in absolute peace, harnony and understanding with his
neighbour, the gods, and all the ancestorse To them peace
has to be worked for, and cvery member of the society has a
stake in this struggle. Peggy Harper in the
book titled "The Living Culture of Nigeria" says that most
Nigerian dances are meant:- "to renew the relationship of
the living with the world of the supernatural and strengthen
the traditional value which hold them together" (Biobaku,
1976 3 25).

This is why the angas, Mwaghavul, and Ron people cannot
afford to forego these important occasions, as they scrve to
bring their members together to fecl like the same family
once in a whilc. This d&s also why some of their dances are
performed periodically and at rogular timese

There is no doubt that most of the tribal dances are




[image: image32.jpg]19«

atioral' and they are all gearcd tosn

y mind rlays in any

< ~it, particularly as it relates to the development of

healthy bodics, and rucroation in ¢ nd other wave dc s

it welles uilliam Fagg comments on rocreation in his book

tleu MNige

s in Images™ that:—

e o o this word (rcereational) itself is
a clue to its function in the recreation
of force. The power of the dance is
greatly enhanced within the context of
ceremonial control and as at the annual
festival of a spirit (when the generated
force can ritually be harncssed for the
community and not allowed to *run wild*
in a way which can cause dangerous
populaticn, as though from a faulty
reactor); it is especially great when a
trance state or 'spirit possession! is
achieved - and the sight of this condition
must secem a powerful confirmation for a
dynamistic belief, (Fagg, 1963 : 124).

I may also say here that the prescnce of the costumes
used, help to make the dancers display these virtues even
morc effactively, particularly when it conceals the dancers'
face and any other physical limitations.

Closely connected to these are the impacts which some
of the costumes from this part of the country have made
both on the National and Intcrnational levels in recent

times. For example in June 1979 and April, 1980, the Lagos
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University oraganiscd wusical concerts in Western kurope in

wnich the Naracuta dancers and alhaji Dan-Maraya participated
and impressed the minds of the audience
Similarly, in June, 1980, the World Craft kxhibition

ian

took place in Austria. It was orcaniscd by the Nic
National Council for ..rts and Culture, and a few ceremonial
costumes from the Plateau State drew a lot of interests

Also in July, 1980, an exhibition of Nigerian Arts and
Crafts took place in Stuttgart Western Germany, where the
Plateau State Council for /Arts and Culture participated with
a few items such as the Mwaghavul ceremonial hat - bum, and
a hunter's spear; the angas bag for men - zwal-chip; the
Yergam twin - hoe and a beautiful hand embroidered men's
gown from Keffi; all of which made very great imp‘acts on the
audiences

Finally, the Miango dancers who also attended the show
thrilled the audience each time they performed.

From the procceding, it is clear that while the three
communities may share similarities in the use of some items, eac’

communities has peculiar items which are exclusively unique to

that group, and which are meant to convey certain beliefs
or attributes on those that use them. The development of

these unique items and the beliefs that accompany them are
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th: pre-occupa

ion of this rcscarche It i

they may not be unconn. cted with the peoplets lo

of government, 3imilarly, the fact that these un:
features have stood the test of time to *he prasent day is
another peoint of concern in this rascarch. Also, the
irpact of the orcsent resurgonce of cultural awarencss in
Niceria particularly, and the rest of the black world in
gencral, on these items would be looked into where possibles
There is thercfore a necd £o study and to expose the hidden
mystery of dancing costumes among the sngas, Mwaghavul and
Ron peoples Currently, such studics do not exist, and if
they exist at all they are not as elaborate as one would
expecte

FURPOSE:

Writers have concentrated mostly on traditional African
arts in general. Others have documented some costumes
(particularly dancing costumes) of the Southern part of
Nigeria such as Yorubas, the Ibibios and the Igbos, to
mention a fews Unfortunately, nothing has been done on the
beautiful dancing costumes found in the Horth except David
Heathcote's "Study of the Hausa Clothes" in embroiderye

The purpose of this research thercfore, is to make a

survey of the 'dancing costumes' of the /ngas, Mwaghavul
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and Ren people of Plateau State, and to show how thev aff.ct

lives of thce people, by drawing up their functions,

and diffcrences. This roscacch effort is to

possible causes of change in the pattern of the
costumes within the last Fifty years up to dates

In the same way, the researcher will varify why some of

e items in the costumes have stood the test of time that
has completely eliminated similar art-forms in other places.
Suggestions would be made where possible, on how these art—
forms could improved.

It is hopzd that the adequate documentation of this
art-form. may roeveal the people's long-inherited system of
communication, local system of Government, and the bonds
that have held these communitics as corporate bodiese

The research will be conducted within the framework or
the idea that conceives dance and costumes as inseparable
factors in the traditional African dance, whose very
existence is dictated by the spiritual and physical needs
of the peoplce
NEED I'OR THE STUDY:

Having scarched extensively through all relevant
available literary sources, it was obscrved that there was

little or no record currently existing on the rapidly
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Ron veople of Plateau State.

alse, no attenpt has

s to

ado oy provious writ,

analyse the similarities and diff.ronces of the Platcau

poonlatls da NG cestuics.

idering the impacts that costumcs and

5 part of the country have made at
the Naticnal and Internaticnal levels as carlier exemplified
in this chapter, it secms necessary that one should document
those costumnes, the beliefs and functions associated with
them, as well as analyzing their similaritics and differencese

ORGANISATION OF THE RLST OF THE STUDY:

The study consists of six chapters as follows:-—

Chapter one is the Introduction. It includes the
following; Background of the Study, Statement of the Problem,
Purpose of the 5tudy and the Need for the Study.

Chapter two is the Literary Review. In this chapter,
the geographical and historical locaticn of the Angas,
Mwaghavul and Ron people are trcated. LEfforts were made tc
sce how these affcct the dances and their various costumes.
This chapter also reveals the people's cultural life which
comprises of their religion and beliefsj; political

organisation; social life; occupation and technology and
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the traditional training for the ycung members of thesc
cormurities.

Chapter three is the methodology of the study. COther

items treatid here include, Bourc:s of Detey Troztment of

bata; Jelimitations and the Problems that were encountered
throughout thoe ristarch period.

er four is

Pinding of the Studye The chapter
deliberates on the findings in thc rescarch, which are
grouped into threc arcas - namely:

(a)  The Angas Sombi and lostar dances

(b)  The Mwaghavul Vellang and Cer dances and

(c)  The Ron Nahwai and Munja/Jeckawa dancese

The materials and production mcthods as well as the
functions of the various items werc also identified in this
chapter. Under the functional catcgory, an attempt was
made to justify the existence of these art-forms by
identifying their functional rolese

Chapter five is the analysis of the Data. In this
chapter a comparative analysis of collccted data was made
as follows:— The similarities of both the dances of the
three ethnic groups and thoir various costumes were
enumcrated. The noticeable differences of both the dances

and costumes were also identifiede
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CHAPTIR _TWO

LITERATURE REVIEW ON THE ANGAS, MWAG \'V_U_L_‘._lf:b__.(_ﬁu

Platzau State derives its name from the
ageograrhical description of the landscapce which
predominates in the area, formally known and oftcn
reforfed to as the Jos Flateaus. The greater part of
the Plateau . is made up of slightly undulating highlands
of an average height of 3,500 metres. However, there
are arcas such as the Shere Hills with the peaks
reaching over 5,000 mctres. Others include the Kwanka
Hills on the Bauchi and Plateau borders to the eastern
side of the Statee

With an area of about 53,585 square kilometres
and population of 2,026,657 (1963 census), Plateau
State is located in the centre of Nigeria and it
shares common borders with 5 out of the 19 States of
the federation. Lying to its North are the Bauchi and
Kaduna States, and to the North~West is Abuja, the
Federal Capital Territory. Three other States, namely
Kwara, Banue and Gongola, share common boundaries with

Plateau State on the Southern side (sec figure one)e
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Flatecau State has a rich bland of cultura

rdivers

but :rdly people =

T approximately over 50 idegencus

thnic groupse. FPlateau State has 21 Local Goven

nt reas.

The main towns include: Jos (the State Capital)j cthers

n Ladi, Bokkos, Mangu, Pankshin, Dengi, Wase,
Langtang, Shendam, Kwalla, Lafia, Loma, iwe, Cbi, idun,

nkwanga, Keffi, ilasarawa, Totc and Ukce nll thusc towns are

Local Government Headquarters. Other newly created city-

towns also include Heipang, Yelwa and Kurgwie

(a) Landscape:- The landscape includes scveral bare rocks,
man-made hillocks and lakes (resulting from tin
mining). There are also deep gorges such as the
Shimankar gorge on the Southern end of the Plateau
cscarpment, and volcanic hills such as thosc found
around Kuru in the Jos Local Government ireay Western
part of Pankshin and parts of Mangu Local Government
Arease The Flateau which is very largely of volcanic
origin, owes its survival to the resistance of the
young graintes of which it is mainly composeds It has
a good natural supply of water. Therc are many rivers
radiating in all directions and they seem to provide a
hydrographical head (source or river head) for many

rivers in the Northern States, notably rivers Kaduna
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and Gongolae

Several of the rivers flow very rapidly and in the

: developed into picturcsque watcr fallse

Soma ¢

these include the Assop and Kurra Falls both

in the Sarakin Ladi wocal Government areca, and Farin
Ruwa at the fuot of the Ganawuri Hills, ..ssop Falls
is a ramlar holiday and picnic centre for inany people.
Kurra Falls is another famours holiday and picnic
resort currently being used by the Nigeria Electricity
Supply Company (NESCO) for generating electricity
which has proved most reliable since its inception in
1929. This hydro-electric power station is capable of
providing power to the whole of Plateau State and
probably to other neighbouring townse Kwall Falls in
Bassa Local Government snrea is another waterfall
currently being used for hydro-electric gencratione.
Most of the Flateau (upper Platcau) has no trees,
but the area is quite fertile for agricultural
purposes. There is a granitic rock boulder (known as
Wase Rock) jutting abruptly over 250 metres above the
ground surface in Wase town. There are many
traditional legends and mythologies about this rock,

which has also attracted visitors to the arca.
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II.

29,
Most of the =zreas surrounding the Flatcau are
plainlands consisting of alluvial deposits from the
Plateau highlands. Those arcas arc nore Sortile, and

thus support thicker vegaticns and wildlife,

Platcau State enjoys an averas. annual rainfall of
about 60 inches (152.4 coutimctres) of which 89% falls
in the rainy season, from the months of May to
September. There is quite an alarming rate of erosione
Due to its tremenducus height above the sea level, the
Jos Platcau enjoys a fairly moderate and temperate
climate. Its highest monthly mean (average)
temperature is less than 90 degrees fahrenheit.
According to some geographical analysts, particularly
Ko Mo Buchanan and J. Ce Pugh, in their bock "Lands
and People in Nigeria" (1955), the Flateau temperatures
can fall below 50 degrees fahrenheit at night, while
in the afternnon the temperature can rise to 120
degrees fahrenheit. Humidity is quite low, though it
is not uncommon to find areas clothed in thick mist or
fog betwecn the months of May an7 Docember.

HISTORY:

(a) Barly Settlers On The Platcau: The Jos Museum
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which is devoted primarily to ¢

archaculogy and
ctimology of the Flatcau arce and also a sossarch

centre for

nistory of Wirkria was the first to

be :stablish.d in Nigiriae. The ! am h2s inexhausti-

ble source maturial in this rogards o great deal of

its erchacclogical materials we excarvated as a

rusult of ti

~nining operations, the cral that
first attracted Eurcpean Miners and other commercial
ventures to this area. According to B.Ee.B. fagg's
article "The Nck Cultural in pre-history® as contained
in the journal of the"Historical Scciety of Nigeria"
Volume 1. Moo 4, 1956 : 11, the Flateau falls within
the sitas of the Nok Culture and the Nok finds, most
of them available in the Jos Museum, are by far the
nost famous in the area. Thus, the possibility of
settlement on the Flatceau as carly as the Nok Culture
dating some 2,000 B.C. is not unthinkable.
According to Sr. Marie de Paul Nelers (1971:13):

The earliest traces of habitation on

the Jos Plateau are the neclithic tools

uncovered in the mining excarvations of

the beginning of the present centurys

The axes, cleavers and scrapers

discovered belong to the Stone Age

(thus dating about 39,000 years ago)as
These « » o are the only Stone Age
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finds in Nigeria. (Mariz de Yaul Neiers, 1971:13).

in his

Re Co Soper nade a lar obsurvat:

back "The Stone age in Nigeria”. The p ding seem to

ome of the

stury of the esarly

Plateau was conveyed to us through the

excarvations curr
Museume Other scurces were through coral tradition.
However, historical data on the arca remain slight, and
rather hypothetical, as such it may be very difficult
to conclude on any specific aspects of those informa-
tions as regards the early settlors on the Plateaw.
EVIDENCES OF MIGRATION:

Angas: According to C.G. Ames (1934 : 22 -~ 24),
the ingas were driven from Bornu either about 1100 A.D,
by the Bolewa and others, or ¢lse by the Kanuri about
1350 A.D. who themselves had been displaccd by some
other groups. Having spent some time wandering, they
(the Angas) eventually arrived and ascended the
Platcau on its eastern side via 'Yam' and 'Amper'
villages where it is said the first quarrel arose in
the chief's family, resulting in their division into
several groupse. From therc they cxpanded to the west

and south-west, forming numcrous sub-groups, such as
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the Tal, Sura ( avul), Challa (kon or —aron), Hirriam,

hip, ankwel cteo

The sngas Wi occupy the prescnt Fankshin Local

Sovernment orea are divided into two orcups, namely the

Plains and the Hill - incas, with slight cultural dialectical

Giffirunces. The Plains - nngas arc situstod 2s5te
Gucoraphically, the arca is characteris.d by broken surfaces
which is rather sandye. It is also badly watercd as well as
consisting of thorny scrub vegetations. The large settlcments
here include smper, Kabwir, Dawaki, Rong, Shuwer, Langshi
and so on. The Hill - Angas comprising Pankshin, Ampang,
Garam, Tal and Kadung districts are locatcd on the Western
side. The bulk of this area consists of very rugged hills
to the East and South, and some undulating plains to the
Weste
Mwaghavuls

Like many other groups in Africa, the origin of the
Mwaghavul consists of several mythse. Most people however,
agree that the Mwaghavul people migratced from one place
known as Ngung in Angasland. Their carlicr habitat before
they settled at Ngung is not known but most informants say
that the Mwaghavul came together with the Angas from Bornue

However, linguistic evidence suggcsts that they have
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meny hundred years -

o %o Dalloards "Phe Historical Infurinces from the

linguistic guography o erian iddle selt," Africa

ilagazine No. : 294 - 305). J. He Gruenberg (1966 3

£6) o

as traditions of crigin alsc suoport F

convections and also point to Bornmu as tho original home.
C. Go Ames (1932 * 24) agrees with this view point that
Bornu was a possible corigin of the Mwaghavul but suggests
that they were an earlicr group than the Angas.

