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ABSTRACT

The thesis | ooks into Hausa fol kt heatre and

occupati onal groups, basing the exanples on Zari a.

Chapter (ne briefly discusses the nyth of the
origin of the Hausa people and culture. It also
di scusses the use of the term "occupational" based
on two neaningso The first is to describe perfor-
mances whi ch are conducted by practitioners of
speci fic occupations and which relate directly to
the nature of these occupations. Exanples include

! Danhot 0, Wasan Runji or Hawan Kaho, and Was &l Wit a.

The performances reflect the nature of the occupa-
tions as perforned by practitioners of the profes-
sion. They usually are for entertai nnent and do

not aimat the acquisition of nmaterial benefits.

The second neaning is to describe perfornances
conducted by entertainers who earn all or part of
their livelihoods through the occupation of enter-

tai ning. Exanples include Wawan Sarki and 'Yan

ganbara performances. The primary aimof this

type of performances is to acquire nmaterial benefits.

Chapter two is a description of the range of
sonme occupational folktheatre. It is a description
of the extent to which sone occupational groups
represent the nature of their occupation in per-

formances o Exanpl es are wasan Aska, Gardawa and
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Wasan H anar pa occupati onal perfornances -

Chapter three takes a | ook at the soci o-
econom ¢ influences on sonme occupational folk-
theatre. Exanples include 'Yan tauri and Bori
traditional folk performances. The discussion
| ooks into the process of commercialization of
t he occupational perfornmances and associ ates the

process with the influences of nodern society.

Chapter four takes a look at fol ktradition
and occupational groups. it discusses folklore,
fol k-nusic and song and fol k-dance, in relation

to folktheatre and tradition

Chapter five is a review of the occupationa
fol ktheatre as it existed and as it exists today-
| suggest that the present and future status of
fol k performances will depend on the role and

function it is supposed to fulfil in society.



PREFACE

ILittle or no research has been conducted into
Hauga folktheatre, particularly with emphasis on
occupational folktheatre. As a pioneering work
it is bound to be limited in many ways. However
the research embraces as much asg possible detailed
descriptions of theatrical qua’ities of some occu-
pational performances. It #tac looks at the modern
interpretation of traditional performances.

The theasis takes a look at the traditional
and modern forms of some occupational folk theatre,
their role and function in society and factors
contributing to the new forms and meaning of =some

occupational folktheatre.

This is an introduction which is hoped will

encourage more research in the field.
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NOTES ON ZAZZAU

"Zaria (Zazzau) in North-Western Nigeria ig
a large and complex city state that cannot be
construed as tribal in either the technical or
popular sense. Here, one is struck by the degree
and variety of occupational specialization and by
the intensity and range of commerce. Heterogensity
is seen in urban-rural and commercial-peasant

contrasts and in social gtratification."

(AMES: 1973)
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Garki

Gayya

Gungume

Hura

Iska

Kirari

GLOSSARY

This refers to a ranch. In Hausaland
farmers and herdsmen sometimes come

to agreement on having temporary ran hes
set up in farms to provide manure.

Communal labour groups seen during tie
rain season. Thgy are usually charac-

" “terised by an ensemble of musical grou: =

associated with the occupation of
farming.

It is a large log or wood used in
Danhoto performances. Sometimes the
Dankama comedian imitates the Danhoto
but with a gungume made of cloth.

It is another word for poison such e
guba. Traditional hunters usually
apply the poison on the tips of their
arrows or spears,

It refers to spirit in Bori spirit-
possession. It may be likened to a
Jinnee which in Mchammedan demonology
refers to spirit, lower than angels,
able to appear in human and animal forms,
and having supernatural power over men.

This is name-calling or praise-singing.
During performance a musician, marok .
or participant may indulge in such
salutation and demonstration of
prowess.
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Sarauniya

Sulki

Tashe

Yanbanga

X

It literally means Queen but in Bori
it refers to the leader or priestecs:
of the cult. Also Magajiya which
literally means a leader of women.

This is the chain-mail, a protectio:
for warriors during " ..fare. Its
creation is creditcd %o the innovat.ons
of traditional local blacksmiths.

It is performed by youths and adults
in various forms. They are various
social dramatic enactments associatzd
with the fasting or Rammadan period.

These are thugs employed by politiecal
parties to serve as bodyguards to
political party leaders.
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CHAPTER ONE

THE USE OF THE TERM 'OCCUPATIONAL'
IN HAUSA FOLKTHEATRE

As mentioned earlier, culture is geen as the
complex set of learmed and shared beliefs, cvstons,
skills, habits, traditions and knowledge common ;0

all members of a society. The Concise Oxford

Dictianary1 defines folk as people in general, o
as a gpecified class; a race. The Hausa people
a8 a race, are an adventurous people and Hausa
speakers are to be found in many corners of the

African continent.

The Daura legend provides the myth of the
origin of the Hausa people or States. H.A.S.

Johnston in A Selection of Hausa stories,2

suggeats
that if the Daura legend is accepted as the crystal-
lization in the folk memory of a series of actual
events, it then indicates that the union between

the Berbers of North Africa and the indigenous
peoples whom they found in Hausaland was a peaceful
one and led to inter-marriage. The observation

is reinforced by the fact that the migrants arrived
a little at a time and as a result they would not
ave been numerous enough to launch an attack.

Also they could not impose themselves as an alien

aristocracy. Johnston continues that "of necessity,
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therefore, they would have had to settle down among
the local tribes to earn their living."3

The result of the union brought about an
enrichment of the Hausa vocabulary. It is observed
that the Hausa language, in its embryonic form,
derived its form and structure from Hamitic, or
Berbers, as well as from Sudanic sources, and later

borrowed some of its vocabulary from classical Arab.

The product of the union between the Berbers

and the indigenes of Hausaland also brought about

PR 4

the development of the Hausz states or city;%%%bésl
The original geven, known as Hausa Bakwai were
Daura, Kanc, Rano, Katsina, Zazzau, Gobir and Garun
Gabas. All of them can be geographically located
within an area of about two hundred square miles.
The union also brought about the civilization which

blossomed in the city-states.

Before the coming of the Berbers the indigenes
were certainly successful in the practice of their
various crafts, such as smelting iron and sinking
wells. However the immigrants bLoosted the level
of sophistication and general standard of skill
by introducing new arts and crafts.

The sum total of that union is the culture
now associated with Hausa people as distinet from

other cultures or traditions. It is also here
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that the folktheatre of the people evolved. The
union brought about new arts and crafts, as a
result the old ones were either discarded or mod -
fied to accommodate the dynamic socio-economic
changes.

Many occupational folktheatre employ thea-
trical elements such as music, scig and dance to
convey meaning and communicate with an audience.
Tt is usually presented to 2 known audience, in
the sense that the performers, audience, languag-=,
themes and symbols are associated with the same
culture.

The word "occupational”" in Hausa folktheatre
may be used to describe two forms or categories
of performances. The first form is to describe
performances which are conducted by practitioners
of specific occupations, and which relate directiy
to the nature of these occupations. The second
form or category is to describe performances
conducted by entertainers who earn all or part o
their livelihoods through the occupation of enter-
taining. Some examples will be used in evaluating
hese distinctions as well as some of their func:-

tions in society.



' DANHOTO'

'Danhoto is an occupational folktheatre
performance which is conducted by practitioners
of a specific occupation, and which relates directly
to the nature of the occupation. It is an occupa-
tional folktheatre associated with farmers. In
Hausa-land there is no occupation as widespread
as farming. Common sights during the farming
season are gayya Or communal labour groups. 1"‘1.".1e_nc‘;&l
relatives or age-~groups come together and collec~
tively work on farms. A group of friends may also
rotate between farms until all their farms are
cultivated. BSometimes communal labour work is
characterised by musical groups. Such musical
groups are usually associated with the occupation
of farming. The musical groups encourage the
workers by entertaining them with music and praise
songs. When all farm work is completed there is
usually a celebration. The gathering usually
consists of youths and they spend the evening
entertaining at the dandali or communal meeting
place. This communal gathering is the incentive
behind Kalankuwa performances.

'Danhoto is performed in Zaria by one or more
performers. When in a group they are referred to

as 'Yanhoto. 'Danhoto is a title among the farmers;
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the hunterg refer to their head or leader as the

Sarkin Baka or Chief of the Bow, and the farmers

refer to their leader as the Sark’n Manoma.

Traditionally the Sarkin Manoma appears as the
'Danhoto during folk performances. In this sense
the folktheatre relates directly to the nature of

the occupation.

From a sociological viewpoint, the society
which the Hausas evolved and which the Fulani
later took over from them was neither a democracy
nor a despotism. It was based largely, but by no
means entirely, upon a feudal system and the
machinery though which the Chief ruled embodied
enough checks and balances for the Government to
e described as a limited monarchy.4 The admini-
stration of the State at all levels was half
feudal and half bureaucractic. Just as the Chief
depended partly on his great feudatories and partly
on his officials and slaves, so the feudatories
in turn depended partly on their vassals and partly
on their henchmen, whether bond or free. So, too,
did the lesser vassals at the village level. It
was a hierarchial society in which titles proli-
ferated and were eagerly sought after. Invariably
this pattern of social stratification of the system

is reflected in the occupational groups. The
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Sarkin Manoma who traditionally =2ppears as the

'Danhoto during folk performances, is a respected
and competitive title in the farming profession.
Also honoured and respected are other traditional
occupational titles such as Sarauniya in Bori
ritual, which refers to the head of the cult or
priestess or the wanzamai (local barbers) who
vefer to their leader as the Sarkin Aska or Chief

of the Blade.

'*Danhoto is usually performed after harvest.
During performance the 'Danhoto is in a special
costume, such as the walki or leather girdle worn
round the waist. Attached to the girdle are
numerous strips of cloth of different leangths and
colours. BSometimes a bell is also attached and it
emphasises the movement of the performer. He is
bare-foot and from the waist down looks like a
miniature masquerade in ceremonial attire. From
the waist up he is bare-chested, adorned with
charms and amulets of various shapes and sizes.

