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1. Introduction

Although Hausa musical culture in not unknown, the following reasons seemed to necessi-
tate this paper:

1. Although scholars like D. W. Ames, F. Besmer, A. V. King, K. Krieger, M. G. Smith and
and others outlined the essentials of Hausa musical culture in numerous publications, a solid
statistical basis seems to be lacking. In Hausa musical studies the growing precision and re-
finement of ethnomusicological research methods is only present in two brilliant papers by
D. W. Ames (1973a, 1973b). For the first time, as far as I can see, fundamental statements
on the socio-cultural situation of Hausa music were based on statistical inquiries in these pa-
pers. The present paper attempts to carry on and eventually extend these studies in order to
give a yet broader basis to our overall picture of Hausa musical culture.

2. Hausa musical culture covers a huge area comprising the entire north of Nigeria and
parts of Niger. Regional differences are much too likely, but studies of regional peculiarities
have been restricted to some areas in Nigeria: Kano (Besmer n.d., 1971, 1974), Katsina
(Ames and King 1971, Besmer 1970, King 1969), Sokoto (Harris 1932, Raab 1970), Zamfa-
ra (Krieger 1968), and Zaria (Ames 1965, 1970, 1973a, 1973b, Ames and King 1971). On
the other hand, no studies on marginal areas of Hausa territory in Niger — apart from Niki-
prowetzky’s paper (n.d.) — exist. This makes studies as this paper on Maradi an urgent task.
For although Maradi has been studied under various aspects in numerous publications (see
the bibliography in Nicolas 1975: 642—46), no attention has been paid to the musical life of
this region.

Futhermore, the valley of Maradi shows some peculiarities which make it a suitable con-
text of a study of the sociocultural situation of musicians under modern ethnomusicological
aspects. Only some decades ago, Maradi was still a stronghold of the “pagan” Hausa, and one
would expect the region to offer numerous fields of comparison with the strongly islamized
Emirate of Katsina in Nigeria whose vassal Maradi was until the Fulani “holy war” (jihad)
of the beginning 19th century.

Looking at the actual situation, the city of Maradi — now the second town of the Republic
of Niger — might offer interesting examples of beginning urbanization and its effects on
Hausa musical culture. For in contrast to Nigeria where urbanization has attained a high deg-
ree and hence affected music considerably, this process is just beginning to show results in
Niger and can be followed in detail.

3. The inquiry which is at the basis of this paper started at a time when the government
of Niger announced serious steps against griots, i.e. professional musicians, in the context of

1 I gratefully acknowledge the financial support of the Deutsche Forschungsgemeinschaft which made
this study possible. The text of the paper was written by myself, but Habou Magagi of the Maradi
branch of the Institut de Recherches en Sciences Humaines of the University of Niamey carried out
most interrogations and set up all genealogies. Without his assistance this paper would not have been
written.
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a campaign against waste and on the occasion of newly passed laws concerning marriage and
bride-price. In 1979, Seyni Kountché, President of the Republic of Niger, said:

“As far as griots are concerned . . . they prefer an easy way of life, since none of them takes the hoe to
grow sorgho or millet . . . ” (Sahel-Hebdo 1979: 7)

It is true that according to an unofficial rating by the Ministry of Plan about 3 billion -
Francs CFA were spent for maraboutage and griots in Niger in 1978 and that professional
musicians through their praise-songs constantly animate group rivalry and ostentative status
demonstration inherent to Hausa society. Yet, measures against professional musicians being
announced now and then (the 1979 campaign is the third of its kind in Niger) and the musi-
cians themselves, especially the praise-shouters (marok i, pl. marok a) being much afraid that
their craft will be prohibited, it would be desirable that cultural politics and future treat-
ment of the griots be based on solid facts.