The Mwaghavul arc alsc known as Sura, a name which was
said to have been given to them by the Hausawa. The reason
for this is unclear. Sura means several things in Hausa
language, but all relate to "appearance" or "images" The
Mwaghavul were fond of smearing their bedies with red iron
oxides called lip obtained from the streams when marching
to war. It is likely that this awkward appearance on their
first contact with the Hausawa may have earned them this
name. Co Lo Temple (1965) confirms this use of iron oxide
in his bock "Notes on the tribes, provinces, emirates and
States of the Northern Provinces of Nigeria«"

The Mwaghavul arc essentially horsemen and they are

the principal tribe occupying the present Mangu Local
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jovernment srea, together with the Pyem whosc principal town

is Gindiri. The n twachavul towns include Mangu, Panyan,

iopal, Kerang, amnpang, langun and nmun.  The

Manqu bocal Govornment area which is west <f Pankshin Local

Governnont roa, home of tae .ngas, and cast of bokkos

Local Sovernment (rea, hope Ron and Kulcre tribes is rather

tr.eless but for agricul

ural purposes (figure 2).
host of the southern porticn of Mwaghavulland is traversed
by granitic rocks and volcanic hills, notably the Kerang
volcannic hills, velcanic spring and the Ampang crater lakes
There are a total of 8 Volcanic cratcrs between ampang and
Panyam, with very fertile lava soils. The Northern portion
is plainland with a belt of fan-palm trccs. These fan—palm
trees featured very prominently in the mythical defence of
the people in ancicnt timese Many rivers originate from
the hilly southern part. These rivers converge at Langai
tc form the hcad watcrs of the Gongola riveras

The Ron Peopla:

The Ron are also known as Challa, a comon word used
for salutation or grectings by the tribesmene They are
believed to be a branch of cither the nngas or Mwaghavul,
who having passed across the Chip and Jorto tribes, went

up into the hills necar and beyond Jepal on to Langkan at
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Barbara Frank said in her be

(1971, = 1973 : 135) that:-

. on,
thun and they
the cpen downlands at Bokke
remainod the centre of the trib
gives ampl pc for the use of horses
ich very fond and the

> ich they never cate

£

)

Thus Bokkos was their first scttlement on this trecless
plainland. It was from here that the principal villages of
Daffo, Mbar, Maikatako, Manguna and othcrs werc formed.
Bokkos is now the Local Government Headquarters with their
overall Chief, Saf - Ron - Kulere residing there. Among
their scttlements are tin-mining cemps, and a large number
of cattle-owning Fulani., Like their Angas and Mwaghavul
counterparts, Ron people are the most populous group
inhabiting the Bokkos Local Goevernment nreae

IIT. . Cultural Life:

According to J. He Greenberyg (1966) the ingas,
Mwaghavul and Ron pcople speak languages that are similar
to the Chadic linguistic groups. Evidences of these are
contained in Marie de Paul Neiers book tittled "The People
of The Jos Platcau, Nigeria" (1979 : 17 - 24).

The Platcau with its rich environment of rivers, hills
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and flora has not only affuctecd the system of adaptation of

the people in the gengraphical scnse, espocially the

settlement p ams and in terms of
hecording to . Y. Mangvwat (1976

im trees fo
cal defence of
ient times.
stericnl development of the
Mw=aghavule dany of the nyths concerning
Mwaghavul wars, ritual ceremcnics, and
the like have much to do with the caves,
evil forests, rivers and the crater
lakes of the volcanoese

(a) Religion and Belicfs:
The Angas, Mwaghavul and Ron pecple share common

beliefs in one supreme God, called:i—

Nen - by the Angas
Nan - by the Mwaghavul and

Fat or Bwe - by the Ron

God is believed to be the father of all and when
referring to where He (God) lives, all members would
simply raisc their hands towards the sky and say "up
there." Their ancestors knew Him and passed on this
faith to their descendants who continued to pass it on
to their children, from generation to generation. God
is apparcntly such a pure figure - head, that relations

to Him are often conducted through mediatorse
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is believed to be living far away bevond the visible sky,

ce no one has even boen to or seene s the ultimate

creator of the world, God is the giver of 211 good things
like fortility, rain, goed health, and He is very powerful,
just anc kind. Utisfortuncs are never attribted to Him, but
to the 'spirits' 'ancestors' or 'witchesl"

The intermediarics used by the angas, Mwaghavul and koen
pecple for approaching the supreme God have images
representing the Gods. These images are kept in the
Shrines, and arc called Xim or Kum by the Angas; Kum by the
Mwaghavul and Ju by the Ron. The Missionaries and colonial
administrators called them 'idols.' They are indecd art-
works (figurines) same as the Christian curcifix, which is
meant to reinforce the individuals belicfse According to
P. Bohannan (1971 : 9) it was revealed thati—

Figurines are not "worshipped." They may
be used as symbols of forces, ideas,
historical events, myths, which arc very
real in socicty and held sacred « o o
The "heathen” do not beow down to wood
and stonel" Neither are saints symbols
in our own society worshippeds Rather,
they stand for something important and
hely. (P. Bahannan and P. Curtins

book 'Africa and ifricans' 1971 : 9).

In addition to thc intermediaries there exist numerous local

spirits whe are sometimes beneficient but more often
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2nd derons. Thase

bicet of

cercaonics, th

for wxample which mark the £ scwing are

usually denc te ecansur. the fertility of the ficlds, and

1 bofore the beginning of the harvest, with a view te
¢ the production of abundant food stuff for the

yeare All thesc ceremonial occasions called for dancing,
merry-making and the people adorned their bodies with their
best outfits, Marie de Paul Neicrs remarked in her book
titled "The People of the Jos Platcau, Nigeria" (1979 : 63)
that:—

The dances of the various regions bear a

certain similarity to one another as

they were the rites used by our o o »

ancestors to praise or thank the gods

at certain times, harvest, hunting,

fishing, birth, marriages and deathe

Many of these dances involved the

wearing of masks which reprosented

the tribal idea of the spirits

concernede
Each tribe (ethnic group) has its spirits, but the names
vary according to the diffcrent scctions of the tribese
They were alsc invoked for good hunting and formerly for

victory at war. These spirits were belicved to have

"white budies". The .ngas callced them jigwal, while the




[image: image52.jpg]39.

twaghavul called them Yem—dun and the Ron know thom as

Zural. It is thus not surprising that when the

st
Burcpeans arrived in the region, thoey wore widely held to be

spirits. Other comuwn arcas of belief are the oncs in the

ancestors whic must be rospected at all times,
and appeascd without delay as the nced arcse. The concopt
of totcms or onc's d-uble (which usually cxists in certain
typcs of animals or reptiles whose type should never be
killed) «nown as Song by the angas, Chilem by the Mwaghavul
and Lwa by the Ron, also abound. The ceremcnies and
celebritics which arc observed throughcut the year with
great zeal and colour are thus products of these many
beliefs, and the observation of which arc meant to ensure
the continued welfarce and existence of these groups as
single indivisible cultural units.

(b) Political Organisation:

iAll the societics rucognised social order and peace as

a basic societal need. Very naoturally therefore, they had
a well - developed political system for upholding and
maintaining this social harmony. At the top of the ladder
were the paramount chiefs who were conceptually owners of
the land. Their ownership of the land derived from the

acceptance by their people that they were the first persons
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to scttle on the particular arcas ovor which thoy ruled.
Later arrivals of the tribe received permission from thesc
chiefs to settle on some parts of the land under their

domaine In this way, senicority of the various clan or

i1l heads was based on their sequence of arrival.

These chicfs had the power tc administer justice. They

could « pronounce capitzl punishiments or ¢ven send the

convicts into exile depending on the nature of the offencee
These chiefs are called:-

Golong — Ngas - by the iAngas

Miskaham Mwaghavul- by the Mwaghavul and

Saf - Ron - by thc Rone

Chiefs were also the religicus leaders of their tribes,

for whom thuey are alsc rosponsible for their general
welfares It was their duty to ensure the success of cropsj
enough rains; good health and above all peace in their
domains. They were held to be in constant communication
with God, the spirits and the ancestors, and were the
custodians of all the objects of their tribal worship. It

was they that appointed chief priests who were known as:-—

Golong - Kum — by the ingas
Miskaham = Kum - Dby the Mwaghavul and

Saf - Ma - Nyorong = by tho Rone
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Next to the chiefs waere the hoads oif all clans and

tly resmonsibl. to i

dir

villages wao we

veorle that participated in discuss

and running stzte

mattars wers the male old heads) of

households of the cl e to toeir

varlous village or cla Only serious ratters that
could not be tregted by these elders and the villuge heads
couvld reach the paramount chiefse

Women did not take part in the government of these
societies and they must not be present at such occasionse
Uninitiated males and children were rated the same as women
and no traditional secrets may be confided in them. Age
was greatly respected, as a result age groups such as the
young, middle and old age levels were very important and
their positions very highly protected in all traditional
activities. Infact, there were qualifications for enrolment

or membership of certain institutions, 1.

e religious groups
or secret societies which were powerful arms of the v
traditional societies. or instance traditional titles

such as renowned warriors, hunters, dancers, farmers and so
on, were jealously protected because they added to the

individual's respect and power within those traditional
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Social Life:

The centre of all social activities used to be the
village and families. Bach village is a reflection of
its people and has a personality of its own. To live

in these villages was to live thc

anc one had to fit oneself into the wholce This sense

of oneness is reflected =ven in the lay-out of the
households, in which the huts are arranged in a
circular manner, thus emclosing an interior area which
serves as a common room or parlour; living room,
kitchen, and workshop for all members of the household.
The huts are only used for sleeping at night. Geoffrey
Gorer in his book "Africa Dances" (1949 : 174) and
Marie de raul Neiers in her book titled "The Peoples
of the Jos Plateau, Nigeria" (1979 : 64) commented on
this interdependence of the members of African
Communitics that:-

Everyone knows evervone else in the

village, no matter its size. Most

of the families who are in constant

touch with each other are nearly or

remotely related, either through

blood relationship or the bond of
friendshipe
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3ince these comminities dependad entirely on agriculture
for existence; the cultivation of the land to which they are
so greatly attached was done through communal labour. In
turns the landowners assembled the able-bodied men of the
village for the howing, harvesting and thrashing of the
grain crops; at the end of which (usually in the evenings)

all mem:

ers of the communities replenished their energy by
sharing beer prepared by the women in the landowners
compound. Anyone who for unjustied reasons refused to
participate in the communal activities was seen as a deviant
and is not looked at favourably by the rest of the community.
In essence there is a mutual interdependence amcng all
members. Each village made itself selfsufficient by using
the talents of all its inhakitants. Black or gold smiths,
tanners, and leatherworkers, basket-makers, weavers,
builders and thatchers were tradesmen whose skills were
appreciated, and who cooperated in satisfying each others
neads. Cnly in procuring such essential products as salt,
0il and in recent times manufactured articles that were less
common in their regions did they use the system of exchange
with the outside world. This was done through attendance
of markets which, were held on set dayse

Apart from serving as a centre for transacting various
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where people met and were familiar with current or up-to—

date developrents of the regions. The treders who were

nainly Hausa peoy e alsc good nawkers of news. t

proviced avenues for love affairs and marriage proposala tc
be madee
Village festivals were held to mark major happenings

in the lives of the communities, these includeds- the
installation of chiefs or any such titles; marriages;
funerals of clders or title-holders; agricultural ceremonies,
hunting rites, fertility rites, and victories at warse.

On such occasions public merry-making is indulged in on a
wide scale; culminating in dances. These dances were
collective, simultaneously bringing together social groups
such as men and women of varving ages and positions, girls,
newly initiated boys and members of associationsa
: . Apart from dances that mark special events, there were
dances organised purely for social entertainment, or to
keep members of the communities busy, particularly during
the dry seasons of the year or at moonlight nights.
Commenting on the role of the dances especially in

relationship to the lives of the traditionalists, Peggy
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Harper sald thats-

o o o the rhythmic patterns of z -
traditional dance consciously exXpress
“he social identity of the perforners
and implicitly r ct ical

conditions in which they live

She goss further to say:i-

bance e

but i artic role at
the rtant tires of his 1ife when
he moves from one state to another

. « « at none of these times is the
individual left alone, to bear the
smotions which accompany these critical
changess: The members of the community
carry him through the crisis with
appropriate ceremonies which contain
the emodion of the moment in music,
song and dance, (Saburi O. Blhobaku
Editor ~ "Living Culture of Higeria®
1976 : 26).