He may also wear a leather cap or a very bushy
wig. The costume of the 'Danhoto has been asso-
ciated with his role for years. 1In terms of
traditional objects, costume or symbols associated
with 'Danhoto performances, there is evidence of

gome of its traditional form and structure.
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The prop or stage tool the 'Danhoto uses is
the garma, a fairly large-sized hcc. As the
mugicians beat out a tune, he dances to the rythm
of the music. As part of his performance, to
demonstrate the strength and vigour of the Sarkir
Manoma, the 'Danhoto sometimes has a large log or
gungume placed on his back. A man may climb unto
the log and the 'Danhoto continues with his move-
ment and gestures. The performarce aims at
representing the vitslity and dignity of the
occupation. Certain musicians, such as those
associated with farmers, have over a long period
of interaction assumed a patron-client relation-
ship. Gangan noma are special drums associated
with farming and are used during communal labour
work or 'Danhoto performances. Congan noma is a
large-sized bass drum slung around the shoulder.
ometimes a medium-sized type of drum is used
accompanied by the small open-end, hour-glass type
of drum called kazagi. There are also songs
associated with individual farmers or the occupa-
tion of farming. 1In any well organised gayya,
the musicians are part and parcel of the communal
activities. This feacure is also reflected in
'Danhoto folk performances as it relates to the

nature of the occupation.
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In this occupational folktheatre there is
music, songs and dances. The natural role of the
performers in their real life occupstion is
farming. For the performances they wear special
costume such as the leather girdle, strips of
oloured cloth, charms and amulets. The; commu~-
nicate with their audience through the use of
gestures and movements. The 'Danhoto usually
performs using mime, as a result, since words
are not used by the actors, mime must exploit all
non-verbal techniques of communication or acting
gsuch as the facial expressions and gestures. The
occupational folktheatre is a recreation of a wide-
spread occupation in the society. For theatrical
purposes certain stage effects are added to convey

meaning and communicate with an audience.

The performance s purely for entertainment
and has no maglcal or religious undertones. A4s a
social function it is usually traditionally per-
_ormed as some sort of thanksgiving after harves .
In its traditional context it is not performed/f in
anticipation of payment or gifts. But people

willing to present some payment or gifts are! yel-

comed. Apart from the fact that the perfgfmance
is related to the nature of the occupatiffon, we

must keep in mind that it is also a diglplay of



9.
the strength and vigour of the 'Danholo. The

Sarkin Manoma is the embodiment ¢ the dignity of

farming and its symbol as represented in perfor-
iance. Well-wishers or admirers may express their
opinions through payments or gifts. However it

is not the custom or customary for the performers
to perform with a2 primary objective of material
benefits.

Earlier mention was made of the garma as the
prop or stage tool uscd by the 'Danhoto during
performance. The garma is represented in the
performance as a symbol of the occupation. During
performance the 'Danhoto way improvise or actual.y
perform the act of farming such as the ereation
of ridges using the tool. He may emnloy a number
of methods or antic:s but essenti- .1y he tries to
convey to his audience the image of a person
mpgaged in farming. He is also trying to convey
to his audience the nature of his occupation. Tre
'Danhoto may employ a number of technigues such s
throwing the geima in a2 twisting pattern so that
it whirls in the air before grablLing it as it
comes down. This forum of display expresses his
affinity or familiarity with the tool. It is an
imitation or simulation of farming as performed

in a stylized manner.
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The bulk of this occupational folktheatre,
including artists, props, costume and music, is

related to the nature of the occupation.

WASAN RUNGI OR HAWAN KAHO

Hawan Kaho is an occupational folktheatre

asgociated with butchas. They are also practi-
tioners of an occupation whose folktheatre relatcs
directly to the nabture of the occupation. People
may be trained into the occupation but more often,
as for example around Zaria, butchers are born
into the profession. There are some families with
a long history of belonging to that occupation.
The leader of the butchers within a given locality

is referred to as the Sarkin Pawa.

In conveying cattle for slaughter butchers
usually tie one fore-leg and one hind leg. This
is accomplished by means of long ropes handled by
two butchers. In Zaria there is a flourishing
trade in cattle. Bundreds of heads of cattle may
be bought wholesale by one butcher. He may then
resell them for a certain profit until they reach
the markets. Cattle are kept in ranches or garki
before being taken to the abbatoir. The method

of trangporting or handling the cattle described
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above is also the system used during folktheatre
performances.

Hawan Kaho is usually performed on the eve

(Jajiberi) of gallal or the Eid festivals. 4 day
before the event the selected cow or cows are
prepared spcecially for the performance. More than
one cow may be used during a performance. C(nly
cows with fierce traits gqualify for this perfor-
mance. More than one cow 1s used because sone~
times more than one person voluntccrg to climb

the horns. In such circumstances different cows
are used as performers usually handle a cow each.
It is bpelieved that before performances certain
methods are usced to make the cows more fisrvce.

One such method ig to irritate the cow by smearing
its own faeces over the face. Another method is
to toke the cows dried faeces and "smoke" the cow,
that is burning off the faeces with the cow in an
enclosed area so that the direction of the wind

carries the smoke or fumes towards the cow.

During Hawan Kaho performances more than one

musical group may be present. Usually the musi-
cians sing in praise of the performers. The
costume of the *actor' is usually ¥ight shorts.
gometimes they wear leather girdles adorned with

amulets and charms. The performers are usually
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bare-chested with no shoes. The stage or space
provided for such centertainment is the street or
sny open space around the market square. It is

the custom to take the performance round the
locality. There is algso usually a mammoth audience
which gets larger as the performers move from one
street to another. Sometimes a cow may breank loose
and charge at the audience. Tn such caseg of
emergency the open air nature of the performance

allows & better chance of retreat.

The cow is handlied by two men by means of
“long ropes. The "actor'" handles the rope in front
and hig assistant handles the rope attached to

one of the hind legs. The assigstant's role is
very important. He must also be an experienced
cow-handler because the life of the performer uay
depend on how good the agsigtant is. 1In as much
ag this folktheatre relates directly to the nature
of the occupation it ig also a very dangerous
performance. The aim of the performer is to c¢limb
the horns of the cow. This btask is not made any
gagier by irritating the cows as described earlier.
However the climax of the performance is to see
how long such a person oan stay riding the horns.
This is an important aspect ¢f the performance.

It is the desire of every rider to cut-tire the
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cow. It becomes a mark of distinction or credit
to such a rider and they aspire cowards it. To
ocut=tire the cow means the cow's acceptance of
the foreignh body on its horns. As such its
protests gradually subside and it does not

struggle To dislodes the rider.

To c¢limb the horns the rider glowly shortens
the distance between him and the cow. He does
this by slowly inching towards the cow gtill .o
holding onto the rope. The aim is to come as
near as possible to the cow and lie flat between
the horns. The rider supports himself by holding
on tight to the horns or skin. It is a face-to-
face confrontation and usually the cow is ready
to attack at the slightest opportunity. Some of
the more fierce cows charge at the rider without
the leasat hesitation. This move is also antici-
pated by the expericnced cow-handlers. (ow-
handling ig their profession and experienced hands
must have had several encounters with different

types of cows. The performers of Hawan Kaho

»apresent the nature of their occupation in their

folk theatre performances.

Split-second decisions are always called for

during Hawan Kaho performances. It is here that

the rider's skill and courage are pubt to the test.
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Depending on the rider's skill, expericince and
strategy he climbs the horns as che cow charges
at him or waits for a better opportunity. Theo
rider may also create the opportunity through the
help of his assistant. Men and cow drdge and
manoeuvre to attain some form of c:der in the
confusion. 7Tt is during these .ryving times that

he nesistant's role is called into action.

As emphasised earlier this is a dangerous
occupational form of folktheatre. And secrious
accidents may somctimes occur - even death.

That is why it is not any Tom, Dick or Harry
that participates in such performances. The
suspense created in the audience centres on the
hazards associated with the performance. It is a
sort of life or death affaii and depending on
individuals the performance of Howan Kaho prups
lot of adrcnalin ir the system. For example a
man living in Zaria is known to have had his arm
torn off. During tris incident r.,-e +hiu one cow
was used for vhe performance. i1 is also not thc
erson's first time of performing Hawan Kaho. As
a result of some miscalculation the rider was flrag
off the cow's horns. He was caurnt in the air,
before he landed, by :nother cow in the arm. He

was saved from further damage by the swift acciocn
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of the assistants. Sometimes accidents ococur
while the rider is still clinging eonto the horns.
For example a wild cow, in trying to dislodge the
rider, may charge at the nearest wall or siructure
and use the rider as a buffer. More often the
first reaction of cows when the rider climbs the
horns is to leap into the air. It does this to
diglodge the rider anc may continue in this fashion
until it disloges the rider or subsides. When

the situation seems to go out of contrel it is

the agsistant's Job to bring order. If the cow
becomes too difficult he lassoces the hind legs
thereby bringing man and beast to the ground. 1In
L.le occupational terﬁinolOgy the process is referw
red to as mari, If the cow succeeds in dislodging
the rider, the man egcapes or is saved by agsis-
~tants. A lot of speed and courage is needed before

the cow recovers and launeches another attack.

In Tudun Wada Zaria, depending on the number
of cows and riders, the performarice takes off from

the Sarkin Pawa's house. As the leader of the

butchers within a given locelity, it is the custom
as a sign of honour or courtesy to start the per-
formance from his house. This is a social pheno-~
menon that has been of long stand’.y. The audience,

performers and musicians then proceed to other
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venues., As explained earlier the space or stage
provided for the performance is the street, as
guch the movemant of the ensembl: atiracts more
people. Usually, they perform in front of collea .
~ ~ues' houses or in the streest in which a performe:
regides. At other times they may perforn in front
of the houses of those not assocciated with the
occupatlion. Sometimes such people may offer them
presents in cash or kind although this is not the

usual practice or custom.

Hawan Kaho performances are not aimed primarily

at the attainment of material benefits. The per-
formers are not entertainers who earn all or part
of their livelihoods, through the occupation of
entertaining. These gifts, if and whea given, are
not obligatory on ths host nor anv .lher menber

of the andicuce. Nor do the periormers expect
oifts during such performances. The odm of the
performance is tn demonstrate and express the ski.l
and daring of the cow-handlers. ™he presenta
given to them by on individual or group are rather
tokens of thelr apprecistion. This occcupatlonal
folktheatre tnkes place only annually, usually on
the eve of Sallah. The cows used for the perfor-
mance are ususlly those to be gleughtered on

S8allah day and performing wibth the cows is also
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8 way of calling on the audience to patronize their
stalls. The performance is a representation of

the butcher's c¢raft as he practices it in his
occupation.

The performers or 'actors' of Hawan Kaho do

not belonpg to any specified age-group. More often
however the participants are youths or adults with
congiderable experience in cow-handling. It ia
important for such performers to be strong and
willing to undertake the dangerous task. The per-
formance demands and btaxes the mental and physical
strength of a performer and calls for courage,

skill, speed and accuracy.