2. Hausa society of Maradi

The valley of Maradi belongs to the historically important Hausa kingdoms of Gobir and
Katsina. At first only inhabited by isolated clans of hunters and farmers, the valley became
the refuge of numerous Katsinawa and Gobirawa after the fall of the “pagan” dynasties of
Gobir and Katsina. The society of the new rebel kingdoms of Gobir (Tibiri) and Katsina (Ma-
radi) was based on clans and a religion of ritual contact through possession by clanic spirits
during all important social events. This Anne society — as their members were called — grad-
ually developed into the dynastic, pre-industrial city-state of Islam. Under the impact of
Islam the traditional clan structure vanished and the clans made way for restricted patrili-
neal lineages. The Islamic city-state was based on the territorial unity of a kingdom which
was ruled by a dynasty of noblemen and a king. Trade and the crafts were organized in
groups and structured hierarchically according to the pattern of the central power. Musi-
cians, referred to as maka’da (sing. maka’di), occupied the lowest rank among the occupa-
tional groups. The clanic spirit cult, finally, developed into syncretic cults like the bori
spirit possession cult which combines both Islamic and “pagan” elements.

Colonial rule contributed to a further decline of traditional clan and family structure.
The colonial fiscal policy favoured a rapid splitting up of collective properties and the in-
creasing afflux of European merchandise destroyed the traditional crafts. Islam became the
dominant creed and Maradi developed into a real urban center with about 60,000 inhabit-
ants.

It is in the light of these three phases of historical and social development — from the
“pagan” Anne society to the dynastic society of Islam and the “modern” urban society
of today? — that the following evaluation of data must be seen.

2 1t should be said that this division into Anne society and dynastic society was coined by G. Nicolas
(1975), while I added a third type of society which seemed to characterize best the city of Maradi of
the beginning 1980s.



66 Veit Erlmann
3. Methods of inquiry

The paper is based on data which were collected among 330 musicians in 25 places of the
valley of Maradi (see the map in Figure 2 and Table 1) from August 1979 to April 1980.
Complete registration of all musicians in each of these places was aimed at (see Table 1)*.
While this was practicable in smaller villages, only a small random sample was possible in ci-
ties like Tibiri and Maradi. On the other hand, some informants were only questioned be-
cause they played more or less regularly in other villages than their places of domicile, as
for instance the court musicians of Tibiri who actually live in Fagagaou, Dan Alya, Chadadie,
or Garin Magaji.

Due to time and financial limits the number of questioned musicians does not go beyond
330. For the moment, then, the number of musicians living in the region remains unknown.
Yet, it is highly probable that this sample of 330 musicians represents more than 50% of the
total number of musicians living in the valley.

4. Musicians in Hausa culture of the valley of Maradi

Hausa musical culture is extremely rich in styles, musical instruments, and types of musi-
cians: D. W. Ames lists over 50 different types of musical instruments for Zaria alone (Ames
1965: 62), and in Ames’ and King’s “Glossary” the Hausa terms for 68 types of musicians
are found (1971: 70-97). Among many possible ways of classification Ames chose to di-
vide professional musicians into

“1) the musicians of the craft groups; 2) the musicians in the political life; 3) the musicians of re-
creational music; 4) the musician-entertainers; 5) the musicians for the bori cult.” (Ames 1973a:
134f)

In the perspective of this paper which seeks for more general links between social struc-
ture and musical culure, three types of musicians appeared to correspond with the three
types of social structure described in section 2 of this paper: 1) the musician of Anne so-
ciety, 2) the dynastic musician of dynastic society, 3) the “modern” urban musician of post-
colonial urban society. It will be seen that the correspondance between these types of musi-
cians and types of social structures is not always exact and overlapping between the types of
musicians exists.

4.1. Musicians in Anne society

On a very general level, music is performed by non-professional musicians in Anne so-
ciety. Unlike professional Hausa musicians, non-professional Hausa musicians have been
rarely studied by ethnomusicologists. As this paper, too, is mainly concerned with professio-
nal musicians and as no statistical data were collected about non-professional musicians,
some short remarks may suffice here to characterize musicians of Anne society.