Despite the differences in age grade; membership of
associations, holders of traditional titles, the communities
under review (Angas, Mwaghavul and Ron people) considered
themselves as single indivisible cultural units. Thus,
periodic celebrations culminating in dances were held to
ensure constant social relationsbip among their members.

(d) Qccupation and Technology:

The Angas, Mwaghavul and Ron communities depend

almost entirely on agriculture for their iivelihood,

practicing in the main shifting cultivation and the rearing
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3 domestic animals as cattle horses, goats snd shuop,

all of which were status symbols. Uthors included poultry,

pigs ard dogs. The principal crops includs grain crops such

as coc aris, 3 s potatces wire also grown. Vegeta

of all sorts werc groun on the plots of land immediatoly

surrounding ench compounds & Tew

the

itili, locust ¥

y cnd mangoes w

alse owned and kapt by

each family. bittle trading and commerce were practiced,
mainly by exchanging the surplus of locally produced goods
for some less common products from neighbouring villages or
markets. :

Such technologies as the art of smithing, wegving
{mainly on thc narrow loom), pottery, basketry, tannery,
and leatherworks , saddlers; building and thatching were done
and greatly encouraged, All such tradesmen were very
highly regarded since they encouraged selfsufficiency in
the various villages. The Angas on the plains for example
weave very strong cloth about 9 inches (22.28cm) wide called
bat, and made traditional bags very much like haversacks
called zwal-chip from the fibrous bark of the boabob tree;
On the other hand the Hill-Angas superceded their plains-
counterparts in the making of earthenwares, both for

household and sacrod usages. They also smelted iron from
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Supnly the whole of the

In 21l commurnitics undor review, oil

fruit for culinary activitios.
On the whole, the Ron supercede their Angas and Mwaghavul
counterparts in the art of animal husbandry. The result is
the quasi personal relationship that exists between the Ron
man and his horse for example. The later (i.e. horse) is
never nut to service as a beast of burden, unless it might
be to carry home the body of a warrior slain in battle.
Its use is confined to the chase, war or festival. On this
very close relationship Marie de Paul Neiers (1979 : 5) has
this to say:-

Even at the present time omre may obssrve

a peasant couple returning home from the

fields, the woman in front, followed by

the horse, and at the rear the man

carrying fodder for his mounte
Still on the Ron relationship to the horsc, Barbara Frank

has this to say in her book "The Ron (Challa) and Kulere"

(1971 - 73 & 242):-
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They used horses in war, Jor cowmmnal
hunting and displays on Zostive
occasions, but never for cuarryving
loads. . « o The ho e an
rtant part in  thoe rolsationship
betweon husband and wifc o -« a
stalion wis th. main part of the
dowry . » othe lon have a personal
rclationship to their horsas, which
has no acmivalent among the other
do wstic animals, and they hold horscs
in high usteen « o o a dead norse
rust bo burricd, and horse “l.sh is
never catone

horses were proviously nuiwerous as status synbols of
full-grown, marricd men. liowever, since communal wars,
and hunting were abandoned, and festive occasions
drastically reduced, the horscs themsclves have also

disappeareds

Traditional Training ior Young leople:

The principal aim of all forms of cducation or
training in these traditional societies is to
successfully enavle the children to adopt to social
norns and to participate in any other roles thuy may
one day be callad upon to play. Hatural aptitudes
were highly regarded and was indeed the aim. The
objective is to harnoniously integrate children into
the socicty, to make them take thelr rightful position

in ruspect of thelr sox, social stetus and functions.




[image: image62.png]The: nothers' rol s on thoir children are somctimes
taken over by relations such as scnior sisturs or brothors
at about two ycars old. The ¢ ild frow fhen on would be
brought up by .ithar the sisters, brothers, cousins or

grandparents. ot very carly stages the girls find ~

thaaselves looking

ter babics younger than themsolves.
The young boys at carly stages look aftir the domestic
animals. 0Joon after that stage they join their parunts on
the ficlds, Children are taught the need for unconditional
submission to their elders. They are taught how to respect
old people. This kind of treatwent and attention right
from the beginning helped in giving children a feeling of
responsibility at a very early age in these traditional
societics. ‘
Girls wmarricd generally younge Bei;orz_ getting married
however, they were usually instructed about their future
dutics as house-wives and wothers. In some cases they had
some decorative taboo marks incised on their breasts,
stomachs or shoulders. The boys on the other hand had to
undergo the circumcission rites during which they are
expocted to spend three months in comulete seclusion from
their families {usually in the Fforusts, in far away rocky

areas, or caves inaccussible to women). This was the sole
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extra~family training rocoived, which had soine political,
social, and ruligious characturistics. tolitically, tho

boys woved from the passive individuals to that of active

neiibors of their tribe or group; socizily, thoy bucamc
permanantly linked to their initiatory age groups; finally

th

boys were more closcly associated with the tribal
ancestors or tutclary gods, as pursons who had religiously
boon reborne  Until this tine tho boys wore triatod like
wonen, since they were excluded from all religious and
political activities.

The initiation which involved such tusts of both
physical and moral nature wore rcally rigorous and often
boys who could not cope failed to rcturn from the training
camps. Their death could be as a result of their frail
bodily constitutions which could not stoand the rigour, or
it could be¢ as a rusult of decision of thuir instructors to
get rid of them. In such cases the decoaswd's parents wore
simply told that "the ancastors had taken them” and they
are mentioned no more, Marie de faul liciers (1979 @ 72) .
stated very vividly the rigorous nature of the training
associated with initiation in the followings-

For those undergoina initiation must face

tough physical tests; they arc harshly
treated, beaten, drilled in hunting,
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wrestiing, war, ovoryting which ronders
the body hardy and incroascs his co p:\c_tty
of rusistences; thoy must cross £
water; o o o roral discipling too ha
its centribution to make. In the night

s o o It is at this point that thy are
rniven thie noral edacation which will
Tundaaentally influonce their lator 1ifce
They are told what it tak.s to make a

man, how to conduct onesclf as an cqual
awong one's fellow tribeswen, how to
aprroach wonankind. The traditional

laws arc oxplained to thum and the
rcligious secrets revealed. The authority
of the clders is roinforced in the hearts
of the young initiates, .

The main aim is to produce strong, hardy and fearloss men,
and so any boy who could not stand those tests was infact
considured not fit to live. The succissiul completion of
the initiation is usually followed Ly a great fustival to
which the «ntire village. is invited and in the course of
which the dance of the initiates is performed. The
initiates then return to their homes.  Those initiation
cerenonics are usually the collective responsibility of the
community. The coremonics used to be held regularly at
intervals of between 4 - 7 years, depending on the tribe or

!

ethnic groupe. . " ‘
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The primary or field studies approach suggessted by

We Fagg (1960 : 463 - 465) in his “Study of nfrican Artis"

was used in this study. According to Jagg:~

The primary studics mean direct
research carried out elsewhere, for
exanple in fuse and University
departments, using as their raw
materials the results of primary
studies, and specirens which museuas
and private collections throughout
the world, some of them well
documented in which case they would
be regarded as primary evidence, a
much greater part of them undocumented,
s0 that only their internal evideince
survives.

Pagg explains that:-

Al)l forms of cultural anthropology
including the morphological study of
objects of matcrial culture are in
the last resort studies of hunan
behaviour. (W. Pagg 1960 : 463 —~ 465
in “Cultures and socleties of Africa"
edited by Ottenberg 5. Po).

Fagg emphasized that one should study artists in the field,

and learn all that could be learnt about african Artists.”

He remarks that: "There is clearly great scope for

anthropological and aesthetic rescarch in africa s o o'

hccording to Fagg, we may still reconstruct African Art

history in part with the help of young carvers, artists and
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other inhabitants of the surrounding districts; but the
colioction of such matcrial if it is to give a true account
of the spiritual aspcct of the art as th. material ones, it
cannot be accownlished in short periods of acquaintence such

as adequate material studies. The training calculated to

draw the full benefit fron such field studies does not

currently st. iagy reccalls that ™ icans make less
eforts than . « « (Buropeans) de te put their aesthetic
values into words."
Thus, Fagg suggested the use of cameras to collect

valuable informations and he emphasized that:i-

Good photographs are often hardly less

useful to the comparative student than

the objects themselves, and since the

acquisitismn of carvings, unless they

be freshly made is generally a lengthy

business, the field students is

probably better employed in cxpanding

and documenting his photographic

collections o o o
The photographs must of course be properly documented
with the name of the village and of the carver and any other
available invormations about the use, function, age, etc. of
the art-forms. Fatient enquiry will usually elicit such

informations, Zor the items themselves do not often outlast

the merories of their makers among the prescnt inhabitants.
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However, where the artists/artistes were not readily

available, the items were studied and personal intcrvicus
made. The items were studied in relation to their
environments in the broadest sunse, the gcological forma-
tions, fauna, flora, racial and cultural charactcristics - f
the people together with their economic and social
institutions. #lso, the religions and philosophical basis
of these art-forms were investicated and emphasis placed on
their stylistic analysis and identification. Efforts were
made to study the approach in the production of the art-
forms. Photographs of the component parts of the tribal
dancing costuics were adequately docurmented with informations
such ¢ the name of the village, and producer, the use,
functions .d age of cach object, focusing attention as
Segqgy says in her book titled “African Sculpture Speaks"
(1975 : 79):-

#s much as hunanly pessible - as if

impersonally to observe with abandon

with suspension of presupposition, te

describe as minutely and accurately as

possible what is immediately present.

If we can undress reality from assumed

meaning, its shear presence will impose

itself upon us « « o We should bear

witness, as if impartially, to what

is given as actual evidence and not

project one width of how it should be,

what is sup ose. to be, what it looks ~
like, or whether we like it or not.
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she gocs further to say:
It is to statc what is as 'is, or more
preciscly what it appears to be, and
not what we think it to be.
(sfrican sculpture Speaks, 1975:79).

In revicewing the traditional dancing costunes of the
Angas, tiwaghavul and Ron pcople of !latoau State, emphasis
was laid particularly on thcir significance to the people
concernad, and their modus of change over the last fifty
ycars. In the same way, the effcct of the rusurgence of
cultural awareness on the costumcs was looked into.

It is hoped that this rescarch would help to put on
record what has been known just vagucly even by the youths
of the communitics concerneds
50U CL5 05 DATa:

The rescarcher's main source of data was thc personal

interviews with diffcrent people, some of whom included
artistes, craftsmen, lcaders and members of prominent dance
groups, chicf pricsts, chicfs, village and district hcads,
and staff of the }latiau State Council for iarts and
Culture, Jos.

Other sources used included the nhysical items that

conprise the various costumes, photorraphs of the items and

dancers clad in these costumes. Review of some articles and
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lecture papers from the 3tate's Council dor nrts and
Culturc on this and othur art-forms was also undortaken.

‘ Finally, there was a r view of litcrature in such
relevant ficlds of study as rnthrowology, History, Ethnology
and vine #rts. This was donc with a vi.w to discovering
the origins and functions of costumes generally and the
possible conditions that may have affected thum through the

yoarse

TIRerTHENT O DnTh

The information collected iA both the field and
literature rcview were grouped into five broad sections,
as follows:=—

A FINDINGS:

Under this scction, a summary of the findings on each

of the three ethnic groups were made under the

following headings:—

(a)' Angas Feople

{b) Hwaghavul Feople

() Ron reoplea

The findings were documented based on the following

format:—

i. Namc of dance
ii. Description of dance
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iii. Description of costuics

ive Group ~7filiation
Ve sunctions and significance of the dance
Vie imsical instrum.nis uside

In addition, thc materials ussd for the production of

cach item and the mcthods of production wore identi

FUNC,TCNS:

The functions of the costuics both in the dances and
the lives of the inhabitants was locked into, with a
view to ¢stablishing whether thoe costumes sorved
their purroses.

ST ILIRITILS:

This section dealth in depth with common features in
the dances generally, and the costurmes partifularly.
Here also, the probable reasons for the sinilarities

were soughtas i

In spite of the similarities in the dancing costumes
of the: Angas, Mwaghavul and Ron people, there werc
still some unique itcms of this art~form (costume)
that wore peculiar to cach of the communitics. The
significance of these unique items were also looked

into.





[image: image71.png]This rescarch work is not intended to cstablish or
redute any supposadly significant datus or events, as

would be cxpocted of strictly histori

#1l studies by .
studints of history. Rathcr, the span of time within which
t'is study is being made (the last Fifty years) was chos.n
bucause in evory ruspoct, it was the time that scrics of
serious destabilising forces came into contact or play with
the cultures and societies (people) that form the basis for
this study.

~s has bcen mentioned clsewherc in this study, bicausc
of the interrclation betweon dance and costuaes in any given
society (particularly Nigeria), the rescarchor found it
incvitable to talk at lencth about danc., oven though his
main attention is on the dancing costuwcs. Thus, exhaustive
analysis of thc variocus dances and any related belicfs wore
done where they are sven to contribute to our undarstanding
of thc costumes and their intended functionse

Similarly, not all the dances or dancing costunes
found in thuse arcas were treated and docuienteds  Only
those that were scen to be fraguently practiced, and which
arc known to have maintained their identity and intended

functionel purroscs wors: docucnted. In cssence, the
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documented dances arce those that cach of the cthnie groups
v arc known to excell in its observanc:: and porforiance to

datc.