WASAN WUTA

The literal meaning of Wasan Wuta is fire

Play or the play with fire. It is an occupational
folk theatre associated with blacksmiths. In per-
formance it also relrtes directly to the nature

of the occcupation. Makera is the Hausa name for
blacksmiths. Tike the mahauta or butchers there.
is found among them a long professional family
tradition. But as the scns and daugbfers of the
blacksmiths may learn other occupations, so also
do people from other walks of life learn black-

smithing.
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Wasan Wuta is usually perforr.d during naming
ceremonies, ma riage ceremonies or other similar
Testivities. It is an open air performance witho it
formal structures to denot~ a theatre. When per-
formed within the walls of a compound, the audier:c
are usually the rnests or invitees. Wwhen perforned
outside, such as in front of a house or under a
tree, interested persons form the audience. As
such there is nothing like a gat«-fee, which
invariably means that the performances are not

solely for material benefits.

Like many other folk theatre performances,

Wasan Wuta employs a lot of music and dancing.

The type of music played during such performances
is popularly called dundafa. Th- performers or
'actors' do not belong to any special age~group,
‘owever, experience counts and as some people say
"man-pass-man." During performance there is no
special costume, but performers arec usually in
shorts and bare-chested. They may also wear
charms and amulets.

Wuta means fire and necessarily the perfor-
mance requires fire. Bellows are used to keep the
fire going and in the fire are pieces or rods of
iron. The nusic is alsc important in this per-

formance. Musicians are usually praise-singers
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who may singlec out a performer and play his call-
tune. There is also a lot of kirari or name-
calling as a preliminary for "worming up" the
individual. TFormer masters in the occupation are
mentioned and their call-tunes played, legends
and ancestors are recalled. The performer msy
acknowledge the praises by dancing to the music
and/or make his personal kirari. Meanwhile the

bellows are kept going.

When the pieces of iron are red-hot they are
brought out of the fire. This is accomplished
with an instrument called hantsaki. The hantsaki
is a pair of bigger pliers used by the craftemen
for such purposes while plying their skill. The
more experienced or "cooked" performers use their
bare hands. The performers will then dance on
the pieces of red-hot iron and recite their kirari
Others may handle the hot iron with bare hands
and rub it over their bodies. It is here that the
makera prove their worth., The atmosphere may be
filled with the acrid scent of burning flesh, but
the performers emerge uninjured. This demonstra-
tion is associated with the "trade-secrets" of the
makera. According to my source the concoction
chat is asgociated with the makera "trade-secrets"

may be rubbed on the bedy or drank. The less



experienced or less '"prepared" performers may
show some misgiving or fright. It is essentially
however a professional performance =md as the
saying goes practice makes perf._ct. Blacksmithingz
‘s a recognised and respected occupation and the
wakera folk-theatre relates directly to the nature

of the profession.

The performence is sustained by constantly
having red-hot pieces of iron at hand. And also
by how well the performance is conducted as it
generates the audiences' interests. The perfor-
mance employs the use of tools or equipments used
in the practice of the occupation. The bellows
are part of a local method used in smelting iron.
The hantsaki is n2lso vsed in the practice of the
craft and in performance. As such the makera
represent the nature of their occ:pation in the

Tolktheatre performances.

As mentioned earlier it is a well respected
occupation in the community. The performance
expresses the "trade-s:crets" associated with the
profession. Such "trade~-secrets" are usually
handed down within families. The stage props, in
this case the tools of the trade are familiar
features to the audience. However the way and

manner in which the makera display and express
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their skills are reserved for traditional perfor-
mance purposes. This is what the audience does
not see everyday and it is during such ceremonies

that the opportunity arises.

During the pre-colonial and colonial eras the

blacksmiths had an important social function.

They were looked upon as the armourers. The makera
manufactured the wespons used during the wars.

They were called upon to supply the spears, swords
or other battle tools. A coat of armour such as

he sulki or chain-mail is attributed to their
innovations. The makera also manufactured the
horse-shoes used for battle horses. This part

of the country is reputed for the breeding of

horses as is evidenced on Sallah durbars.

Among other things, the makera are also
socially functional in the agricultural sector.
They produce iron farming tools locally such as
sickles, blades for hoes or garma, cutlasses and
matchets, or ploughs. They manufacture and see
to the repair of these tonls. Although wodern
agricultural tools and equipment ar: creeping into
the market, thc makera are stil) sought after
ecraftsmen. Many areas still use the traditional
Jorms of agricultural tools. For commercial

purposes today, the makera produce locally manu-
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factured swords, daggers or knives that are artis-
tically designed. The raw material and tools used

during Wasan Wuta performance relates directly to

the nature of the occupation. However the tradi-
tional role and function of makera has given way

to modern innovations.

The second form or category in which the term
"occupational" is used in Hausa folk theatre, is
to desceribe performances conducted by entertainers
who earn all or part of their livelihoods through
the occupation of entertaining. The first example

in this category is the Wawan Sarki.

WAWAN SARKI

The Wawan Sarki is the court-jester. His

is a highly specialized form of folktheatre. The
occupation is honoured =nd respected in fthe
society. The EEHEHHEEEEE is viewed as one of the
officials of the royal family. He performs a
rather complex set of roles as a Jjester-cum-
adviser of the Chief. His rather freec association
with the Sarki has earned him the title of the

Sarki's playmate (abokin wasan Sarki).

The Wawan Sarki usually performs in the

presence of the gSarki or royal household, such as
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in the palace or when the Chief goes on public

outings. The Wawan Sarki performs without assis-

tants. It is a one-man affair that does not neces-
sarily employ musicians. Sometimes the Wawan Sarki
may provide the music necessary. On such occasions
his music«l instrument is a horn which he blows
‘~om time to time and hangs around his shoulder.

Among other qualities the Wawan Sarki must have

wit, imagination, a sense of humour and the art of
the story-teller. As Coleridge says, "good sense
is the body of the poetic genius, fancy its
drapery, motion its life, and imagination the soul
that is everywhere, and in each; and forms all
into one graceful and intelligent whole."’ At
the time of writing, there is only one known
court-jeste» in the courts of presentday tradi-~
tional rulers. He is in the Sarki's royal court

in Zaria and his name is Wawan Sarkin Zazzau,

Muhammadu Dan wawu,ﬁ

As mentioned earlier the Wawan Sarki may

«~metimes assume the role of a story-teller.
Through the transmission and creation of folk
tradition by word of mouth, the performance of the

wawan Sarki may focus on themes that not only

entertain but advise and caution the listeners.

It is in this role that the Wawan Sarki earns all
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or part of his livelihood through the nccupation
of entertainiag.

In this instance the Wawan Sarkl serves a

traditionally sccial function. Whatever he expres-
ses in his performances - such as myths - are
created to give some form of ganction te custom,
legends to glorify dead herces, cautionary tales

to reinforce taboos and proverbs to educate the
young. In the narrative of the Hausa stories the
raconteurs by mime, gesture, accent or tonec of
voice, created their atmosphere as they went along.

The Wawan Sarki employs these theatrical elements

in communicatine with his audienc:. Within the

palace walls the Wawan Sarki, as the court=jester,

will also entertain the Sarki's guests if and
when such a situation arises. These guests may

or may not present the Wawan Sarki with gifts.

His role and function not withstanding, he is a
performer or traditional entertainer, who earns
all or part of his livelihood through the occupa-

tion of entertaining.

puring performances outside the palace walls,

such ag during large gatherings, the Wawan Sarki

is usually seen in special costume. He wears an
animal skin, such as the skin of a hyena, that he

wraps round his body. He may wear it in the fashion
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of a leather girdle, or throw it over the shoulders,
sometimes he wears a wig and atiached are charms

md amulets of various dimensions. Or he may

shave half of his hair or shave most of the hair
leaving only tufts at different angles. This style
of shaving is sonctimes called tuntu. He may also
paint his face with bula or blue, a locally prepared

bleach, or altermatively powder his face.

As part of his props he uses a horn that he
blows from time to tine. This horn (Xaho) or
trumpet is usually the type used by hunters. He
also carrics a club (gora) that he teases the
audience with and sometimes, the Sarki. He is
part of the Sarkis' royal entourage during public
outings and when Uhe 8arki is or aorseback, the

Wawan Sarki is sometimes seen on horseback.

‘aen he is about people usually gather around him
to see his performance, which is meant to humour
the Sarki as well as the audicnce. His interac-
tion with the farki is watched with keen interest
and amusement. He sometimes teases the Sarki, and
people not used to his performances will begin to

wonder how he gets off free.

For example the Wawan Sarki may 'order' the

Sarki, while in public, to repair his sitting

position or royal robes if not in order. He
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creates humour by teasing the Chief with his club

such as saying:

"A gyara zama, ranka ya dede,
8 gyara zama."

"Repair your sitting, may you live long,
repalr your sitting."

He says this while pointing thresteningly at the
Chief with hig ¢lub. The dogaral or Sarki's body-

guards may easily see to the correction of this
oversight in an orderly manner. However the Wawan
Sarki uges such opportunities to ereatc humour
knowing fully well that there are onlockers. He
therefore used his own style, as his occupation
nermits, to see to the proper presentation or
orderly presence of the Sarki. The use of galu-
tations such as "may you live long" weaves gome
politeness or rospect in the seemingly hostile
encounter.

A social circumstance in which the Wawan
Sarki performs may be seen in the court. TFor
example the Sarki may have a number of guests.

It is traditional or customary in Hausaland for
one to remove his shoes while in the Sarki's
presence. The custom runs through the society and
i1t is seen ag 3ipgn of courtesy or respect to
remove one's shoes or footwear when going into

another person's house or compound. Those who
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fail to do 80 in the garki's presence, due to
ignorance or forgetfulness, are reminded by the

Wawan Sarki.

However, it is In the way that the Wawan
Sarki does go that the Jest evolves. He may for
instance use his club to advance threatingly at
the guests. Or he may shout out an order, but
he does these things comically so as to create
humour. At the same time he is having a joke at

the expense of the guests.

Story-telling is a theatrical component and

the Wawan Sarki sometimeg assumes the role of a

story=-teller. However story-telling is not drama
because it has no sugtained impewsonation. As =z

theatrical element which the Wawan Sarki sometimes

cmploys, to earn all or part of his livelihood
through the occupation of entertaining, it must
be developed to suit his purposes. He develops
his own form of music, songs and dance to communi-

cate with the audience.

This form of occapational folktheatre is in
its own way sophisticated and complex in nature.
The nature of the occupation has earned the Wawan
Sarkl a prestigious status in the court. His

performances within and outside the palace walls
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are essentially to humour the Sarki. The per-
formances are based on a traditionally mutual
understanding between performer, the audience and
the Sarki who in thie case forms part of the
audience. It is through this complex set of roles

that the Wawan Sarki earns all or part of his

livelihood through the occupation of enterteining.