3 One would like to know how many musicians per inhabitant there are in each of the places of inquiry.
The last census (1975) having been made only for cantons (large administrative units of several vil-
lages), it is not possible to answer this question.
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4.1.1. Non-professional musicians: the example of the Basarawa and the Bakawa

Music is an essential part of the Anne conception of the world and contrasts with many
aspects of musical culture in dynastic society. As an example of the way music is integrated
into Anne society, two clans will be studied and the role music plays in their social and cul-
tural life: the Basarawa (see the genealogy in Figure 3) of whom the majority live in Gidan
Basare (15km east of Maradi), and the Bakawa (see the genealogy in Figure 4) in Riadi (10
km south of Maradi).

Both clans consider hunting their family heritage (gado). The Basarawa trace their name
to the title Basare, and it is with this title that the clan honours its best hunter. Further-
more, the Basare occupies an important position at the court of Maradi, since he leads the
annual ritual “opening hunt” of Maradi. As for the Bakawa, they consider themselves the
legitimate successors to the archers in the army of the Mara’di, the representative of Sarkin
Katsina in the valley of Maradi before the Fulani “holy war”.

The musicians of the Basarawa play but one musical instrument: the gourd-bodied
drum duma®. Besides other objects like an axe and bracelets (kwaraya), this instrument is
part of the collective objects inherited from generation to generation within the clan. Like
the Basarawa, all Anne clans own musical instruments as important parts of their heritage® .
It is on these musical instruments that the musicians of the clan play the praise-€pithets
of the clan which also belong to the collective heritage. The Basarawa themselves have two
praise-epithets: 1) zabo ratata (“Guinea fowls assemble!”) and 2) tatan tata which is the
assembly call of hunters. The praise-epithets of the clanic spirits Gajere and Doguwa Bak’a
are also played on the instruments. During important social events which unite the en-
tire clan, the women folk are possessed by these spirits to the sound of the instruments, and
this is the acknowledged way how a legitimate member of the clan is recognized. Another
part of the heritage are three dances whose steps are only mastered by members of this clan
and whose correct performance shows the dancer as clan member: 1) zabo ratata, 2) Shadak-
wabo® , and 3) ya k’i sassabe da ganin mata (“He refused to clear land for farming for fear
of seeing women.”).

As for the Bakawa, their musicians play two musical instruments: 1) the double-mem-
brane cylindrical drum kurya and 2) the side-blown horn k'aho. The praise-epithets of
both instruments (for musical instruments also have praise-epithets associated with them)
show the main occupations of the Bakawa: hunting and war. The praise-epithet of k ‘aho
is as follows: busa kake kiran maza su watse ga dawa (“Blown, you call men dispersed in
the bush”)”. The praiseepithet of kurya is the following: turu gangar mutuwa bi ka ya

4 In order to limit the scope of this paper, no details will be given on the musical instruments mentioned
in this paper. For detailed information I refer the reader to Ames’ and King’s Glossary (1971) where
most instruments are listed. Reference works on other instruments not found in Ames’ and King’s
work will be indicated in the appropriate place. .

§ For instance, the five founding clans of Soumarana, 5 km southwest of Maradi, consider the following
musical instruments as their heritage: *Yan na jirwa, *Yan kibiya, and *Yan komma: kuru, kalangu, and
gangar noma; Bargiezawa: dundufa, kuru, and kalangu; Bangawa: kuru and kalangu; Gardawa: tambari
na k’'warya (see Krieger 1968: 386f) and kalangu; "Yam ma’azawa: kuru and gangar noma (for this
clan see also chapt. 4.1.2. of this paper).

6 Shadakwabo is a natron-coloured liquid new-born babies are washed with among Anne.

7 It will be noted that one member of the clan chose the modern whistle instead of k 'zho (see G in Fi-
gure 4).
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sha rana (“Turu, drum of death, whoever follows you will suffer in the heat™). Like the Ba-
sarawa, the Bakawa have epithets of their clanic spirits (Doguwa Fara, Gajere, ‘Dan Jigo)
and three dances: 1) Barambaduma®, 2) Shadakwabo, and 3) ku zo mu je ku zo mu je
(“Let us be off, let us be off™).

It is clear that musical instruments, praise-epithets, and dances, in other words: musi-
cal activity, is entirely defined in terms of the clan. Though other clans may have the same
musical instruments as part of their heritage, the specific combination of instruments,
praise-epithets, and dances is an unmistakable “musical badge” of each clan.