The historicai method of study as outlin:d by W. Fago
(1960} cdited hy Otteonberg S. and i which sceks to

detormine dates whoether absolute or ralative; styvlistic

successionsy the origins of styles and forms which rely on
archavological means in conjuction with thoe radio carbon
dating method was not used., This is because the method is
time consuming and rccuires laborious scientific praccsses
not known to the rescarcher, Besides, the artiferms in
question perish very readilye Furthcermore, the perishable
naturc of the building matoerials of the sngas, Mwaghavul and
Rc;n people necessitatoes that they pull down their buildings
quite fraquently. The constant demolition of buildings and
the conscquent destruction of material culture means that
little or no evidunce is left that could be trcated in this

way {radio-carbon dating mcthod)a. - i
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ETHITION OF it

Wovin multicolourcd woolen it in
the form of a rope with loose cndse
It is us.=d by rngas wale dancirs
both as decoration and for holding
swords or cutlasscs in position.

It must have heon introduc- d into
this aramfrom the Hausa spuaking
regions of Bornu or Kano.

Locally hand~woven ¢leth worn by
men to cover thoir nakedness. It
could be plain or richly decorated -
with guometric or any decorative
patterns. Of recent howaver, the
Horthern knot was introduced and

is greatly cherishede

Traditionally hand-wovin cloth
about 9 inches (22.86cm) wide.
Usually it is plain white, but
could have some red or bluc stripes.
Bits of this itum arc worn on the

crown at the back, while some are
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worn across the shouldurs and
allowd to flow down to thc ground.

Deno-Shi-Kwan: : Tannod animals skin with goometric
pattirns worn on thu back by men.
Interchangeable with Zhupmi which
usually has tho hairs ene

Animal skin ticd to the waist at

the back by men. It usually has
its hairs intact, and is called
mulut by some sections of the
Angas.

Che: Calabash rattles (maracass) with
plant seeds scen round it.

_C_}';_e__—_cl;)_g: Hard sc<cds of an Angas tree trapped
into the hollow cavity of a musical

instrument called deanw-dean.

Dean~dean: A musical instrumcnt alwost like a

lyr¢, made from roed stalks with

fan palm leaves at the back and

some secds called ¢l

he trapped
inside.

imninal tails like thosc of cows or

horses used to kecp off insects and
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to cool off oncsclf whcen hot.
Title of the ovir—all chicf of Angas
people. '

Metal rattles.

refors to spirits. ost often howwver,
it implics bad spirits or satan himsclfie
Drum with long woodcn body, used only for
moslun, moswong or :ostar dancesy It is
also called Kadi,

Long picce of shoep hair or tail ticd
onto another piece known as Tsorgen on
dancurs’ armse

Crown of bufale hair, ostrich er crane
feathers and a band of lcather richly
decorated with cowrie shells. Uscd by
rmen only.

mnnual dance performed around October as
thanksgiving for the ripening of grain
Cropse

snnual dance celebrated to usher in the
rains. : :

Main annual dance of tha sngas peoplcs

It is celebrated between the months of
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nugust and Cctober in all ingas villages
on: after tho other, and it marks the
repening of corn, their main food. It
is‘ a thanksgiving dance.

The word wcans 'God of harvast' and is
the nane of an annual thanksgiving
dance observid mainly by the Hill sngas
aftcr all harv sts are comrleted., It
is characterised by masquerades.

4 girdle of grass or coloured leather
amu}ets worn by both men and women on
the waist,

Red leather.

Animal horns, hence 'bel-ki-sombit
which means animal horn blowers.

Gongs or balls, also known as kelct, by

some comaunities.

A legendary symbol handed down to the
/iingas by their ancostors. It is a sign
of unity and is consultcd before any
significant events are celcbrated or

markeds
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Ram skin ticd on the arm by male Gancors
onto which is ticd the lerue
Colourcd beadse
Corn Stalks.
Traditional garbs in the form of bean-
like crecpers, jutc or bunch of lcaves

stuck on thc back and front by nngas

WOIWN e Terent types of l.oaves could
be uscd depending on tho clan or type

of dance, hence the names Yim - for;

Yim - tul; or Yim - ton.

A highly decorated bag in the form of a
harver-sack woven from the fibrous barks
of the boabob tree. Its art of

breduction is mastered only by thc male

inhabitonts of Kon Clane

o Ml GHAVUL, TERIINOLOGILLS :

ti

Bam

Triangular-—shapc’d eutfit sinilar to the
Angas banta worn by Mwaghavul aen to
cover their manhood. Today it is
roestricted to coremonial occasions such
as vellang dances or the annual

traditional horsc racese
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r seasonal dancc for malis. It derives its
name: frorm tho principal nmusical instrumoent
which is a flute made of rued stalks.
iulticolourcd threads worn across the
shouldirs by ferales.

Cercronial hcadwear woven vrom Kachinjici
palms and decoratcd with shucp-tail hairs
and stripcs of lecather.

innual dance for females to wark the coming
of rains or to cclcbrate successful
circuncision exercisese It is perforred
strictly according to agi~croups.

Calabash rattlcs or maracass, sam. as tho
Angas che or the Ron bubwas, with plant
sccds scwn round it.

i type of knifc with ducorated sheath tied

" on the waist by Mwaghavul males, particularly

elderly people in the past, mainly for
self-defence or any such rolated uscs

Today it is restrictcd to costuacs of
cercuwonial occasions. ‘
Triangular - shapud outfit made of the same

cloth as the bamti and with appliqued
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decorative patterid. It is worn on the
shouldirs by vellang darcirsa
Male clders' dance in which animal horns of
varying sizes and sh - s iz the main musica
instruncnt - samc as tho angas pol - ki -
Soubi.

Walking stick for fimales.
Brasg armlcts.
Male eldcrs' dance cLlcb’rated mainly in the

caves or shrincs, and when a titled nember

of the socicty dies.

Red iron axides obtained from the strce;ms.
In the past it was smeared on the body or
face at special ccremonial occasions.
Tanned animal skin either with the hairs on
or removed and worn on the back by male
elders. Same as the ingas Zhurpi or Ron
Fakut.

Rattles. Those made of mital are called
Ndol-shahal, while those made of fan-palm
leaves are known as ndol-ngang.

Dance performed to nark successca at ware
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Leather outfit worn on the waist at the
back by vellang danc.rs. It has tufts
and strands of lcathur and is richly
dccoratid with cowrie sh.1lls.
axe with long neck uscd by wonmene
Torms part of cer, dance costurice
Hand-baqg, woven from jutc fibres and
used by wonicne
Male dance which was in the past
performed immediately after grains

harvest. Today it is performed mainly

for centertainiment at
occasionse

St

nnimal skins with hairs which could or
may not be in the form of bags. It is
worn on the shoulders at the back by
male Nahwai dancerse Also called dusuk
in certain parts of Ronland.

Calabash rattlc or maracass with hard
plant sccd sevn round it. There are
two types, namely long ones restricted

to male elders (called Nyorong), and
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i ccrenonial dance thnt was in the past
performed to mark successos at wars or

communal hunting cxcrcis.se. Today it

rformed mainly for rocrcation and
at annual fostiviticse

Outfit worn on the waist at the back
by male danccrse It is the samc as
the hwaghavul rasa.

hn annual dance for males to mark the
end of all harvestse

Title given to the over-all chief of
Ron. However, because he also rules
the Kulere people living in the same
Local Government irea, he is commonly
addresscd as Saf - Ron — Kulere.
Shiny brass armlets worn by female
dancerse

Headgear made of the twin horns of
hunted animals attached to a bowl-like
contaiper and some cloth at the base.
Headgear complctely ma.e of hunted

animal skins with the hairs intact.

It is commonly found among the Nahwai

dancers of Daffoe
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Dodos Physical representation of some deities
or ancestral figures, usually in the
form of nasquerades; or some sacred
objects kept by the tribal chiefs or
chief - priests, by which oaths are
taken or law and order enforcods

Godo: Locally - woven cotton cloths which

’ were in the past used by both male and
female members of the communities
under review.

Kachinjiri: A type of palm leaves used by
Mwaghavul people to weave mats and
their traditional headgear known as
bunm.

Kororo: Fenis-sheaths which were in the past

Ron
worn byfmen to hide their nakedness.

Rama: Jute plant or fibres.
Sura: Another name synonymously used to

refer to Mwaghavul people as a tribe.
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CHATTER | FOUR
FPINDINGS:
This study was carriad sut on three ethnic groups,
namely the rngas, fiwvaghavul and Ron people. Altogether, six
.different dances were identified and documented (two from

each group). They were categorised accordinc to the ethnic

groupse.
A ANGAS ] EOPLES

The study revealed that the Angas people pra‘cticed
several dances. 3Some of these dances were for rituals,
ceremonies, recreations and for marriages. Others were
for male adelescents while some were strictly wale
elders' dances. liasquerade dances also existed.
Unfortunately today, due to such alien influences as
the Christian religion and the modern political systems
of government, these dances and thelr costuses are
gradually being neglected. The preceding implies that
the costumes associated with such dances are no longer
produced., It was alse discovercd that the remnants of
such surviving dances ars mainly cerceronial and
rocroationals  The activities usually associated with
these dances include farning, harvesting and other

social entertainnents. The most frequently practiced
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traditional dances currently existing in the arca include

five different types (these are Mostar dance; b

um dancesj

Bcl-ki-sombi dance; dosbwir dance and fargyi dancck These

dances are all similar, both in their costunmcs and the
forms or patterns of porformances Although there are five

a

vrent types of dances currently existing in the area,
only two will be discussed. Those arcie-
1o Bel - ki - sombi dance under which costumcs for malis
would be treated; and
2. lMostar dance in which costumes for Angas female dancers
is treated.
1. BEL - KI - SOIBL DaNCE:
(1)  Description of the Dance:

The dance is performed in a circular manner
with the drummer at the centre. The dancers svay
fron side to side with their left legs rhythmically
stepping of £ the ground while the right legs tap

the ground and vis-a-vis. lost of the movement is

done by the upper part of the body, particularly

€rom tho waist upwards, with the two arms firmly
holding the Sombi (animal horns) to the mouth of
the dancer. Occasionally, there is a break in ghe use

of tha Sombi, when songs are sung with the mouth,
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Another important decorative item used for the dancers'
costumes are cowric shells being sewn round the picce
of leather which forms the base of the gp_g_a;f_g_;
(dancers' crown). Today, howcver, white buttons as in
plates III and IV are used instead of cowric shells.
In the past cowrie shells were used as important
articles for transacting business. They (cowrig shells)

were uscd as moneys Cowric shells were the re status

symbols. Where the buffalo hairs, as found in plate
III are not available, multicoloured threads are sewn
round, in crown shapes - see plate IVe Other :
impprovised materials being used include the fan-palm
leaves which arc tied in the form of a crowne

(b) Bat:

The bat is another type of material uscd for the
dancers' costumes. It is a traditionally hand - woven
stripe of cloth about 9 inches (22.86cm) wide. It &s
usually plain or decorated with blue, black or red
stripcs. The dancer ties a picce of this item to the
back of his crown (see plate II) and it is allowed to
flow down to the ground behind him. Other pieces
(of bat) are usually hung across the shoulders,

stretching across the body to the side (sce plate I).
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Detail of MAGAFIER and goM3T

The Magafier or headgear is estimated to be
between 55 - 60 years old, - was produced by
one Yilbok Fikom of Kabwir village which is
also the resident of the present owner,

The Sombi is also said to be betwwen 55 - 60
years. The producer is unknown but ig Presently
owned by a member of the Sombi ~~nge group from
Kabwir,
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Finally, pleces of the bat are elther tied on
or to the waist as can be seen in plate I,
Beng or_Zhurmi:

This is another type of animal matari- 1 used for
thc‘ dancers' costume. It is cither a lion or goat skin
usually hanaing on the waist at the back of the dancer,
and which is allowed to trail on the ground behind the
dancer. The animal skin is tanned and is often marked
with geonetric shapes, usually in a dark blue colour
obtained from vegetable dyes. It is cclled bene — shi -
kwan. I'late V exemplifies the bene and zhurmi, In
addition, there are usually large leather fittings worn
on the waist. These leather fittings are similar to
the pobwin used by the women. Hunted animal skins as
in Plate V signifies the wearers' skill in the art of
hunting.

Banta:

Banta is another type of material used in the
dancers' costumes. It is a traditionally woven cloth
worn by the dancer in front from the waist, concealing
his private parts. Sometimes it is a plain material
with stripes. It could also be decorated with bright

woolen threads and patterns. Plates I; VI and VII
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illustrate the various types. However, the most cormon
oncs are usually dark blue, white or white with
coloured stripcse The people's contact with alien
culturcs has resulted in the utilisation of other non—
indigenous patterns. Such patterns include tho
Northcrn Knot and other geomctric shapes, with brightly
coloured thread: and decorntive pattorns,

Suru:

This is the name of another typical material used
for the dancers' costumes. It is a Hausa name for
leather amulets or talismans worn on the arm just
above the tsorgen. Their (the amulets) number, colours,
shapes and sizcs depend on the individual and the use
for which they are intended. Generally guru (or
amulets) are meant to protect the wearer against any
bad fortunes, and to give him courage and goodluck in
all his undertakings during the dancee.

Teorgen or Turgen:

This is another type of matcrial used for the
dancers' costume. It is a sheep-hair on which a longer
and bigger one, called leru is tied. The tsorgen

is usually worn on the arm just above the elbowse
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PLATE VIT
MOSTAR DANCERS

Magafier both of which are over 40 years
old;

Dang-bi which is said to be over 35 years;
Zwal = Chip which is 20 years old;

The types of bantaj;

Drum; and the sword which is usually

held in place by the amila.