'YAN GAMBARA

These are the Hausa burlesque performers and
“hese comedians also earn all or part of their
livelihoods through the occupation of entertaining.
Other variants in this category are Na-Uwale,

'Dan Bashirwa and 'Dan Karma.

The similarity between these performances
is that they are for entertainment. They impro-
vise humourous scenes or enactments usually
accompanied with music and song. The venue of
these performances are usually strategic places
where there is the likelihood of an audience.
They may perform inside markets, such as on market
days, moving from one stall to another. The
burlesque artistes may also perform during large

public gatherings.

The 'Yan Gambara may be invited during social
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sunctions to entertain guests. They perform for
material benefits and it is through this occupa-
tional folktheatre that they earn all or part of
their livelihood. Practitioners of this occupation
may pursue some other business or local occupaticn.
However there are those that are professionally
and primarily practitioners of Gambara. The 'Yan
Gambara usually work in groups. As part of thei-
performance, two performers may play the musical
instruments, sing and sometimcs dramatize the
lyrics. The objective of their songs and enact-
ments is to entertain and the themes or subject-

matter are varlied.

On a certain level, the 'Yan Gambara are

maroka. A marcki functions as a praise-singer
during social gatherings such as naming or weddirg
ceremonies. Th: ‘Yrn Gambara sometimes assume
this role and sing or entertain in honour of some

patrons or guests.

At other times tle 'Yan Gambara make them-

selves the centre of their satire or jokes. The
aim of this style of performance is to create
humour and entertain the cudience by cracking
Jokes at each others cxpense. Two performers wil®
play the gambara music and in song ' buse and

insult each other creating humou.: from their



exaggerated improvisations. For example one

'Dan gembara may say to the other!

"Ka ga tafiys keman biri na koyan keke"

"Look how he walks like a monkey
learning how to ride a bicyclie."

and the other may reply,

Ka ga ido kamap kuturu da yn sha
dukan Tuwe aka ce an ba bakXxi tuwon shi.

"Iook at his eyes like a rain soaked
leper after being told his foed (tuwo)
had been given to guests.”

The performers have over a period of time developed
some form of mutual understanding and the aim is

t0 creabte humour and communicate with the audience.

Different themes are easily incorporated

into the 'Yan Gambara lyrics maintaining a harmony

of music and song. [ common theme in the world

of the 'Yan gambara is where staple crops, vege-

tables and farming instruments have & life of their
own and personality. TFor example & currently

popular gambara lyric says;

"AI mun gane wayon burodi, burodi mai
kupburin banza; iska ne duk ya cika
cikin." -

"We now understand the trick of bread,
bread that is swollen for nothing; it
is only air that fills its stomach.”

When the 'Yan Gambara perform during social

functions or in the markets, it is usuzlly in
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appreciation of a present or in anticipation of
one. Another form of performance is where one

group or set of !'Yan Gambara use anchther group as

target for thelr entertainment maverial. This

feature of the 'Yan Gambara is some sort of trade-

mark that distinguishes them from other forms of

Hausa burlesque performers.

The performers do not usually wear any special
cogtume. The costume is the day-to-day traditional
attire of the Hausasg, that is trouser, flowing gowm

(Babban riga) and cap. They can easily improvise

the gown into say a goldier's uniform to enact
that role. They simply fold the handa up and use
a rope to tie the walst which represents the belt.
Or they adapt the gown into a loinw-cloth and wear
buje or pantalocns leaving the upper part of the

body exposed, thereby resembling the 'Dan Kama's

mode of dressing. Their occcupational tool is the
gambara, a double-ended, one-membrane, cylindrical
dirum. They beat the musical instrument without
‘sticks and it is slung round the shoulder. They
may use the open end of the drum as an lmprovised
trumpet or handle it in such a manner as tc repre-
gent a rifle. |

An example of one of the 'Yan Gambara's

popular enactments is that in which they imper-
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sonate a dancing 0ld man. It may be indirectly

1gsociated with a tashe performance. The lyric

says:
K& - yi - rawa - kai - Mallam - ka - yi - rawa.
Mu - je - gida - mu - ce
Mallam - ya -~ yi - rawa,

and the old man will keep on replying:
Ban - yi - ba

"You did dance a Jjig, Pious one,
you did dance.

Let us go homeand tell the Mallam danced,"
the old man replies;

"No I did not."

Tashe performances are various social dromatic
enactments associated with the frsting or Rammadan
period. 1In this tashe performance, the Mallanms
antagonists Jjeer at him by nlleging that he has
deviated from the path of a true cleric or Mallam
by joining in the dance of the youth. Although
he is enjoying himself, he denies the allegation

but on their insistence he says,

“Bari-igftaba“ or

"Let me give it a try"

The actor then enacts the o0ld man's moods as he
jigs a little and finally dances to a state of

exhaustion.
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The 'Yan Gambara performance is similar to

this but with some dilferences in Ttheme, music and
enactment. An evomple of a lyrie is
"Dan tsoho, kyamus, kyamus, a taba mana,

kyamus, kyamus. Ga taro na, ga sisi na,
a taba mana, kyamus, kyamus.

Kyamus or rawa means dance but the use of kyamus

here denotes the somehow "sheky" dance movement of
an 0ld man.

"0ld cone, {dig, jig,

Give us some, jig, Jjig,

here is my three paence, here

my six pence,
give us some Jig, Jig."

Tn the Guubara performance one of the artists will
cnact the old man while the other or both sing.
They may alsc change the theme and content to suit
their performance needs. The performance usually
hag a story-line or plot condmused to meet the
needs of the performance. They use exaggeration
of movements, gegtures and facial expregsiocns in
impersonating comically the excilement of a dancing
0ld man., The nonsense is not generally hurtful
when performed according to the tradition, nor is
it detrimental to authority. The aim of the per-~

formance is to amuse and entertain the audience.

The 'Yan Gambara, through the utilisation of

their skill, telent and other humun resources, earn
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811 or part of ftheir livelihoeds through the occu-

vation of entertaining. Among their themes are

economic, social or political phenomena.

The first gection of this digecussion looks
into occupational folktheastre performances of

Danhoto, Wasan Runjl or Hawan Kaho and Wasan Wuba.

These folk performances sare examples of performances
which are conducted by practitioners of specific
occupations, and which relate dirently to the

nature of these occupation. The gecond part of

the discussion looks into occupational folktheatre

performances of the Wawan Sarki and 'Yan Gambara

as entertainers who earn all or part of their

livelihood through the occupation of entertaining.
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CHAPTER TWO

A DESCRIPTION OF THE RANGE OFf

SOME_OCCUPATIONAL, PERFOR! 4NCES

Occupational folktheatre is usually presentod
to a known audience, in the sense that performers
and audience are usually familiar with each other.
Sometimes invitations are extended from one locality
or community to another, the language, themes,
symbols and performers being associated with the

same culture.

For the purposes of this discussion, culture
is defined as the complex set of learmed and shared
beliefs, customs, skills, habits, traditions and
knowledge common to all members of it. Material
culture may refer to conerete thinge that the
soclety creates or uses such as technology. Non-
material culture may refer to abstract things such
as values, norms or beliefs. Members of such g
community constitute a folk and folktheatre is a
combination of the folklore, folkdance, Iolksong
and music associated with the people and based on
the experiences and typical behavicur of such a
community.

Some of the occupations of the people have
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contributed in formiang the inspir-tion for many
folk performances. The occupa—-.ons are as varied
8 the performances and this chapter takes a lool
at three types of occupational folktheatre pecrfo -
mances. They are meant to give an idewz of the
range in form ard structure of Hausa occupationa’
folktheatre.

The first example is associated with wanzamqi

or the local barbers.

WASAN ASKA

The local barbers are a recognised occupation
group. ILike in some other occupations they have
their own set of guidelines or pr “esgsional ethics.
Traditionally in trades such ar circumecising of
babies (associated with local barbers), druming.
blacksmithing and weaving, the practices have been

restricted to certain families.

The local barber n Hausaland, is doctor ancd
surgeon in one, as in medieval EFurope or the Oricat.
His activities are numerous; leaving aside the
ordinary routine work, we may say that every barber
has his own speciality, his own expert knowledge,
his own cures and his own special field. The busy

and prosperous local barbers, do not usually
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practice farming or any other trade in addition to
their main occupation; nor do sons of barbers ever
follow any other profession.

Traditionally apprenticeshir in this occupa-
tion usually lasts for one year but the medical
9ide of the craft may take five or more years to
learn. Neither the "trade-secrets" of the barber-
doctors nor the training in the craft involves any
magical or relipgiou:s conception and form of proce-

dure. This also applies to Wasan Wuta, the occu-

pational folktheatre associated with blacksmiths.
It is purely a craft technique. The speclal cures
and forms of treatment are secrets of individual
barber families. They are handed on from genera-
tion to generation and are the common property of
all adults in a family (though not of the larger
group, the guild section or guild). The more
highly paid jobs are the shaving of the hair, the
cutting of tribal marks at name-giving ceremonies

and the eircumcision of boys-

Wasan Aska literally means the performance

with blades or the blade performance. It is
usually performed during name-giving ceremonies
and is specially reserved for barber families or

those learnmed in the occupation. During name-
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giving ceremonies the invited guests and colleaguas

constitute the audience for wasan Aska performances.

It is an occupational folktheatre that wtilises “lte
tocls of the trade more positively than other fo ws
of occupational performances. TF ..o example the
Danhoto uses the garma but it 1s not always in
nerformance that he actually creates ridges using
the tool. The tool of trade of the local barbers
is aska or the razor blade and it is used during
performance on the performer or the baby to be
given & name. In the Yan ftauri performance the
performer uses the tool of his trade to demonstrate

on himself. 7The performers of Wasan Aska may be

bare-chested or clothed with usually an assortment
of charms and amulets. There is a lot of music,
gsongs and dances; +the musical instruments usually
include the Kalangu which is the hour-giass type
of drum,

The musiciang gerve the furction of warning
up the atmosphere, It is not uncommon to find a
sprinkling of maroka or praise-singers. The
distinct feature in this raange of performmnce is
the extent to which practitioners may go Lo prove
the worth of Shelir Ytrade-secrets." As part of
the performance, the performers masticate and

swallow broken bottles. 7o exprose their profec-
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sional competence, they sometimes shave the hair
without using water. And this they perform with
speed and accuracy without drawing blood. A more
interesting and suspenseful demonstration is when
the blade is used on the new-born baby. Perfor-

mances like Hawan Kaho have their own share of

suspense and dangerous moments. However in Wasan
Aska the notion of using the blade on a new-born
baby creates different imaginations for the unac-

costomed spectator.