83,
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The leru gives a gentle, flowing movement as the
dancer sways from side to side and as he moves his
arms. This rmovement re-echocs the movements of the

bat hanging from thc magafier and the bene or zhurmi

all trailing behind the dancer as can be scen in plate
IX. White bands of white cloth or fan-palm leaves are
also tied further down the arms, especially on the
wrists of the dancers. The same treatment is given to
the legs just below the knces and ankles as seen in
plate I. These bands compliment and re-echoc the
circular shapes of thc crown on the head (and their
settlement or houschold patterns). On the chest or
waist the bands give o pleasing sight, especially as
the: dancer moves his limbs and body according to the
beating of the drumse

Zwal-Chip:

This is the name for ancther item used for the
dancers' costumes. It is a traditionally hand-woven
bag by males. The material is derived from the
fibrous bark of the boabob trece. It is usually hung
across the shoulder and is very decorative, It also
serves as a storage compartment for all materials or

personal effects of the dancers, as scen in plates

VIII and IX. This item is similar to the Mwaghavul
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Kuluk or the Ron dusuk - which are both made from
animal skins., The art of production of the zwal-chip
is known and mastercd only by members of the 'Rong!
clan in the whole of sngasland, and are usually produced
sccretly in the forest, caves or personal rooms. The
various patterns on the bag are believed to have somc
very significant legendary symbols whose meanings have
gradually becn lost over the years duc to the inaccuracy
of oral traditions of transmitting records. Currently
plastic and leather bags are being used in place of
the zwal-chip where it is not available.

smila is another type of materinl used for the
dancers' costumes. It is a multi-coloured wool-knitted
item hung across the shoulder, at the end of which is
ticd a2 sword or cutlass - (see plates I and X). This
is one other item introduccd to this area by the Hausa -
speaking people. It is very decorative.
Hiitshiz

This is a typec of material used to decorate the
dancers' costune. It is actually metal rattles tied
to the legs at the ankles, which jigale and rattle as

the dancer moves and taps his feet rhythnically on the
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Detail of ZWAL - CHIP

A lot of mystery surrounds the production of this item whose
art of production is only mastered by the inhabitants of 'Rong'
clan. The different decorative patterns are believed to hold
some mystical powers and they are said to represent some legen—
dary characters and occurences.

This particular 2Zwal-Chip is between 35 - 400 years old, and was
produced by a man called Suwa Mukdi of 'Rong' Village. The owner
however is from Ampang Village.
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ground. This item serves both as part of the costume
as well as a musical instrument (see plate XI.)
Dang-—bi:

Dang-bi is the name given to a horse or cow-tail
held in the hand by the dancers as in Flate VII. It
is a status symbol. In the past, the possession of a
horse or cows signified wealth and power, particularly
when most of the Angas domesticated animals comprised
mainly of goats, sheep and poultry. The horses tail
(dang-bi) is used as fan as well as to keep flying
insects away from the dancer.

Group affiliation:

The dance which is similar to the Mwaghavul fer
dance is restricted to male adults, but the audience
is open to all age groups and sexes.

Functions and Significance of the dance:

The dance is named after the principal musical
instruments of sombi which is the horn of both hunted
and domesticated animals. Formerly, the dance was
performed in August when the grain crops begin to

ward

ripen, or zt the burial of chiefs, village and

heads or at the death of any such principal public

figures. Today, it is performed at festivals and all
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social functions, especially for recreation and
entertainment. The dance is used to bring together
all male elders of the community whenever neccssary to
deliberate on very important conmunity affairse
Fusicel Instrunments: (

The principal rusical instrument for the Bel-Ki-
Sombi dance is the sombi itself as found in plates Ij
III and IV. They usually come in different sizes and
shapes, and often have decorative patterns made on
them by the use of coloured cloth and threads. There
is also the bangak or drum as found in plates VII; IX
and XV, The drum which is two-membraned, has a wooden
body (see plates IA and XV) on which some lcather
twines run. These twines arc used for tuning the drum
to the desired sound (note). There is also a special
beating stick used on the drum as can be scen in plate
XT. Lastly, there is the che or calabash rattle, sec
plates XIT and AIV. The Che is made of a gourd with
plant secds sewn round it. Apart from its functional
use, the attoched sewds also give very pleoasing

decorative patterns.
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2. HOSLR LaNCE:

(1)

{i1)

Description - Mostar dance is performed in a
circular manner, with the drummer at the centree
‘he dance steps are the same as in bel-ki-sombi
dance.

Costuuies: -~ The costumes for tiis dance are the

same as in the bel-ki-sombi dance., However,

because women also teke part in this dance, the
researcher found it necessary to outline the
costumes of the females as usod in this dance and
which are sinilar in all other ceremonial and
recreational dances (see plate X1I)e The costumes
arc as follows:-—

(a) This is a red lcather band ticd

around the head, on which domestic bird
feathers (signifying that the rightful place
of the woman is in the home) are attached.
This is the equivalent of the Angas male
Magafier, but whose feathers must be those
of hunted big birds.

(p) Wer: is made of colourcd beads worn on the
neck and somctines on the waist. The size or
number depend on the financial capability of

the individual,
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(¢} ¥im:  This is a traditional garb in the form of bean-
like creepcrs, jute or bunch of leaves stuck in the
back and front, or a girdle of grass and leather
asulets called pebwin (see plate XII) to cover their
private parts. Different plant leaves or fibres are
usd depending on the type of dance, hence the names

Yip~for; Yim-tul and Yim-tcn, all of which refer to

similar jtemse

(a)

Yang-shwe: This is the name given to corn-stalks
carried by women who perform this dance. Since mostar
dance is a thanks-giving dance dedicated to the
ripening of grain crops, women dancers carry corn-stalks
to signify the occasion of the harvest.

(e) Che: is made of calabash which rattles and is usually
carried in the hand and shaken to further amplify the
drum-beats, and dance stops.

(f) Fobwin: This item is made of grass in the form of
amulets, or lcather fittings worn on the waist for
decoration. Today, coloured beads or wer arc being
used in its place. The aim is to amplify the dancers?
hip and body movements. The more they are in number,

the better the result - see plate XII.

The female dancers' costume is almost extincts
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The reasons for this include contact with the Christion
Missionaries, Western cducation; shifts in valuss and
the: ever - increasing rate of imgorality in ths socictye
In the past wven though most of the female dancers!
bodivs were exposed, they stood no danger of being
molested.  This was because taboos prohibitting such
misdecds were strictly enforced at that time, and
everyone in the community was his/her 'brother's
keepers?

Group Affiliation:

’ lostar dance is open to all categories of age-.
groups of both sexes, However, the dance is usually
preceded by the religious performance known as kum—tau
which is a symbol of unity handed down to the Angas by
their ancestors. The ceremony which is performed
secretly in the ?&fl shrines or caves is restricted to
initiated male elders of the community, led by the
chief priest or su-wari, and with two virgins (girls)
in attendance.

Functions and Significance of the Dance:

The dance is performed between the months of
August and October in all of Angasland one after the
othere It is a thanks-giving dance for the ripening

of grain crops, particularly maize and millet.




[image: image108.png]The prescnce of the two virgins at the tau
ceremony significs God's vurity and holiness, hence
the need to consult or approach Him (God) with c¢lcan
and purc minds at all tines, particularly at such
significant times as this.

The dance serves to bring tho entire members of
the community together to work as a team and to jointly
¢ive thanks to God for another fruitful farming year.
Thus, it serves to cement the bond of brotherhood and
oneness among all members of the community and the
need to remain so.

The religious ceremony of kum—tau allows the
leaders to meet and communicate with God on behalf of
their kinsmen, praying to God to forgive them all
their misdecds and thankfully asking Him to continue
to bless them both individually and as a communitye
This prayer usually resulted in peace and harmony
amongst all members of the community. The yim made of
bunchi:s of grecn leaves worn by women signifies
fertility and growth of eithcr the vegetable or
animal world, both of which arc sources of food; and
the numerical growth of the inhabitants themselvese
Also, the whitc grain powder us<d by the young men,

and the masquerades dressed in corn-leaves both show
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DR U M.
Two = membraned drum with wooden body comronly used
by the Angas, Mwaghavul and Ron people for all
ceremonial and .recreational dances. The producer
of this drum is unknown, but it is between 10 - 15
years old. It is owned by the Plateau State Council
for Arts and Culture, Jos.
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the joy of the community at the ripening of their

staple food crops.

In this dance, the musical instruments commonly
used include kadi or a drum which has only one side
covered with animal skine. Unlike the bangak, kadi is
beaten with the hands. Kung is another type of drum
used for mostar dances. It is similar to Kadi, except
that the wooden body of Kung is very much longer. It
also has wooden protrusions or legs jutting out on the
side covered with the leather or skin (sce plate XIII),
Other musical instruments include kelet or surury
{gongs or bells) which arc either twin ones or single
{see plate XITI). Lastly, there is the musical

instrument called Che as exemplified by plate XIVe
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MWAGHAVITL, PEOPLE:

The traditional dances performed in the past by
the Mwaghavul people covered all arecas of human
interactions like ritual, war, cercmonial, male
adolescent, recreational and elders' dances.

Like their angas counterparts, contact with alien
culturcs has led to the neglect of all dances that had
to do with the traditional lcgal, political and
religious systems. Today, the two main surviving
dances are the Vellang and Cer dances, even though thoy
are not obscrved with thc same reqularity and
seriousness as in the past. Rather, the dances are
performed purcly for social entertainment and
recreational activitiese
Vellang Dance:

Description:

Vellang dance could be performed in a circular
manner with the drummer at the centre as in plates
XVIII and XIX. It could also be performed in a linecar
manner with the drummer leading the group (see plates
XVI and XVII). Generally however, it is more
frequently performed in a circular mannere The main
body movement that characteriscs this dance is the

rhythmic tapping of the right foot to the ground while
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the weight of the whole body rests on the left leg.
With the body of the dancers slightly stooped forward,
the swiit body movements can be seen very clearly from
the waist upwards. The music for this dance is
produced mainly by beating a drum called ging and
blowing a cornstalk flute known as yeliang (see plate
XVII) after which the dance is nameds
Costunes:

The costumes used in this dance are quite
ducorative, and they are dosinated by clearly cut
triangular shapes (see plates XVI and XVIII for the
front and back views of the vellang dancers' costumes).

The various items that comprisc the vellang
costumes arc as follows:-—

(a) Bum: This is a headgear which is woven from
Kachinjiri palm leavese. The shape of the bum is
almost conical, but with an uncven base and a
long neck protruding to the fronts While the body
is decorated with coloured leather strands or the
coloured Kachinjiri itself, the two sharp ends
have fine sheep~tail hairs attached to them, see
plate XXIV. The bum is known to be produced only
by the Mwaghavul, Recently however, the Ron

people who are neighbours to the Mwaghavul ethnic
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group have incorporated it into their dancing costiuie:se
It is therefore not uncoumon to see a Ron dancers, os
in plate AXVIII wearing tho bume
Dakwal: The dakwal is 2 triangular-shaped outfit wern
on the shoulders. It is very well decorated with
appliqued patterns and loose ends, and has a long
extension at the back. This extcnsion is usually tied
to 2 white band of white cloth on the waist to hold the
dakwal in position - sce plate XVIII.

Bamti: This is a triangular-shapcd loin-cloth worn in
front by the vellang dancers to conceal their manhood,

It is made of the same cotton material as the dakwal on

" the shoulders, and like the dakwal, it has appliqued

decorative patturns and loose ends (see platus XVI -
XVII)e. In the past, both the dakwal and pamti were
made from locally woven faobrics with some traditiconal

itterns which have since becn lost.  Presently they

are being made frem machine = woven and printed textile
materials. ~Approximately 1.5 motres of fabric is used
for each item, to bz worn by an averagely built dancer.
Rasa -~ The rasa is a leather loin cloth with strands
that are richly decorated with cowrie shells. It is
worn on the waist at the back. It is decorated with

some hand-made decorative patterns. The colour of the
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leather ranges from bricht red to dark-brown, depending
on the age of the items The rasz is meant to amplify
the swift and curt body movements of the dancers -
(sce plate XVIII). If and when rasa is not available,
tanncd goat or sheepskins called nar arei yeed, dn.its
places  Plate XIX shows yellang dancers wearing nar
instcad of the rasa.

Ndol - This is the name given to all sorts of rattles,
which arc ticd onto the ankles both as musical
instruments and as part of dancers' costume. The ones
made of fan-palm leaves as in platcs XVI and XVIII,
known as ndol-ngang are mere comnonly usecd for vellang

dance, When they are made of metal, they are called

Cuk-bwon - This is a type of knifc with decorated
lecather sheathsy  They are worn on the waist along
with such items as the rasa, banta and the white
waistband. The cuk = bwon is both decorative and
functional for cutting purposes and self defence as

the case may bes

Group /.ffiliatiol
The dance which is only performed by males is

crganised according to age-groups. It is performed




[image: image124.jpg]°SHTONVA ON
NYT ON'TTIA DOSSa
T passaig Arejorduosur

XIX  ALvid





[image: image125.jpg]ive

Ve

109.
publicly, and therefore allowed to be scen by every
member of the community irrcspective of age or scxe

functions and Significance of the Dance:

Vellang dance is col bratod immediately nfter the
ripening and harvest of grain crops, particularly maize,

guinca-corn and millet. It is a thansgiving dance and

is also recrcotional. The occasion serves to inculcate
into the members of the community the spirit of
gratitude to God for His blessings through the year's
harvest. It also cements and encourages the bond of
brothcrhood by providing a good forum for social
interactions between all ages and sexes. Today,
Vellang dance is performed at all social occasions,
including wedding ceremonies, Vellang dance was often
used in the past to scllect spouces by the young mena
Musical Instruments:

The main musical instruments used arc the ging or
two membraned drum with o wooden body (see plates XV
and XVI). Others are the Vellang after which the dance
is named (sce plafes XVI and XVII). The vellang is a
flute made of gu‘n-:a—corn stalk. To preserve the
vellang it is eitheg inserted into the hollow stalk of

a bamboo, or wound with rama jute, leather or cloth,

(sce plate XVII), Ndglwqang as found in plates XVI and
Bt

\
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XVIII are then tied to the ankle. Th;'n_- ndol-ngang is
made of fan~palm lcaves with hard seeds or small stones
trapped inside., Lastly, there is the Cha or calabash
rattles as can be scen in plates XIV and XIX.
Cer Dance:
Description:

Cer dance is performed in a circular form with the
drummer at the centre. Sometimes however, particularly
when they are entering the stage as in plate XXI, they
perform linearly. The dance starts with the right legs
being shot forward and tapping the ground two or three
times after which the left leg (on which the weight of
the entire dancer's body rosts) is brought close to the
right one. While the right leg is tapping the ground,
the right arm waves the Kam~Dahar (walking stick) or
the Sep=tok (an axe with long neck) at regular
intcrvals of three strokes at a time.

Costames:

The costumes used for this dance comprised mainly
of their dailv costumes as describud in the following:-
(a) Gizok: - These are long tufts of hair dressed or

worn like a wig. They were cbtained through

painting the hair with either paim cil or a greasy

paint made from red iron aoxides obtained from the
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streamse The iron oxide known as lip is wod in colours
Contact with Westorn education has stopped the wearing
of hair in this manner. Instead, the heir is now
cither plaited or covered with scarfs as in plates XX -
IV,
Ran-Ka:

This is the name of decorative pattorns cut into
the hair by cleanly removing certain portions. This
was done by females whose hairs were not long enough to
be treated with the red iron oxide or palm oil,
Bitok - ulu:

These are neck-wcars made of coloured threads on
the shoulders, hanging across the chest (see plates XX
and XXITI). These were interchanged with coloured beads
simply known as bitok.
Pin-bwon: These are woven plant fibre styands which are
worn on the waist like the tingas pobwin as
in plate XII. The aim was to decorate the
poerson and also to amplify the body movaments
of the dancer (see figure 3).
@his Is also a fibre ~ woven bunch in. the
form of a sling., The broad part is placed
dircctly over the girl's private part to

conceal her nakedness (sec figure 4).
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(£) Puk: Nuk is made of leathur or tanned skins.
The skin is cut into strands and hung in
front and at tho back from the pinebwona.

It is mcant to hang down over the it to

further ceoneceald the dancors' private parcts
and also te vibrate as the dancur shakos e

moves to the drume-beats. This item, along

with the tit were used only by girls (sce

figures 5 and 6 for illustrations).

iii. Group Affiliations:
The dance is exclusively for females, and it is
organised according to age~groups. The audience
however is open to all members of the community.

ive PFunctions and Significance of the Dance:

Cer dance is in two parts, namcly, Cer—can or
Ceredub which is performed to mark the end of
circumcision exercises formeorly collectively held
evory 4 = 7 years. The circumcision period was a
puriod when young men were initiated into adulthood.
The s¢cond one is Cer—war—-shar which was held
annually just before the rainse. It is a perlod when
young girls arc being prepared for marriages

The dance provides an opportunity for young men to

mect and make love and marriage proposals to their
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More of the dancers' bodies are 2 Also th
are much bigger. These are other ways in which M
reflect age in their dancing costumes.

bitok-ulu
1 people
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young fumale countoerparts who in turn usc this tiue to

leovn the principlos of goof homne - oenagoment froa

thedr elderse Finally, all the womeni 1K nro able to

melh oand interact as .quil mombers of the some

communitye. They alse learn te culsivate the spirit of

ion &0 the rocr o

eration and cneness, in

a

aspoct which is very much choerishods
lusical Instruments:

The main nusical instruments used for this dance
are the ging or drums, similar o the ones uscd for
vellang dance (sce plates XV and {VI). The ndol-shahal
or metal rattles as found in plate ¥XI is ancother
instrument. Finally, there is the ¢ha or calabash
rattle as scen in plate XIVe. It is worth mentioning
here that where the ging is not avallable, empty
korosine tins wore useds

The traditional dancing costumes of Mwaghavul

femalos have completely

ppeared di o noglaecte

Even th ~ which wore locally woven have boon

abandcned.  Today, wrappors, blouses and scarfs or
headtics which also serve as uniforms (for various
associations) are being used in place of the oncs
menticned in the preceding above (sce platus XX - XXIT

for the noew form of costumes).
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BUM
The bum was made by Dikam Yawus of Rim Village.

It is over 10 years old, and is owned by the Plateau
State Council for Arts and Culture, Jos.
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Jespite the changes and the inevitable neglect of
certain costume items, othirs such as the bum, rasa (for
men only) and ndol have remained unchangeds The reasons for
these lack of changes include availability of both the

production matoricls and the willing produccrse
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fngas and Mwoghavoel counterporta, -~11

artenurios

the yoor and vital

perforrinces admed at increasing the life forces of the

Run memders, have ceasod to
thedr many dances which ars

most widely practiced danco

be sbserved, Today, awng
mainly coremenizl, the

is the Naohwai dance.

Hahwai dance is the richest and most authentic

costurewise (see plates KXV XAVI; XXXIV). The geeond
dance that will be discusscd is known as Munja/Jekawa:
(1)

Description - Nahwai dance is performed both

linearly and in a circular manner. The dance
requires o lot of chorgy. Male dancers shake very
vigorously their chests and shoulders to the
breath -~ taking drum-beats. T females on the
other hand excotically shake thcir buttockse
Othor movemonts in this

dance include ths constant

display of such weapons as the spears and swords

which arc e¢ither thrust forword in turns or

raiscd high into the 2ir above their headse

(I3)

Costu ~ The costumes which heavily depend on

the primary products of the animal and vegetable
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re quite celourfule. Thos. used by the Nahwal male

dancors includos-

(a)

(b)

a
- This is/hoadgear made of hunted
animal (particularly babcon's or monkcy's) hair.

(sco plate XXVII). The Nahwai female cquivalent of

tiis itom is the shoam .- me - rik  (plate XZATIT)
wnich is made of the twin horns of a particular type
of hunted animale These two items were formerly
status sywbols uscd only by renownod hunters. Today,
duc to the disappearance of these itonms, substitutes
in the forms of machine - sewn caps or scarfs, Aas in
plate XXV arc being usede There is also the Mwaghavul
bum being incorporated into the costume, os can be
scen on the bead of the second figure to your left in
plate LVIII.

Zon (Singular) or Bonnan (:lural):

This is an animal skin (with the hairs intact)
wern on the back as in plates KV VI AKX and
XN¥IVe It is functional in two ways - firstly, it is
meant tc amplify the shoulder movements of the dancer;
and sccondly, it serves as a container, thus holding
the pursonal cffects of the dancors. Some scetions of
the Ron cemmunity call it dusuk, while the Hausa people

know it as tambura. The acsthetic and decorative value
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(e)

1226
£ this item is thc way in which the hairs are dresscd

and made to hang drwn looscly.

This item is made of

imal skins, worn on the

>t thu back below the

bon or dusuk, (sec pla

TV; XAX and A4XIV), and is allowed to trail behind

like the ongas bene or zhurmi. The fakut is meant to

amplify the dancers' movements; further conceal the
dancers' nakedness from the back; and to protect the
body against the clements. Where this item is not
available, other alturnatives are sought and uscd in
its placce The most striking improvisations in this
roegerd is the use of reeds. The rocds are cut into
equal lengths and painted with such colours as
vegetable red, blue and ycllowe They arc then sewn

togethor as in plate X4AIT.

I

This is a Hausa name for penis-sheaths formerly
used by the Ron. Today, pants, shorts and trousers
have complctely displaced ite

Other items that go to complate the costumes
include swords, spcars, and clubs which are carried in
thc hand to signify Ron people's legendary tales of

warlikencss and their dependence on animals for
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said to be
between 40 -
50 years old.
The spears
are much

older.
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The gwi or
drum in the
picture is
said to be

over 50

{ years old.
)

. \ Note the

different
types of

spea:
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This item is over 50 ycars old a wned

by the group lcader of the ai dance group

from Daffo. The produccer is however unknowne




[image: image144.jpg]126.

All the headgears arc inprovisations, Notc the

wi and worn by the foremost figure, which is
imilar to thc angas bat. The long calabash rattle —
restricted to ritual or male

It is said to possess mystical powers.
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Note particularly

the use of animal
hairs for the major

parts ef the costume
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livelihoode (See plate XdxI. Earth colours orc alsc
conm ne

—ostuncs as used by the fumalc dancurs src as follows:~

a~rik - This is » traditional headgear am

bclonging to the antelop (gik) £

I1II)e Where the

2me of the animal is not known,
the common name for hunted games (1lo) is used instead
of the definitc name of rike The name thus beccmes
shoam=ma~lce The twin horns are fixed onto a bowl-like
containcr which is in turn held in place by colourcd
leather straps richly decorated with cowrie shells, or
somc piece of cloth and coloured beads. Ideally,
shoam~ma~rik was worn only by wives of renowned hunterse
Today, it has become synonymously linked with the ethnic
group, just likc a typical Nok ferracotta head
represents the ontire Nok civilisation. It is indccd

o status symbole

This is a bunch of certain plant's leaves -
similar to the sngas or Mwaghavul yim -~ worn on the
back tc amplify the hip and buttock movements of the

dancer (sce fumale figure in plates XAV and XAXIV),
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The leaves which could last for soveral decades are

neztly sewm together and s d. Ench time they are to
be used, water is guntly sprinkl.d on them to get thom

soft. <t is said that the porticular plant uswed For

this purnos. is scarce., This ins why it is being

vrosurvedas

aom:

These are motal rattles, same as the ingas hiitshi
or the Mwaghavul ndgl—shahal. This items is now giving
way to the calabash rattle known as bubwas which are
smalls The lrng one as scen in plate XXVIII is known

as Nyorong nnd is restricted to ritual or dodo, and

strictly male elders! dancusa

Thuse are shiny brass zrmulcts worn on the arms -

sec arms of thoe figure to yvur luft in plate XXXIII.

The nueber of shitam worn by a dancer, like those of
the eoloured bead and cowrie shell-noecklaces, depend
on the individualls social status and financial
capability, Both Shitap and the bead, cowrie shell and
cilourcd thread necklaces arc meant to clank and

roflect the sun~rays as the dancer shakes herselfs

This gives very dramatic effects.
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The doy or bunch of leaves is said to be
between 15 - 20 years.
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Godos

This is the Hausa name for locally woven cotton
material ticd like a wrapper - sce plate J0CITII.

Fermerly the size and decorative patterns depended ¢n

ne's financial cz

apility. Today, godo has completely

aiven way to me ically woven and printed textile

materinls - see fe

1le figure in plate XAXIV.
Mashir:

These are fibre woven bits similar to the
Mwaghavul tit - sce figure 4. It was used by girls to
cover their private parts. The differences between
costumes uscd by young girls and clderly women is not
so grecate The differcnce is only in the size of the

materiale i1l Nahwai dancers (whether males or female)

use some <arth colours on their bedies or faces. The
common colours used in this way include carth brown or
red and ashy cclours of grey and whitee To them red
depicts manliness or danger whilc whitc stands for
peace and order which are the ultimate goals of all the
inhabitants of the Ron communities.

Group iffiliation: -~ Nahwai dancc is open to every
person in the community, irrcspective of age-group or

scxe It is also watched or seen by cveryone,
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Functions and Significance of Nahwai Lence: -

Nahwai dance was formerly performed to mark successcs
at war, collective hunting, and at the ond of circumci-
sion exerciscs which were held at rogular periods of
between 4 - 7 years. Today, the dance is performed at
any timc of the year, and at such occnsions as Christ-
mas ~nd New Year fostivals or weddings. Nahwai dance
is never performed at times of distress such as burials

r vhen the community suffers any forms of calamitics

r huniliationse The dance significs happiness, and it

provides outlets for emctional stress. It is thus both
cercemonial and recreational encouraging team work
through ccllective responsibilities. The period
provides opportunities for all wap vetcrans and
renowned hunters to publicly receive or be conferred
with their various titles.

Finally, it provides opportunities for the young
members of the community to be taught all thoe

traditional ethicse

lusical I uments: - The musical instruments commonly

used for Nahwai dance include gwi or drum with very
long wouden bodies, but with only onc side covered by
the animal skine It is very much same as thc sngas

and Mwaghavul ~ see plate XXVI or XIII.
kung
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The gwi is a symbol of unity awcng all Ron commbhitics.
Where the gwi is inavailable, gingang or a smaller drum
similar te the Mwechavul ging or the 4ngas bangak -

see plate XV - arc used. Bubwas or calabash rattles -

(plate XIV) arc other instruments, while Kayam or the

motal pattles -~ plate XI - very much like the singos

biitsti or the Mwaghawol ndel-ngang arc ticd to the
legse animal horns known as yiya - (also called
rurwang) - sce plate XXIX with the item hanging on the
chest, arc alse used at intervals during the dances

w_.&_\l‘“f JEKAWA DANCE:

ipticn of the Dance: - It is entirely a

masqueradc dance. The masquerades which arc of 2
types, namely funja (represented by the dark figure to
your left) and Jekawa (as roprosented by the three
figurcs wearing raffia outfits) both of them in plate
XXXVe The dance is full of accrobatic and vigorous
body movementse

:8: = The costumes for this dance include

Prightly ccleurcd animal and human masks or headwears.
The Munja masquerade (dark figurc) has a tight netting
outfit (made of rama jute) worn underncath a much more
loose costume which is made of strands of rama jute.