As part of traditional initiation into the
wanzamai family, the new-born baby is slashed and
cut with razor sharp blades. Sometimes two or more
blades are inserted into the mouth and rotated.

The aim of this performance is to show to the
audience how they come out of the demonstrations
unhurt. Like in traditional 'Yantauri performance,
the baby in Wasan Aska performances nor any of the
professional performers are cut however hard or
long they try. This is the form and structure of
traditional Wasan Aska, in which the local barbers
demonstrate their "trade-secrets". Tarlier mention
was made that neither the "trade-secrets" of the
barber-doctors nor the training in the craft
involves any magical or religious conception and
form of procedure. It is seen as pure craft

technique.
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This occupational folktheatre employs ita own
form and structure of communication, The perfor-
mance utilises the toolg of the trade to express
and represent the nature of the occupation. In

Wasan Aska there 1s no sustained impersonation as

in drama.

GARDAWA

The Gardawa occupational folktheatre is asso-
ciated with the snake or hyena charmers. Iike the
local barbers and some other occupational groups,
the Gardawa aggociate their craft with certain
"trade-gecrets." As earlirsr mentioned many of The
occupational groups do not associate their "trade-
secrets” with some magical or religious rite and

the Gardawa are e oxcception.

The gardi born into a family cf Gardawa
inherits the family "trade-secrets" handed down
through the generations, which are zealously
guarded. The snake~charmers perform a traditionally
social function. The nature of tueir folk perfor-
mance reflects the nature of their occupacion. It
is a distinect type of occupational folktheatre
just as much as the occupation is distinct., It is
not common to hear one say he "3 a gardi as much

as other occupations such as local-barbers, farmers
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or blacksmiths. The non wide-spread nature of the
occupation makes the folk performance a rare typc
of occupational folktheatre.

In the traditional commvnity, as in iLne rur 1
areas, it is not uncommor to find snalites around
the houses. Tor example dangerou~ snakes from
around the bushes may find the' - way into the
noultry or rooms. In such a situation a gardi is
called to remove the snake. It is an occupation
still in vyopue today whether in rural or gemi-urban
areis.

At the {ime of writing, the present-day heal
or Chief of the Gardawa in Zaria is Mallam Haruna
Sarkin Gardi, Rimin ambari, zaria City.1 In a
radio interview, the Chief said that he had retired
from performing with snakes as done in folk perf --
mances. He now removes snakes from houses, 25
described above, when called upon to do so. Ano her
social function which the Gardawa periorm and wh'c:
the Chief indulges ‘n sometimes, "5 to hunt for
certain cvecics of snakes when called upon to do
30. Such requests may come from leather workers,

for research purposes or as zoo specimens.

For performance purposes a certaln species
of snakes is vocd. This occupational folktheatr:

is also performed in other areas like Katsina,
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Sokoto and Kano. The more fierce snnkes are also
believed to be found in these arecas. Those that
we may call "play-snakes" are species like Tandara,

Mesa, Kasa and Dan gida or Beyi. These snakes are

by Gardawa standards less dangero'ts and are used
commonly for Gardawa performances. Mesa belongs

‘0 the python species and Kasa is valued for its

rarity. A method of acquiring the snakes is by
smoking them out of caves and holes wilh special
herbs. A more eipericnced gardi may perform with
a certain species of dangerous snakes, such as
Kumurci and Kububuwa. These are the spitting and

highly venomous variety of snakes.

This type or style of occupational folktheatre
is also unique in itself. As a description in a
range of occupational performances it is one of
the few occupational perifcrmances that uses reptiles
and animals as part of the performr.ice. TIn Hawan
Kaho a cow is used which is alsc ar animal. However
in Gardawa performances snakes and scorpions, each
with its own danger, are used in performance.
During performance the gardi does not have any
special or recognisable costume like that of the
Danhoto. However he is accompanied by some musi-
cians and assistants. The assistants may be

apprentices gardi who can also bhandle the snakes.
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However a more important role of the assistants is
usually conveying the box or boxes in which the
snakes are kept.

To entertain an audience, the snake-charmer
teases the snakes. TIn this way he shows to the
audience his control over the snakes. §Some of the
snakes will strike at him but their afttacks are
harmless. And when they do strile their mouths
are clesed and this the gardi accomplishes through
"trade-seqrets" associated with the occupation,
Sometimes they coil the snakes over their bodies
and put the head of the snake in their mouths, all
without harm.

This kind of occupational folktheatre parti-
cularly encourages audience participation. The
ﬁiﬂii may push the snake up his trousers and then
invite a volunteer from the audience to perform
the feat. The gardi tries to build up the confi-
dence of his audience and promises no harm will
come to the volunteer. 1In this way he tries to
show to the audience that his control over the
reptile is absolute. Having a volunteer from the
audience to participate in the performance is
usually the climax of the show. Some volunteers
stay till the end of the act and others flee.

It is not unusual to hear the audience singing.
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These songs are popular and associated with the
performance. Over the years and in certain
gardawa performances, the songs are mainly satiric
and aimed at volunteers that have lost confidence

before the end of the act.

Another traditional social function that the
Gardawa perform is providing cures for snake bites.
They have the medicine for the different species
and they help in providing cures to victims of
snake bite when they are sought. Tn a situvation
where the type of snake is unknown, the gardi
sniffs the wound. For the experienced gardi,
sniffing the wound is a traditional method of

tracing the type of snake.

The Gardawa performance is an occupational
folktheatre that relates to the nature of the
occupation. It is unique in its own way and
expresses t0o an audience the calling of their trade.
Another variety of Gardawa use for tlLeir performance
scorpions. These scorpions are vory dangeroys as
the tarantella species. Others peprform with
hyenas and all of them express to the audience
their control over the animals. And in this way
they reflect the nature of their occupntion.

This group ol performers may perform with

more than one hyena. The hyenas somctimes have their
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muzzles removed during performance. He does this
to push his hand into the hyena's mouth without
being bitten. “ometimes they are accompanied by
musicians. The aim of the performance is to show
to the audience their control over the hyenas.
They may give instructions to the hyena, such as
to sit, lie down or dance and the animal obeys.
Sometimes they try to arouse the temper of the
hyena by having mock battles. To gain the confi-
dence of the audience and involve them positively
in the performance, a gardi may call on a volunteer
to perform some of the acts he does with the hyena.
The gardawa are also patronised by parents who
sometimes pay a gardi to have their children
mounted on a hyena. This is believed to make the

children fearless when they grow up.

The Gardawa occupational folktheatre aims at
showing the audience the authencity of their "trade-
secrets". They also perform with those reptiles
and animals they claim to have power over. They
gserve an important social function and their tradi-
tional performance is a way of promoting and

advertising the occupation.
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WASAN MAHARBA

The next example in the description of the
range of occupational performances is that associa-
ted with the traditional hunters. The hunter's
folktheatre performance also relates to the nature

of the occupation.

There are various categories of traditional
hunters. Some hunt big game such as leopards,
elephants and other animals in this category.
Others hunt smaller game such as antelopes, wild
pigs or such animals that are edible. Some hunt
in groups while others may hunt “lone. Some are
born into the occupation while others learn the
occupation. However a family of hunters guard
their "trade-secrets" zealously. The leader of the

hunters is called Sarkin Baka or Chief of the Bow.

wasan Maharba is performed during naming or wed-

ding ceremonies for entertainment purposes.

This kind or mode of performance is peculiar
because of the variety of theatrical elements it

employs. Wasan Maharba employs among other things

mime, gesture, spectacle, impersonation, music,
songs and dance. The dance is organised in the
sense that it involves some form of choreography
an element not so prominent in the forms discussed

above.
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The bLasic form of traditicunal Wasan Maharba

rongists of two groups of actors. BRoth groups
wear special costume so as to differentiate
character during the performance. Tais feature

in wWasan Maharba is not readily observable in

Wasan Wuta, Gardawa or Hawan Ke.o performances.

The first group of actors that may number up to
five or morc actors are dressed in hunter's attire,
This is uswally shorts with a Fulani type dress
with wide open ended sleaves. They may or may nobt
wear caps bub usually adorn themselves with charms
and amulets. They also hold bows and arrows while
others have itraditional loeslly made hunting guns.
These stage props are also the tools of the trade
and they are represented in performance. This
,roup of aetors represent +the hunters as portiayed

in performance.

The second group of actors of about the same
number as the first are dressed ir animal skin.
They wear the skin of a bird called burtu. The
burtu is a fairly larg: sized bird sbout the size
of a swan ox flamingc. Tt is an edible bird but
also specially hunted for the folk performances.
The bird is skinned and left to dry then a local
chemical is used to soften the dry skin. The

finighed product is then worn over the body as a
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‘coft' or 'shawl'. The bird is long-necked and it
is represented in performance by improvising with
local material. It is then fastened round the

head of the actorn. This group of actors represents
the game or the amimals to be hunted. The actors
assume the posture, movement and gestures of the
burtu. In other words they imitate or act "ag if"

they were the Eyrtu,

Wagan Maharba as a particular kiand of occupa-

tional folktheatre tries to bring on gtage the
nature of the occupation. The form and sbructure
of the performance imitates the idea or concept of
a hunting expedition. Those actors dressed in
animal skin improvise the behavioural patterns of
he bird. For example they may improviae the
burtu's mode of behaviour while drinking at a pond.
There is no dialogue and they imitate the voeal
expression of the bird. Those actors dressed in
the hunter's attire then represent the movements
and gestures of a hunter. They try to communicate
to the audience the idea of a hunter in search of
game. There is no written-down plot but both
groups of actors communicate to the audience "ag if"
it was a hunting expedition. As mentioned earlier
there ig some form of choreography wove. into the

traditional performance. As part of a modern mode



50,
of performance the hunters may systematically
dance to music.

Unlike some other occupational perforuances
that may use a variety of musical instruments, tle
hunters are more agscniated with ore nusical insiru-
ment. This is The garaya usuall; accompanied by
aong and sometimeg rattles. Another occupational
verformance that is assoclinbed with a particular
musical instrument is Danhoto. The performerce,
as with the occupaticn ave associated wlith gangan
noma. The garaya associated with the hunters is
fashioned out of horge tail strands or currently
synthesised rubber st.ings. A calszbash covered
with a particular type of animal skin serves as the
'box' of tue local guitar. It is usually used for
solo performances but two or more players can nli;-
together. The garsya plcyers usually sing in
praise of performers, the hunting profession and

in honour of legendayy hunters.

Anothewr important feature in this kind of
~2rformance is HEirarl or preise~singing. It is a
feature observable in many forms of occurabtional

folktheatre. However each perforuance has its own

way of incorporating kirari. 1Ian Wasan Maharba

maroki, garayas player or the perforaer may indul(na

in kirari. Also in a sudden rize of emobiom a
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member of the audience, who is a2 hunter, may chant
his kirari and indulge in a self~praise demonsgtra-
tion of prowess. 4 demonstration of heroic ability
in the field of hunting which is usually met with

the spectator's ovation.

A hunter's kirari of self-salutation may be:

"Ban da tudu

ban da gangara,
Sakan sarari dai.
Allah kar ka kai

L s e

i oS
min gawva N 1esa,

sunar pura na hana
ketara.n

The closest literal mecaning may btranslate as:
"o uphill,
no downhill,
I need a clear view.
Allah (God) do not take
ny game far,
the name of my poison
is no crossing.”

The mesning of this is the hunter's wish or deaire
to find game on plain ground where there are no
hills or obstructions. He calls on Allah to spare
him the trouble of chasing after his game. This
means that he does not wish to mercly injure the
animal and chase it until it finally drops dead or
exhausted. His hurn (guba) is the poison on the

tip of his arrow, he calls it hana ketara which I

trenglated as "no crossing." The idea is that of
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4+ poison so lethal that it kilils on contact.

The occupation also associates itself with
certain "trade-secrets". The performances are
usually conducted in open space and it is not
unusual to find domestic animals roaming about.
Sometimes a hunter who is performing may be so
siezed by excitement =23 to aim at any animal in
sight.

This kind of occupational folktheatre con b
seen to employ a variety of theatrical elcments .nd
dramatic forms. There is improvisation from both
groups of actors. While one grour is in hunter's
costume and the numbers assume .n: role of hunters
“or performance purposes, the ot .er group imitate:
the gestures and movements. sounds and responses
of an animal; in this case the burtu. The form
and structure of .ie performance depends on the
idea the performers wish to communicate to the
audience. The mode of the performance utilises
mime and involves impersonation and story through

action to communicate with the audience.
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FOOTNOTES

1. Radio Nigeria Kaduna Programme, Zakaranks
Rakuminka, 6th January 1984. e



CHAPTER THREE

SOCIO-ECOFOMIC INFLUENCES ON SOME
OCCUPATIONAL FOLKTHEATRE

As cearlier mentioned the troditional lausa
society w.s based largely, but not entirely, upon
1 feudal gystem and the machincry throush which ‘he
Chief ruled embodied enough checks and balances lor

the system to be described as a limited monarchy.

The admin‘straticon of the state at all levels
may be described as a feudal bureaucracy. For the
effective running of the state, the chief depended
on assistants loyal to him, They i» tvrn recruited
other assistants, usually from close kin or trusted
friends who reported directly to them. This form
and structure of administrative officialdom is
reflected not ouly in the state but also in Che
administration of wvagsals at the willage level.

It was a hierarchial scciety in /hich titles proli-

fernted and people sought such titles competitivel-~

The administrative form and structure is also
represented ir occupationz2l group pguilds. Specific
occupational grouns associate themselves with a
leader who is usually referred to as the Chief.

The Chief has assistants who will represcnt the

eraft puild when the need arises. 7These officials
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will therefore act on behalf of th. yuild meubers.
When for example the Chief of ti« community requires
the services of a particular occupational grcup,

the craft executives will supposedly voice the
opinion of the member:s 2s well as inform them of

the royal requec? Naturally many of the crafts-
men employ their gxiil in earming a living, however
the practice of the craft may or may net be their

~

main sourco income. As long as “hc services or
products of Chesc craftsmen is needed within the
community, the crafismen aid in the enltural deve-

lopment of their various communities.

In traditional Hausa communities titles
allocated to oceunaticnal groups in wvillages were
also replicus of traditional off "~ w1ld in the
emirate capital. At both levels each oraft or
trade formed 2= unit under the charge of an official
head drawn from its practitioners. These offi-
cially appointed hends were responcsible for collact-
ing occupation txes, for orgfnising work required
by the rulers, for informally supervising the
market and for consultine with other craft heads
or the Chiefs as necessary.

The craft officinls appointed by an Emir in
turn appointed apsistants to subordinate titles.
Usually the titled offiecials were drawn from
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relatives, Iriends or clients ~ . alaves. These

" officials in turn recruited helpers from similar
categories. The local creft heac called on these
aggsigtants in his dealings with the community
chief or with the representatives of the head of

his craft in the emirate,

Specific occupational groups arc associated
with particular folktheatre performances. Throush
the practice and presentation of the performances,
the craft will he promoted and adveriised. Through
the occupational performances the practitiocucrs may
fulfill a social community function. Tor ex=ample
they may be called upon to perform during tradi-
tional festivals  Jver a period »f Fi.¢ specific
occupational groups have also veen agsoclated with
a particuler musical group or praise-singers. For
example the butchers, farmers and blocksmiths
occupational groups are éssOciated with varticularxr
musical groups. Over "he vears it hag developed
into a form of patron - client relitionship. For
instance in bori-spirit possession, during tradi-
tional performances, musical groups are invited
for their profesgionalism, For example their
apecialization in pleying all fthe call-tunes and
theme songs of the wvarious spirits associated with

the practice of bori.
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The traditional forms of folktheatre perfor-
mances reflect th- sccial gtratification, organiza-
tion and way oif life of the Hauca traditional
community. Some social forms of traditional folk-
theatre, including occupational performances, have
in modern times assumed different names and roles.
Over a period of vears some traditional forms of
folktheatre performances have come to focus more
on the acquisition of material benefits rather than
the purely cultural function which they traditionally
performed. New social groupings have also develo-
ped. ©Some are based on age-groups, some on trade
associations and some cn village groups for commu-
nity development. These socio-economic changes
brought into the Hausa traditional coununity a
whole new concept of life and living, which was

reflectel i the performing arts.

Among some social forms of folktheatre that
have reflected the influence of modern socio-
economic order is E&}&nkuWaﬁ Tt is a traditional
social form of dramatic enactment that encourages
community get-togethers and transmission of
culture-

In Kalankuwa various characters are created
reflectine the occupational groups in sgociety.

For 2zxample characters were created to represent
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colonial officials such as resident governors,
District Officers, Sole Administrators and when the
Queen of ™ngland is characterised. her place in the
performance is usually reflecteu by setting the

character on some sort of hizk pedestal.

In the development of Kalankuwa, ftraditional
characteristics of the folk performince were over-
shadowed by the nore modern developments. For
example the Danhoto performers or naroka that
usually dominated the performances became side-
shows. The performance wns also an opportunity
for youths to woo and know each other better. This
phenomenon in RBomo has been replaced by concentra-
ting more on dramatic cecnactments that discuss

current socio-economie¢ problems.

with the coming of politics ir 1979, dramati-
zations of Knlankuwa incorporatrd government
policies usually being sympathetic with the politi-
cal party that the majority of the participants
are associated with. During this era it was the
cash nexus, or rather the source of finance, that
determined thie context of the enactment. The
traditional objective of encouraging understanding
between members of tre society and their neighbours
took on a different meaning.

However this new iorm of revivalism also
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introduced new forms of community development
projects. The organizers of Kalankuwa have now
formed themselves into a soeial group - the Farmers

Club or Xungiyan manoma. In an effort to continue

with tradition, the club has initiated community
gelf~help projects in conjunction with the organi-

zation of Kalankquu The new form ~nd structure

of Kalankuwa rerfiects a c¢urious mixture of modera

thought ard tradition,

Among the earlier gsoclo-econcmic changes in
traditional soclety were the new forms of industria-—
lization. The innovations resulted in urban over-
population as a result of rural to urban migration.
The machinery used in the industrieg and foctories
created new Jjob oprortunities and rural dwellers
were attracted.

whal the rigrants sought wem e material
benefics and amenities asgociated with city life,
The new socio-cconomic order theruiore brought in
a new way of life which influenced the people's
idea of recreation cnd entertainment. The Western
civilization therefore influenced the traditional
way of life of the pecople. (onsequently the arts
and erafts underwent sociological as well as
economic changes. The propelling factor in the

steady rural to urban migration was the oil boom.
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In the early 1970's the Nigerian o0il boam generatloed
a lot of socio-economic activity, within and out-
side the country.

There are some local craftsmen .10 have suc:
ceeded in adapting to the modern -hanges. They
adapt to these changes by developing their skills
;0 suit modern needs and demands. TFor example
traditional hunters satisfied the needs of the
local community in which they lived. '/ith the
development of ¥ = urban areas the trzcitional
hunters had other avenues of earnir.« a living.

They therefore adapted, like some other occupa-
tional groups, to the new civilization. The type
and demand of the services of such practitioners
will to a large oxtent dietate the public opiniou
of such products or service: The effect of the
new civilization way struct.irally weaken the tradi-
tional guild as & resul” of disperse. members,

Some practitioners uay gc “o the urban areas to
gseek job opportunities or ply their crafts, thereby
‘educing the membership capacity of some craft

guilds in the rural areas.

The introduction of the modern communication
media has influenced the uniqueness of some occu-
pational rolk performances. Before the advent of

the colonial administration, traditional Hausa
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society had traditional social forms of drama
performed by the people. But with the radical
cultural changes brought about by the new socio-
economic changes in traditional society, come
modern forms of communication: film, television,
radio and theatre. There are few communities that
have not beecn affected by these radical and rapid
changes which are necessarily reflected in the

performing arts.

For example in a current programe of dramatic
performance on N.T.V. Kaduna, the form and structure
of a certain traditional performance is recreated
in the studio. Tn the contemporary version of the
performance, there is reflected : gituation whereby
the acquisition of wealth hes bccome more dominant.

The programme Gidan EKashe ilhu includes performances

of dramatic and musical episodes. Tn “he olden
days gifts or reunrds to musicians and praise-
singers were modest and humble. ¥or example a
wealthy patron may offer a horse or new bribe to

a musician which were highly valued. The modern
trend is to find some patrons trying to outdo each
other in giving out expensive cars and mangions

to musical groups. This theme is reflected in the

current programme Gidan Kashe Ahu.

The studio audience is usually of several
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social groups, c'ubs or associations invited for
each programme. The performance attempts to capture
the theatrical atmosvhere of a traditional social
form of entertainment. In this form of performance
a wealthy citizen of the community may invite or is
visited by an ensemble of musicians. The musical
group is rewarded in cash or kind by the hosts or
guests at such gatherings. The studio andience

represent the spectators found in such performances.