Colours generally associated with Munja masquerade is

blacke
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Masquerades, which arc usually rore in

nunber hav: a more tightly - fitted underwear clso

woven of jutc. Over this tightly fitted outfit

is the raffia worn on the nock, waist, elbows and

anklese Circular patcrns deminate this costunc sce

plate XXW. Colours associated with Jekawa arc

black and whitc. Behind thoe right knecs of the
is usually attached giant Kayam or mctal rattle meant
only for this dancees bkach of the masquerades carry
whips or sticks, and somctimes donkey tails to complete
the costume - sce plate XXV again.

Group sffiliation: - This dance is strictly performed
by initiated male elders seccretly in the shrincs, and

it is not to be watched by women or children.

ns_and Significance of the Dance: -

Traditicnally this dance was only performed during
rainy seasons; cmergoicics like wars, huntings and
clders mectingse The dance originated from the need
to summon together all male clders whenever the need
arose for them to deliberate on serious matters
affceting their communities. The masquerades thus
went round the clans announcing the meeting and also
scrving te keep off all unwanted people like women

and children. The dance provided an offective way of
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enforcing traditional customs.
The masguerades roprosent sume ancostral spirits,

an: are thorefore qroatly flared a

4 respucted by alle
In a seasc they symbolise treditional authority. The
dence 1s hardly cver performed today, oxcept at sopme

important civic receptions for entortainment purposis.

Va susical

struments: -~ The musical instruments uscd

for this dance include the Nyorong (leng calabash
rattles) seo plate XXVII which is the cmblem of power
assuciated with this dance; qur or gwi as in plate
LW and the yiya otherwise called rurwang or animal
horns, similar to the ongas gombi or Mwaghavul fore
Finally thore arc some wooden tlutcs known as niil

which are blown interchangeably with the viya or

rurwang.
BUNCTIONS OF COSTUNES:

Throughout the world, people ascribe to druess certain
functions quite apart froem that of protection against the
elements or the beautification of the person. This is
particularly so whon we rocall that the great ancient
civilisations arose in the valleys of the Buphrates, the
Hile and the Indus, all tropical arcas where protection

from

the cold could not have been the dominant motive for

wearing clothess. Uany such motives have been aduced,
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ran~injy from the sir

idea bas.d on the story in Genesis,

that clotivs wore worn fur roasons of modosty, to

sophisticated notion that they were worn for reasens of
¢isrlay and wrctective magice There is no doubt that thce
functions f cousturics vary from socicty to socicety. This is
why human beings have for thousands of ycars invoested much
tim., .ncrgy and thought in dressing and adorning the huran
hodye Using cosmetics, paints and other aditives; ramoving
or dressing the hair; deliberately mutilating the skin by
cutting or plercing; covering himsclf with material trappings
such as clothes or cye-catching accessorics, thus giving
risc to costumcs as an important aspoct of human life.
Costumes are cultural products whose design and use are
subject in a society to cultural patterning, various social
structures like the family, polity, religion and social
classifications compose the over-all social organisations.
The association of individuals with any of these structures
may be made clear by clothing, or the type of costumes they
weare In studving costumcs therefore, we begin to realise
that it is a study of man in relation to certain phascs of
the material worlde This relationship is highly sociale

nll socictics arc so organiscd that they have patterns of

role di rentiation based on age and sex, and ordinarily

these social institutions are reflected in dresse
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3econdly, roles associated with vpositicns in tho comwn

social organisaticons of family, polity, cconomy and so on,

are often poflocted, It is apparunt therefore that
costumes have more to do with role differentiation;
identification with sorme such scecial organisations, than
with medesty cr covering the hody against the elemonts.
This by no means sugyists that the beautification and
pr.tection cf the body is not done, ‘or that this aspect is
insignificant, Rather, it is suggesting that guite apart
from these, there are other significant motives which
reflect the social, political, religious and the economic
pursuits of the communitics concerned - without which the
human being would hardly be elevated above any living
thinge

Cestumes are products of socio-cultural demands, and
like all other art-forms, they are symptomatic of cultural

values that are positively oriented towards man's search

for a secure and ordered existence. They are agents of

ial cuntrol reflecting the ethics of the ethnic groupy .
and embody in aesthetic forms the spiritual forces that
are beliceved to sustain law and order, Like any forms of
art, costumes being a symbolic language, perform symbolic
functionse. They reflect certain social behaviours, social
institutions, economic organisations and the like by
conveying direct meanings and the emotiocnal qualities of

the groupe
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In a manner as iiteral as the silent jrinted symbols on
the pazes of bocks, African art and art-forms spoke and still
speak to the reople who undarstand what its symbols are

savinjg., They are

incipally symbolic rather than

representztional, and their

rose is not to reprocuce
nature but to comment on it and to svoke the wisdoms and
authority of the ancestors. Costumes and other African
art-forms speak of the way of life or of the ways cne should
live; of familiar loyalties and social responsibilitiese.
They also instruct on the hidden forces of nature that
determine success cr failure in the face of a sometime
hostile, and sometimes benevolent universe; of what one
must do or what a people must do to placate these forces

or hold them at bay. They instruct in the planting of crops;
in the healing of the sick by constituting an effective form
of psychosomatic medicine.

Masks and emblems were principal instruments of sociai
control. In addition to the tempcral authority which they
gave to members of African tribunals (just as the wig (
symbolises the authority of the British judiciary); masks
enforced the ancestors' spiritual authority. Belief in
the presence of ancestors was strong and everyone responded
dutifully to the powerful symbols that were shared by all

the people in the community.




[image: image162.png]144.

Other costumes were creat:d purely either to beautify
the wearaer or to entertain the audience -~ strictly for
laugtse 3cume costumes were used to encourace fertility in
husar: beirgs, in animals and crops. Others were created
to bring good luck or to protect individuals or groups of
individuals from harm; to punish wrongdoers and to predict
the future, Powerful shapes such as the horns of animals
symbolised strength and virility; frightening visages to
inspire awe and fear in order to enforce social custom.
Porms or parts of animals in which their essential qualities,
whether good or bad, endurance, strength, speed, or grace of
motion, stealthiness, bravery, evil, deceit and so on, were
captured and utilised ceremonially in instruction.

In looking at the traditional dancino costumes of the
Angas, imwaghavul and Ron peorle, we discover that they were
basic instrumcnts of social cohesion, serving as the principal
expression of their total being and belief. Tor one to grasp
the literazl meaning of any individual piece of their costume
one must learn to apply the specialised tools of ethnology,
linguistics and aesthetics.

Presently, the costumes being used by the Angas,
Mwaghavul and Kon people are those having to do with
ceremonial and recreational dances, whose functions include -

beautification of the¢ wearcer; entertainment of the audience,




[image: image163.jpg]145,
scaring of the audience, thus enforcing social cusiomse

Others uscd include those having to do with such status

symb as oest hunter, farmer, warrior and so on. The
srovailing utilitarian tondencies that exist in these

costumes could be sub-divided into expressiv: and

ental goals.

The cxeressive functions involve the emotional and
communicative aspects. These are often communicated to the
audience by such symbols as colours, shapes or the general
body movements of the individual, who in turn stresses these
functions through his unique body movements or his unique
aesthetic capabilitiese.

The instrumental functions of thc¢ costumes involve
practical ways in which the various items reinforce the
expressive aspects. These include costumes that compliment
or amplify the dancers" body movements. Also, such
portions of games as the animal horns, skins, hairs or
bird fcathers worn by individual dancers; the vegetable
and mineral products; and the decorative patterns help to
communicate these intentions by graphically re-echoing the

dancers footsteps and body movements.
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CHAPTLI FiVE

SIHILARITT AND DIFFERENCLS

Similarities:

The similaritics that exist in the costumeé of the‘
Angas, Mwaghavil and Ron people are best approciated
whon viewed in relation to their ancestral originsg
their geographical locations and the fricndly ties
that have existed botween them as cultural unitse.

The terrain of their habitats, climate, their occupa-
tions, technology and clothing are all very similar and
are all reflected into thelr traditional dances and
costumes. Other factors that justify the similarities
in their dancing costumes, include their belicfs in

one supreme God, ancestral aspirits or deities and other
related cultural traits. Most significant is the .
availability of raw matcrials.

Much as the physical similarities of the items
matter, the underlying motives for their (costumes)
creation and use; their functional qualitics - indeed
their intended role in the unification of the individual
communities takes precadence. This ensures thuir
continucd existence as single indivisible cultural units,

particularly through beliefs and the maintenance of the




[image: image165.jpg]147,
communitics' social, religious, political and moral valicse
By use of the media of local artists, the various spirits
are localis:d in the various items of thc costumese

In all the communitics, thure is a delibcrate acsthetics
ained at, and all of them producing these costumes have the
common will to please the ancestors, some supcrnatural force
or simply the crowd. It is no wonder therefore that the
various costumes, depending on the occasion and the effect
aimed at do turn up to be either simple, colourful,
grotesque or even satirical.

The similaritics in the dancing costumes of the Angas,
Mwaghavul and Ron communities are found mainly in the
materials used for the various items. These include
materials from the animal, vegetable and mineral resources

of the various localitics - see table 1 on page 148.
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Animal Resources:

The Angas, Mwaghavul and Ron people believe
that they are integral part of nature, living
according to its dictates. The social standing
of a person, for example depends largely on the
number and quality of the animals he ownse.

These animals, apart from being sources of food,
alsc play vital roles in the marriage contracts,

ritual sacrifies, fertiliger for the farm,

clothing for daily and special used. Oftep

human remains were buried in fresh animal skins.
Some animals are often chosen as messengers of
the ancestors who serve as media of supernatural
power. It is even believed that at times sculs
of dead persons find tem.orary abode in animals.
Some people are even believed to assume animal
forms to escape possible impending dangers. 3Such,
is the relationship between the Angas, Mwaghavul
and Ron people with the animal world. There is
therefore the desire among these people to
possess the strength, ability and natural cunning
of animals. Thus, the rites for successful

animal huntS, the many animal-hecad masks or the
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usz of the various portions of animals as part of dancing

costumes are belicved to confer on the dancer the

attributcs of the animals concerncd. Numerous litwurature,

stories and historical accounts in which animal

charactors prodominate, abound in those communitiess
The common materials that cxist in thc costumes of the
Angas, Mwaghavul and Ron people, which are of animal
origin, include:-
Animal pelts used for the Angas, Mwaghavul and Ron
hiadwears; the Angas bene or zhurmi which is the same
as the Mwaghavul nar and rasa or the Ron fakut. Other
items made of animal pelts include the Angas and
Mwaghavul kuluk which is similar to the Ron bon or dusuk.
Animal horns - Thesc are used as flutes (musical
instruments) by all the communitics.
snimal head masks
Animal tails for decoration, status - symbol, for
keeping off insects from the dancer and cooling off
when hote
Cowrie shells for decoration and
Feathers as decoration and status symbole
Vegetable Resources:

The Angas, Mwaghavul, and Ron communitics are

basically agrarian with their basic sustenance being
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vegetable in origine Cereals form the basic for their

daily food. Other uses of vegutable products include

roofing, fencing, shelter, tools, woapons, religious

objucts and clothing. Substinces are also extract.d

from the vegetables for decorative and curative

purnoses. The plant or vegetable products commonly

used by all communities for the production of dancing

costumes include:

(a)

(b)

(c)

(@

Tree and jute fibres for the Angas zwal-chip;
Mwaghavul shang and the Ron munja/ jekawa
masquerade outfit.

Cotton for cloth and other decorative items.

Fan or Kachinjiri palm leaves for hats and other
items like the Mwaghavul bum; Angas magaficr (when
hunted animal products are inavailable), and for
the circular bands on the gombi dancers' arms,
wrists, knees and anklesg; fan palm leaves arc also
used for rattles in all communities; Kororo or
peniSsheaths, or the Ron and Jekawa loosc gownse
Leaves are used for the Angas and Mwaghavul Yim
and ths Ron Loy for female dancers.

Vegetable dyes for leather, cloths and body

decorations.
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{f) Grain powders and

{g) ‘vood ashes or charcoal colours.

Mincral Resourcass:

The mineral world plays a great rolc in the
existence of the Angas, Mwaghavul and Ron comuunitics,
Beina tha source of all life whother vegetational or
animal, evervthing is made from clay, or at least
derives from it. Also, most things are earth-coloured,
The ties between man and the earth in these communities
are so great that earth colours even pursue them (the
people) to their religious ceremonies, costumes and the
various dances. Infact, man himself has to return to
dust at the expiration of his life. The common items of
mineral origin that are found in the dancing costumcs of
the Angas, Mwaghavul and Ron people include:-—

(a) Earth colours ~ particularly red and white. Red
stands for courage and strength (often attributed
to the male sex). White on the other hand
signifies peace and purity. It is also said to be
protective. L

(b) Metal rattles —= These were obtained through iron
smelting and smithying, Other products obtained

through smelting and smithying are swords, spears
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and knives - all of which form parts of each community's
costumes.