The main characters in the teclevision wversion
are the 4lhaji a wealthy citizen, his wife, his
"lose friemd or amini Mallam Korau and Tumbuleke
their son ocharacterized as a half-wit and clown.
Another character sapkira is a sort of maroki or
praise~singer who liases between the Alhaji's
household, his guests (the studio audience) and

the musical groups irnvited.

There are different types of occupational
groups with different forms of folktheatre perfor-
mances. Each performance expresses its own form
of communication and message. As mentioned earlier
the folk performances have served particular cul-
tural functions in soclety such as in community
festivals. Apart from the cultural role these
nerformances play, the performances are also a way

of drawing the people's ettontion &ud jnterest to
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their craft. The performances are still presented
today when the occasion arises; however in certain
instances theic zre some differences between the
modern and traditional mode of performance in some
occupational folktheatre. These differences as
earlier explained were sometimes determined by
modern socio-economic changes. ..fQpetimes these
changes influence the traditionsl Tole and function

of some of the traditional performances.

Among traditional performances of occupational
groups is the 'Yan tauri. This group has folke
theatre performances that are genuine and still
practiced today - genuine in the sense that the
performance has preserved most of its traditional
form and structure. Also its traditional role and
function in soci«c; is represented to a large
extent in contemporary performances. 'Yantauri
genuine performance is witnessed during the Sallah
festivities. There are however other forms of the
same occupational performance that have deviated
from the traditional socaﬂlfﬁncﬁiﬂn. In the context
of this discussion, such 'Yantauri performances,
as in some other occupational groups, have been

influenced by the socio-economic changes today.

The 'Yantruri are a variaticn of the makera
or blacksmith's occupgtional folktheatre.



eL.

Literally tauri means tough or hardenel, in this
context it may be internretcd as the performance
of the hardencd ones. The 'Yantauri express or
communicate to an audience their power over metal .
Associated with the 'Yantauri "trade-secrets" is
also the power over w2apons made of hern and the
power to "2}5&ppea§;‘in times of danger. This
protective charm called layan zana in Hausa is
believed to make the users "evaporate" intu the
air or go through walls. The 'Yantauri are also
believed to have power over guns, nicaning that they
believe they will not be harmed oy gunshots. A
popular traditional myth surrounding hardcore
'Yantauri is that when ther come in contact with
metal structure, such as railway lines, the lines

will either melt or bend.

A genuine tauri performances such s witnessed
on Sallah days, takes place in Z7aria City after
the Sallah prayers. After the Sallah prayers the
Sarki is usually followed by a2 multitudec of people
back to the palace. Wher he is seated his subjects
come to greet him and in such circumstances repre-
sentatives of various occupational groups perform

for the §arki1§ entert2inment. The Sarki has his

own personal Yantauri who may periorm on such

occassions. Those that perform in the palace are
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strictly under thie Sarki's authority. They are in
essence the royal 'Yamtauri who dc¢ not join in
performances outside the confines of the royal

household.
The traditional role and function of the

Sarki's 'Yantauri is that of bodyguards. They are

responsible for hLisg security and 2lso serve the
traditional role as advance partics in periods o?
war. Before the colonial period, Zaria had vassal
states under the direct authority of the Sarki.

It was pot unusual to find rebels and such rebels
and dangercous criminals sometimes went into hiding.
The 'Yantauri were traditionally assigned the

function of traclkins down such criminals.

More th2un one 'Vantauri may particinate in a
performance., Zsach performer dex.nstrates his owm
skill and ability to the audience employirg indi-

vidual styles of communication. fThe 'Yantauri are

e ———

usually followed by an cnsemble of masicians asso-
ciated with the nccupation. As mentioned earlier,
over a perind of timc certain musical groups,
through their relationship- with occupational per-
formers, assume a putron-client relationship.

Among, thic group are the Yantauri musical groups
and other examples among occupation”l folk enter-
tainers include professional musicians associated

with farmers and hunters.
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The main objective of this form of performar:e
and the traditional social function it served was
to demonstrate Lie performer's resistance to metal
weapons. It is also a way of promoting the craft.
As part of community festivals the 'Yantauri per-
formances tradition~lly per{srms a cultural function
in the community. In‘ita original traditional forr
and structure, The 'Yantauri performances have ne
commercial uvndertone. However the audience may

offer obligatory zifts in cash or kind.

As in some olluer JOccupational follktheatre
performarces=, such as Wasan Ask~ or panhoto, the
'Yenvauri reflect the stylized represcntation of
cheir various crafts. The m=in objective of such
performancces is to demonstrate and prove t¢ the
audience the power of their "trade-secrets". The
'Yantauri pericrm their demonstrations on themselves
and the message in such performances is straight
forward. They do not attempt to tell a story
through 2 segquence of actions. It is the way in
which they express their craft in a stylized manner
that identifies them aes 'Yantauri. For example
the hunter's occupational folk performance wasan
maherba, involves improvised scenes -2d situations
as reflected in the nature of their occupation.

As has been chressed, the original forms of tradi-
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tional perforr aces are not subjczt to commerciali-
zation in the performer/audience =ense of the word.
r'his is evidenced on Sallah day performances of
palace ‘Yantauri.

Another form of traditionally gernuine occupa-
tional folkt'.atre performance i= associated with
the Bori spirit possession cult. The performers
of bori for entertainment may =nlso perform the more
serious rites. [he more sericus bori is conducted
in a manner appropiate to the cult rites; however
as A. Akodu observes "both in the simple cult of
the villages and in its more elaborated manifesta-
tions, met with in the cities, the underlying
principles of possecsion and initincion are the
same. e

The practice of 29}'_1_ has =urvived through many
generations. 1In both its Lraditionally serious
context and its entertainment form there¢ is some
form of material *ransaction. However duc to
modern socin-economic changes thce financial transac-
tions have been cmphasised in some forms of perfor-
mances rather than the spiritual awe and reverence
it traditionally commanded. The bori spirit posse-
ssion cult persistg in Hausa urbun centres because
enough people belicve in its ugefulness of ritual

healing, and still more view it as a lively enter-
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tainment for weddings, namings and other importar -
events.

Sori as a religion has survived many genera-
tions. Bori performances occur most often at tinies
of family or community crisis or transition, seriouis
illness or epidemics, marrisages, Muslim Eid fest .-
vals, the opening of ncw markets and moments of
national instability. They are usually held, when
in opublie, in an open sprce or area where the local
practitioners and whoever slse may wish to, attcnd.
Bori had its origins before the coming of Islam or
Christianity, as a traditional recligion it may be
compared with other rature religions such s the
worship of Barbushe =t Dol~ Hill in Kano and the

worship of the sacved snake in Daur: and Zuru

In traditional bori practice girka refers to
the initiation or training pericd. Cirka means io
"boil" or "cook" and it m-~y last from about a weck
to a month. In extreme cases it may last up to
three months. During this period the initiate is
not allowed any outside contact or communication.
There are more female members in the cult than
male members and the leader or priestees is usuclly

referred to as Carauniya, Magajiya or Inna. The

occupation through which most of the members earn

their livelihood is prostitution. The initiation
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ritual must meet Up Lo ecertain pr-ivoquisites.
There wili b: gomeone who is spirit-possessed,
that is the sicl person. There must be a person
who is responzible for the welfare of the person
to be initiated, who will *2ach the new initiate
how to c¢nt and porform other acts of the ritual,
There must niso be a musiclon who can play the
stringed instruments goge and garaya cnd who knows

the call-tunes of =ll the spirits.

-An initiate's drink in traditional bori ini-
tiation ceremony is made by pounding rice mixed
with a solution of ninety-nine Aifferent roob:e of
trees that have Deen gatherced and boiled in a large
pot. A thin gruel is made to which are added
gspices. Hor food is made by por.ding ;ji%ﬁ_or
Trice and the powder is mixed with water to make a2
vhick paste. Medicinal pow-er ia mined with the
paste and then kneaded into ballg. Through out
the initiation, the initiate will nov utter a2 womd
to anybody, alihough the initiator does instruct
her, until after three days whon they will have
their "mouths cut ior them.” This weans that the

woman and the spirits in her hend fre given per-

mission to speak to anybody.

In traditional bori practice, gome form of

material transaction was practiced durine initia-
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tion. The material transaction '~ spccifically
limited .o the needs and demanis of the ritual.

™ this transaction the itens ire for the gpirits
not the medium, performers or musicians. Hausa
Cuatoms5 identifies some of the items traditiona 1y
used for materi | trousactions in bori. These are
"a bottle of periume, a packet of cigarettes, si::
kolanuts, sour milk and butter, two epgs, ground: uts,
the bitter green gauta (a tomato type of vegetabl.e),
cassava, potatoes - 2 they are in season, kuli-kul.
(the balls of frica rosidue after 0il has been
pressed from them,"

The traditional religion velieves in the exis-
tence of ninety-nine 4’ fferept lmowm spizite. Th.s
is alse tho numbor of the differ:ut “rpes of root«
that 2~. gatheorel and boilecd for the initiate's
.rink. The *raditional religion =l.0 »clieves
in the existence of basically two typea of spiriis,
the black ones and i~ white one: in tre perfoi-
mance of bori, =nirit. such as Kure, Doguwa or Irna
are represented. They are also sid te be Yhe mcre
dangerous and =vi| The white spirits on the otler
hand are =..0d to be @onod, such as Barahaza and
Mallam All:aji.

During the perfurwnnce of bori chese spirit.
are called uvon so as tc request certain favours

from them. The spirits in bori performance are
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traditionally represented with a specific character
or characteristics, For example Ba-Maguji is =
pagan Hausa spirit who causes drunkenness and is
physically realized as a reeling inebriate. Mallam
Alhaji, the King of the Muslim iskoki dispenses
medicinal cures ana is physicalized as a bent,
learned old m: i, counting hiz prayer beads and
reading from the Quran. The female spirit
'Yarkunama (daughter of the scorpion) is typical

of spirits causing pimplesg and boils and charace-

terised as moving her arms like s scorpion.

As mentioned earlier the traditional bori
cult in the villazes and its more elaborate and
commercialized manifestations met with in the cities,
h~ve the underiying principles of -ossession and
initiation.

For the initistion ceremony all kinds of food
dishes are prepared on the morning of the ritual.
They go to some idol in the bush, usually a tree,
and the usual rit.: are performed at its foot. As
some form of material framsaction it is traditionally
the practice %o offer some sacrifices to the spirits,
In this instance also the itcms or material are
specifically meant for the rituxl. These are the
necessary prerequisites of fthe rites ~nd there is

no commercialization as may be found in the modern
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context of some forms of bori performances. Hausa
Customs4 identifies these items as seven different
kinds of chicken sought for the ceremony. "The
first is - black-coloured hen, the second is a
black-and-white ccloured hen, the third is a whie-
coloured hen, the fourth n cock with a saddie-
shaped back, the fifth is the red-feathored cock,
the sixth is the speckled hen 2nd t'.c¢ seventh a "en

of the same colour as the greeni:. ulrush-millet.”

Over the years fthe traditional form :nd stric-
ture of some of this folktheatre has chonged. The
changes were to a considerable extent determined
by modern soci’—economic developments. The sum
total of the gradual advancement of the modern s»>zic-
economic influences in the traditional society, is
the contemporary svstem and structure of society.
This structure is alco reflected in the performing
arts. Tor example o variety of the 'Yantauri pewr-
formers verform for entertainment with obvious
commercial purposes. In effect some of the practi-
tioners of this 2ccupaticn employ the Zorm and
structure of the traditional folktl.catre performance
to earn n living. As emphasised earlier, in its
oricrinal and traditional form, there is no comme:r-

cial emphasis.

On the commercialization of some occupational
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folktheatre some forms of tradit. . osl pecformanc::
have bevn geared solely towarus the acquisition c?
‘2alth. The cultural aim of such performances h
therefore assumed 2 modern interpretation. The
performers of some vccupational folktheatre have
set aside the uwore serinus objectives of the per--
formances and utilised the traditiorai form and
structure of the performances for commerci=zl
purposes. Such performers may o~- may not earn their
livelihood solely through the performances since
practitioners oI ceccupational grouys may have ot e
sources of income, for example farming on ~ pers aal
basis.

Apart from genuire performanc~.. of the ‘Tanlauri
for cultural--cim--religious purpc 'es . uew breed c.
Yantauri performers with solely coumercial uader-
vnes had developed over th: yenrs. The performoss
of tauri for emtertainm~nt and coummerci.l purposecs

have all the attributes of the court 'Yanbauri or

R

genuine perforners. The wain difference is that
this group of perfbrmers set out purposely for tle
material benefits t2 be gained. Thyy are a popul ar
entertaining group in Hausa traditional society
and may be seen performning in both rural and urbs-
gettings. As a commercizal enternrise they also

advertise and promote their performances £> as to
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attract the audience. They may perform on invita.
+*jon or present some perform nccw in antiecipation
of invitations. They may also stroll round the
streets and perform for individuals when called
upon to do so. Theos are also seen sometimes on
market dey: earniag some form of income through

the use of the traditional form of performance.

When a client rcquests for a performance they
are rewarded in cash or kind. Such presents are
expected by these performers and the presents may
come from the patron, guests or gpectators who
form the audience  The performer/audience relation-
ship in such =2 performnince is solely commercial
in nature.

The development of commercialization in the
craditional form and structure of some occupational
folk performances is also observed in buri ritual
performances. The practice of bori as a religion
has been associated more with prostitution than
any other occupation. The nature of the necupation
itself is geared specifically to a commercial enter-
prise. This inbui. *~ commercial nature of the occu-
pation itself is reflected in the bori ritual
performance. However over the years the material
transactions in some forms of pori performinces

are more emphasised than the spiritual inclinatioms.
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Bori ritual performances are usually held in
brothels where all or a large number of the occu-

pPants are masu bori (practitioners of bLori). Some

ritual performances require that certain saerifices
are made or somne sort of gift is pgiven %0 a spirit
a8 necessary. The «ifts are meant for the spirit
but it is belicvved that traditionally some of the
gifts are given to the invited professionnl musi--
cians. 1In concemporary Haus2a communities brothels
where the bori performances are usually held have
assumed modern socio-economic functions. The
compounds have =ow, more or less, become indigenous
club houses or sociaul centres. ™o only is the bori
coenducted as an entertainment-cum—-commercial enter-
rrise but the patrons of such comiounds may invite
other forms of musical groups on : [ee gettlement
basis.

There are csseniz2l differences in the audionce
of bori ritucl and bori performznce. The gifts
offered to the iska or apirit were traditionally
distributed to the professicnal musicians of the
enscmble as payment and werec not secn 2s a source
of income by the masu bori. A Horn notes "the
medium's personal rewards presun«bly lay in the
gocial control s%o ~cquired, the emotional cathar-
sis of role~playing (not unlike that of psychothe-
rapeutic psycho-dr-wa) and the physical stimulation
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of ectastic frenzy. The medium therefor« plays
the role of a go-between of the spirit -nd the
vehicle throuph which the requests nf the spirit
are met and favours asked. Wher = medium is posse-
ssed by a spirit she becomes the spirit which has
mounted" her. Tor the duration of the trance,
whatever she says or does is seen as the doings of
the spirit. It is also at this point that the

audience enter into the perf - mance and make

requests to the spirit.

Offered gifts are placed on mats before it,
the iska may converse with the spectators, foretell
individual fates, offer guidance in personal
conduct, issue orders or "speak in tongues." This
then is the practical functional aim of most public
bori performances, a direct communicrtion between
gpectator and spirit between men wmd the supor-
natural. Thiz also is the traditional mode and
manner in which it weas conducted. with the commer-
cialization of bori the brothels hawve become per-
manent entertainment centres. The demands of
modern society »rc *1lso reflected in the perfor-
mances. Although such performances are serious in
nature, such as the performance for divination or
duba, the offercd zifts reflect contemporary

demands. As Horn says: "gifts are now often viewed
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as payment tc the medium rather than as an offeriag
exclusively to the spirit."6
Music as a theatrical elemecnt is prominent in

bori. Traditionally the musicians of bori receive

payment frcm gifts offercd to the spirit. Today
with the nature of the compounds as entertainment
centres where various music”l groups are invited
on a fee-paying basis, the bori musicians are pa.d
as other musicians or entertainers Mo eall upon
a spirit. the spirit is played ' particular tune
md ..e theme-song recited. In traditional Hausa
society, Haus” musical performances are usually
rroduced in repertoire which in the traditional
concept is termed take. In this case each song
or musical convposition is meant for a person,
animal, thing or event. Take in most cases are
not the same though they might be gimilar in
rhythm, thougbt, concspt, music or song. The
musicians are usually professionals brought speci-
fically for such a purpose. Such professional
musicians do not necessarily belong to the cult but
are familiar with the tunes and theme songs. They
should not be associated with the wuale membcrs of
the cult who are believed to b¢ cither homosexuals
>r impotent.

It appears as if it is the act, the dreana



that is therepeutically effective, whoether there

is actual posseseion or not. The 1ratitioners of

a ritual not _cld in public offaer sacrifices in

form of material objects or items {o the gpirit.

In public bori spectators nay offer sacrifice as

in a dube ritual so ac "o request favours from the

spirit. As is the practice today these payments

arc used by ‘he medium or those directly involved’

in the rites. The traditional practin. of giving

the musician: the proceeds is not strictly practiced.
The 'Yantauri performances are also associated

with music and professional musicion:. They are

among some other occupational perlormances that

have permanent mugiczl ensembles. Permanent in

the sense thi o ar a4 long period of interrelation-

ship they have assumed ~ patron=c’ i2nt relationship.

The performers of tauri for strictly commercial

wposes further developed another form of operat Lon
during the political era. 1In traditional Hausa
society musicians i~ molitie2al liie may include
ordinary court (. .ici 2e of the Fmir and high offi-
¢ials residine in the capitzl city of Zaria and
district heads; famous singers and their bands
(often court musicians) who travel through the
emirates of Northern Nigeria; and musici~ns who

primarily play - or did, at least until recently -
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for functions of modern political parties. Before
the December 19¢% military coup, the preceding
political era witnessed some of such performers
associated with the 'Yantauri occupational perfor-
mances. These groups of 'Yantauri performers
employed the form ind structure of the traditional

performances for gtrictly political purposes.

The nature oi (heir performsnc+ alio consists

of perfcorumers trying out their power over metal,

this case however, such as during political
rallies, performances are more adequnately described
as threateniny rath-r than entert .ining. They do
not perform for trauitional purposes nor do they
perform in rallies because they expect reward from
the audience. The aim of their performance and
form of the demongtrations is to promote and bnost
the moral of the political party they associate
themselves with.

This groups of 'Yantauri and ensemble of
musicians are seen as party thugs who act as body-
guards for political leaders. Im this role their
activities carn 1ot be described ss folk-theatrical.
They have rather stolen the traditional form and
astructure of the performance for politicil purposes.
These 'Yantauri may have the power thoey claim over
metal however they do not demonstrate the '"trade-

secrets" for the traditionslly cultural function
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it serves in society and as it is today being

reflected by genuine 'Yantauri perforuers.

Such a group of 'Yantauri performers -~re part
and parcel of the political party with which they
associate themsclves. In effect they may be seen
as being emvlc . odi by the politicil narties for
such speecific ducice. This group of pecnle are
veferred to in Hausa as Yanbanga which generally
refers to thugs.

They were a frequent sight during the politienl
era especiallv during political rallies. Although
they may have similar characteristics with genuine
tauri performances, their aims and objectives are
far different. They also differ from those per-
formers that walk the streets earning » living
through the utilisatior of forms ~f the occupational
folktheatre., The 'Yantauri who associate themselves
with politicnl parties are employed bv such parties
for political functions recruited t¢ form as the ¥rnbagn,

This groun of performers rcceive payment or
gain materially but as some sort ofstlary earners.
Their performance can not *re described 28 folk-
theatre since they do not aim for the traditionally
cultural social function the gcnuine performence
serves in society. It is a political as much as

a commercial development.
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In the further commercial dev:lopment of bori
as an occupationsl folktheatre, hawr -~ that is the
"mounting" of the spirit - may be consciously
impersonated without seriously affecting the audlie-
nee's belief in the ritual [n dramatic concepts,
an actor impersonates a character consciously. Tn
serious bori ritual performances true possession
of the sririt is marked by genuine trance and
sneezing fits., TIn this context there is no attempt
at role-playing. Communication with the spirits
is *he supreme aim of bori ceremonies and it does
not try to communicate to an audience through a
sequence of actions as in the dramatic concept of
plotting.

From a sociological viewpoint bori ritual is
an accepted traditional religion. Tn its lighter
or entertainment form, the form and structure of
the performance is used for strictly ~ommercial
purposes. As practised in the religion, following
the order of laved-down spirituel rites, the
audience will then be referrcd to as worshippers

or followers/diciples of that religion.

The traditionasl form and structure of some
occupationsl folktheatre has chasnge? in the modern
mode of performances. The changes were among
other things influenced by the modern socio-economic

developments in society. The traditional society