The effects of missionaries and colonial administration
on th: various costumcs are also similar. The commonest in
this regard is the drop and abrupt stoppadge in their
production. Costumes have become adulterated by unnecessary
additions of such items as T-5hirt; variagated dresses, shoes,
slippers, and sockse

Another area of similarity in the dancing costumes
include the production of the various items. Generally,
these include tanning; weaving; applique patterns; knittings

painting and carvinga.
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The dificrences that oxiszt in the dincing costumes

of the angas, Mwaghavul and Ron peorle are larjely

refflected in the formg wnd shapes of the vericus itons

in the virious costumos - see table 2, on page 154,

angas Feoples

Generally, Angas costumes have a flowing tendency,

Most of the items like the bat, amila, banta, zhurmi or

bene, zwal-chip and leru looscly hang down to the

ground, in stripes or strands. There are also white
circular bands on the head, chest, waist, arms and
legs - see plate I. The decorative patterns which are
either woven into the item or knitted (appliqued) are
more boldly displayed on the zwal-chip and banta
respectively. Other decorative patterns like those
on the bene - shi — kwan are however painteds The
paints comnonly used for this purpose are vegetable
dyes.

the
The magafier which iS/most conspicuously differ:

item from those of the Mwaghavul and Ron arc assembled
from scveral different materials. Its production
method includes taniiing and shaving of the lcather

band, follow.d by scwing of cowrie shells onto it,
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The buffalo hairs arc combed and neatly knitted together
while the ostrich or crane feathers are fitted in when
required.
Mwaghavui People:

The cos*tumes of thoe Mwaghavul peopls on the othuer hand
are dominatcd by triangular patterns. The items that shar:
this triangular tendency include the dakwal on the shouldors;
bamti on the waist in front; bum on the head; rasa on the
waist at the back; and the various compartments of the
ndol-ngang on the ankles - see plates XVI - XVIII. While
the Angas pene or zhurmi are in single plain colours usually
painted, the Mwaghavul raga is additionally decorated with
cowrie = shells,

The bamti and dakwal are made of mechanically printed
textile materials, with appliqued decorative pattoernse

The bum which is 2 unique item produced only by the
Mw:ghavul is woven from kachinjiri palms. It is decorated

with thin leather stripes and sheep-tail hairs (sec plate

XAIV) o . . R ) ‘

J

Ron People:

The typical Ron dancing costumcs are deminated by
animal skins and hairs. Instead of the Mwaghavul dakwal

which are made of cloth, Ron people wear bon or dusuk
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which is made of animal skins with the hairg on. They
aigo wear fakut (anothsr animal skin with hairs) in
see

place of the Angus bene-shi-kwan ond the Anga

plates <XV: and XXX. {lost Ron dencing costumes have no
decorative patteurns.
Tha mogt striking aspect of Ron dancing costumes

are the hwad-wenrs, namely shoam-ma-rik and sweh—ma—

kating, Shoam—ma-rik is made of the twin horns of
hunted animals. In most cases, the base which is a bowl-
like container is richly decorated with cowrie shellse
Howzver, when cowrie shells cannot be obtained pieces of
cloth are usod to hold it in placc (see plate XXXIV).
Sweh-ma-kating on the other hand is completely made of
animal hairs (as in plate XXVII). While the animal skin
is still wet, it is sewn onto an objuct (like a pot) the
size of a2 human heade It is when allowcd to dry in this
shape, DBoth horns and hairs uswd for the construction of

these two itums must be those of hunted gamese - ,
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coztunee which are gencrally dif nt from thuir overydoy

wesrSe Usually, they are vory decorative. Garturs which

rattle z2nd emphasize the rhythmn of the dancue are common

to all communitics. Cowris shells, formerly a sign of

value if not "

money™ in the Buropean sense, are very
much employeds However, the variation in the effective
use of coloured seuds, shells, beads, feathers, leather-
plain and dyed, animal pelts, trec backs or fibres and
leaves is so enormous.

The arts of dancing and their costumcs amonust other
things, erc used by the Angas, Mwaghavul and Ron people
to express their internal solidarity and se¢lf sufficiency.
Converscly, they {(the dances and costumes) are used to
express their differcnces from all the surrounding ethaic
groups. These communities utilise to the fullest all
available animal, vegctable and mineral rosourcoes in their
various localities. The rusources feature prominetly in
the various dances and costumes, rituals, beliefs or

rcligious and socizl relationshipse
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The formation of their dances {(which are mainly

circular) reflect thedr scttlement patterns, which in

lect or indicato the social cohesion res

desired by all the members or communitics. The areas
encloscd by the cilrcular huts in the houschold patterns
perform  the same roles as the drumner st the centre of the
dancers. They unite =nd regulate all activities of their i
menber Se

When dancers perform linearly (as they do when grecting
chiefs or distinguished personalities), they are in csence
acknowledging the existence of devince authority and powers
bestowad on all leaders. The change in the position of |
the drummer from the centre to the end, ahead of the dancers,
symbolically signifies the position of every community
leader  in relation to other members of the society. This
is also clearly reflected in the settlement pattorns where
the hut housing all the male ¢lders of the houschold is the
one first met (or arrived at) at the only cntrace to the |
compound s ‘

The belief in the prusence of ancestors was strong in
every member of the community. Por cach purposc, a suitable

form or symbol was created - those forms included female

beauti.s as fertility symbols; bold powerful shapes such as
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the horns of animals to symbolise strengti and virility.

Otk r inages used, include wtening appearances wmeant to

irsyi awz And feny — those were used to onlorce social

custore Art-forms (particularly dancing costumes) were the

principel objects by whi 1 ond Ron

pecnle wxprossod thedr totzl beld

in these communitiss, dancing costumes are not worn for
rcasons of modesty or protection against the elementse
Rather, they are symbolic in the conveyance of dircct
meaning and reflective of the dancers' (or communitics)
emctions.

Much ryth is attached to the costumes. Th.se include
the myth of criation, power structure of the society, myth
of history, religion and cven settlement patterns. The
costume:s clearly delineate role performances in the socicty,
such as political institutions, economic organisations,
social hierachy, religious organisntions and the power
structurc.

The public okject of the costumes or their varicus
component parts arc related very much to the peoplae's socio-
cultural deminds, They refloct the people's cultural values
and are westly functional. They serve to educate, instruct,

inform and to please, thus unifying the tribes by using a
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communicative or symbolic language shared and understood
by all memberse. They express in addition the religicus and
philosophical values of the communities, which arc all
oriented towards their search for a secure and ordercd
existences

The communicative aspect of these costumes are most
apparent and clearly portrayed in the decorative patterns,
shapes of items, colour, materials used, the occasion and
the over-all outlook, plus the body movements of the dancers.

ns agents of social contrel, particularly those of the
masquerades eor ritual dances, costumes reflect the ethics of
the ethnic groups. They embody in aesthetic forms the
spiritual forces that are believed to sustain law and order.

Dancing costumes among the /ingas, Mwaghavul and Ron
communities are additive, with accumulative tendenciese
All the components of dress, all the known arts of decoration,
all materials usually utilised in ordinary and special dress,
and even those not normally associated with dress are
beautifully useda.

All dancing costumes (traditional dances and costumes)
of the angas, Mwaghavul and Ron communities have deliberate

aesthetic effects aimed at. All of them have the will to
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ple 2ither the ancestors, some supernatural force or
sirply the crowde

Body decoration ard vainting among the sngas, Mwaghavul
and Ron communities is limited to such special occasions
as rituals, war or ccremonies — all of which are accompanied
by dances. These occasions are eut of the erdinary in
which painting changes the individual from an ordinary
person to a man of distinction. War paint for example
(which is red) is usually linked or associated to magical
powers, which evoke (along with the cestumes) the wisdom
of the ancestors. The costumes fer.these special occasions
instruct and remind members on how they should live -
according to their familial loyalties social responsibili-
ties, of the hidden forces ef nature that determine success
or failure in an uncertain world; and of what members and
the entire communities must do to please these fercés or
avoid their anger.

Most surviving dances among the Angas, Mwaghavul and
Ron communities, are those having to do with varieus *
times of the year, when crops, particularly grain crops
are sown or when they are ready for harvesting, and after
all crops have been harvesteds Others have to de with
social entertainment, recreation and very little vocational

dancese
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The high rate of oral tradition among thouse communitics
has led to the near - complete loss of the fundamcntal
reasons, motives or meanings for the use of certain
materials or decorative motifs on the costumes. #Also,
most traditional production methods for the items have
either becen abandoned or modified to suit the new
matcrizls now being used along with the new religious and
social institutionse

Other factors that led to the abandoning of the
traditional art-forms include Christian Missionaries who
sought to wipe away most of the customs and traditional
institutions in these societies. Administrative (colonial)
measures in many ways also disturbed these societies even
more than did the Missionaries.

Due to lack of sufficient knowledge about the meaning
of the different costumes, people tend tc encourage certain
ones (like the western ones) while they try to suppress
traditional costumcs which are considercd arbitrarily as
indecente Understanding is necdcd not only of the costumes
as an isolated phenomenon, but of the place they take in
the whole traditional African culturcs. By so doing, it
may be found that the items or costumes that seemed objection-

able, serve on the contrary a highly moral and useful purposce
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Today, most educatcd members of these comrunitics do
riot 1like their traditional arts and art-forms (including

all forms of traditional costumes)e The reason for this .

is that, in the process of acquiring Westorn ation,
snd culture, thcy have lost the culture which allows thom
to sce immediately the relovance of what is traditionale
With the trauma of foreign conquest and the imposition
of alien cultures with their sophisticated and adulterated
influence, youths in these traditional societies now look
down on their own cultures as primitive. This change from

the traditional system to the modernised way of thinking

has resulted in the loss of the people's cultural heritage.
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traditional art-forms among the ingas, Mwaghavul and Ren
communities; and also, having identified the mest probable
causcs of the shift from the use of these items, and the
result of this shift on these and other art-forms, the
researcher wishes te make the follawing recemmendations:

1e  RECOMMENDATIONS TO THE STATE ..ND FiDER.L GOVERNMENTS:

511 Governments in Nigeria should encourage,
promote and decument all the past and contemperary
traditional arts and art-forms within their geegra-
phical areas. They should encourage morally and
financially all able and practising artists by creating
markets for traditional art-forms through the formulae
tion of policies in this regard. This would surely
revitalise traditienal arts and culture and also give
them their rightful places. We sheuld not forget that
culture is the bedrock on which u‘.lur:y individual as
well as the nation derive their ideals. Adequate funds
should be provided (by the Federal and State Governments)
to all organisations charged with the responsibility of
promoting, preserving and documenting our arts and

culture. These bodies should judiciously use the funds
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to orgarise annual National and State fustivals — during

which scholarly papers should be delivered

; discussed and

all r«commendations proposed should be fully implemcntude

ST. 0, ARTS COUNCILS GR

All the States ..rts Councils as well as the
Departments of Culture should adequately document all
art~forms within their s5tates. They should also
organise exhibitions of professional artists and
craftsmen on reqular basis. This would keep the socicty
in costant touch with their contemporary artists and
their works. #lso, competitive exhibitions of traditional
art-forms should be hcld fref time to time. This weuld
help to inteqrate artists working in the traditional
way to their counterparts working in the modern methods,
and the community within which they live.

Henceforth, all exhibitions or festivals should
be organiscd sellectively, and one at a time. For
example there should be an exhibition of ceramics,
graphic design, textile designs, traditional or modern

costumes either for ordinary or special cccatioms,
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sculpture, paintings and so on. Others includc
Festivals of lwsic, Dance, whether traditional or
modern, drama or the literary arts. st these times
various papcrs rolated to the exhibited works and
which stress their historical, contemporary and
projected future values should be presented and
adequately discussed. Practical displays in each of
the related exhibitions should also be enceuraged.

RECOMMUNDATIUNS TO THE MINISTRY OF EDUCATION:

The Ministry should ensure that the nrts, in all
its ramifications are taught in all primary schools,
secondary and tcachers' training colleges. Subjects
to be taucht should include the Performing arts as well
as the Visual srte. Firally, the literary arts should
be fully taught. By tecaching children to appreciate
all traditional and modern art-forms, they would be
able to value all their traditions and culturcs which
have successfully preserved their race-types united,
despite the various environmental challengesa

The Ministry should encourage the formation of
Arts and Culturel societies in schools and colleges,

with orientation courses and practical demonstrations
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being organiscd for both staff and students regularly.
As much as possible, every school should have on its
staff list Nicerians who are qualified in the various
related subjectsa

The HMinistry should ensurc that all thc mass
media, the Tclevision, Radio and the fross devote more
attention to the promotien of the .rts and Cultural
education. These should be in the form of lectures,
performances, discussions or articles by experts in the
various fields.

University Departments which are closely related
to the arts and culture should collaborate with thr
Ministry of Lducation and /.rts Councils in the varieus
States to mobilise their expertise to organise
workshops. The purpose is to assist the teachers in
promoting cultural education.

RECOMMENDATIONS TO THE LOCAL COVERNMENT COUNCILS:

411 Local Government Councils should work hand
in hand with the artists, ..rts Councils, States and
FPederal Governments te revive our lost cultural glorye
They should therefore identify all outstanding and

promising artists as well as craftsmen in their localities
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and give them all necessary encouragemente

#11 Local Government Councils should establish and
maintain Museums where all the exhibits should be
well-documenteds  Such Museums would serve te educate
both the inhabitants of the areca and tourists. The
Local Government Councils should generate interest in
researches (such as this one) into the varieus aspects
of their arts and culture. In addition to the physical
items, efforts should be made to record and document
all art-forms. Such activities should be carried out

and documented in both English and Nigerian languagese

SUGGESTIONS FOR FUTURE STUDIES:

One of the most difficult problems encountered by
the researcher is that the deeper interpretative meanings
of most of the traditional costumes and their decerative
patterns were not fully accomplished in this single
study. For instance the various production methods of
the different items of the costumes, and the reasons
for the variations could not be immediately uncovered.
This was infact due to the inadequate information as
well as lack of sufficient amount ef time for the study.
Hence so much work is still required in this area of

study. Many art-forms related to
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the production of costumes for both ordinary and special
uses have not been studiede
It is thereforc suggested that the costumes meant for

daily uses among the sangas, riwaghavul and Ron communitic

should be studied. In undertaking future studics, more
time should be devoted to the field work or data collectic
periode It is hereby suggested that single art-forms be
studied in respect of each community rather than a

generalized survey. This would allow the rescarcher to

exhaustively treat the subject he is trying to studye
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