Furthermore, musicians of both clans consider this integration of music into their clan
as another essential element which distinguishes them from professional musicians of dynas-
tic society. These are “bothersome intruders” who depend on “begging” for their living.
The Basarawa and Bakawa themselves only play for their own kinsfolk. During other fami-
lies’ ceremonies they are “among those who give gifts, not among those who receive gifts”
like professional musicians. For instance, when a Basarawa girl marries, the musicians of the
clan play first, before the professional musicians have their tum (see Nicolas 1975: 87). In-
terestingly, the professional musician the Basarawa are tied to as patrons is a gangar noma
player, for they adopted the cult of “head farmers” (sarakunan noma) about 45 years ago.
The Bakawa, on the other side, are tied to garaya players, as hunters usually are.

Although music making is limited to the inner clanic social and cultural life of the Basa-
rawa and Bakawa, their respective functions in the court of Maradi lead to certain exceptions
to this rule. As responsables of the annual “opening hunt” of Maradi and as archers of the
Mara’'di and life guard of Sarkin Katsina, the musicians of both clans also perform on the
occasion of important festivals of dynastic society such as K'aramar Salla at the end of
Rhamadan . This integration of Anne musicians into dynastic society is also expressed by
the fact that the Mara’di used to give 12 duma gourds, 12 skins and 12 pairs of leather shoes
to the Basarawa for each “opening hunt”®. Apart from the Basarawa and Bakawa non-
professional musicians, the Mara'di, as the sixth senior official of the kingdom of Katsina
(Maradi) also keeps groups of 8 professional kotso and three kalangu players in his services.

4.1.2. Professional musicians: the example of the ‘Yam ma’azawa and musicians of
sarakunan noma

It was seen that the Basarawa and Bakawa are the patrons of professional gangar noma
and garaya players. Although music is mainly a clan matter in Anne society, certain groups
of professional musicians associated with certain crafts or rituals exist, such as musicians of
“head farmers”. In order to give a better idea of professional musicians of Anne society,
we shall now have a closer look at 35 musicians of “head farmers”. Some of them belong
to the “Yam ma’azawa (see the genealogy in Figure 5), one of the five founding clans of Sou-
marana, a village situated Skm southwest of Maradi (see Raynaut 1972: 73). The ancestor
of the ‘Yam ma’azawa was a Kanuri who is said to have settled in Soumarana before the
Fulani “holy war”. He and his sons were blacksmiths and it was only in the fourth genera-

8 This word is untranslatable. ) _
9 The number 12 is said to represent those 12 beats on the kettle drum tambari which are the first offi-
cial act of every new king (see Nicolas 1975: 147), but whose symbolic meaning remains obscure.



72

emeze, eWl Wex, 9y} jo A3opeausn ¢ 31

1oAerd nSuvjpy (q
124e[d nuny (e

(pp13 uawi4p) d3eIIIRW UISNOD O —(v

10Aerd nuny O—®
v

uerISNW

Rl
%ﬁﬁéﬁﬁ ﬁ

i wa i

.

(©]600©)
@ N P = o _ . T St ol = . .

YYQYYQQQQ QYPQP?

mu H @ «Q =

A

oy

QV- 00y oﬁjwﬂ% Y

[eaponaqars] }



Sociology of Hausa Musicians in the Valley of Maradi (Niger) 73

tion that the family turned to music. The ‘Yam ma’azawa are kuru and gangar noma players

of the local “head farmers”.

The rest of the musicians are members of other clans who play either kuru, gangar noma,
or kalangu for “head farmers” and other patrons in other villages. As this number of 35 mu-
sicians appears to be too small to be evaluated statistically and as this sample includes musi-
cians who increasingly approach the dynastic type of musician, we shall only discuss some
of the characteristics they share with the non-professional musicians of the Basarawa and
Bakawa and which distinguish them from each other.

— Both types of musicians are linked with other families of musicians through numerous
marriages'® .

— Like the Basarawa and Bakawa musicians, professional musicians of 4nne society do not
suffer from low social prestige as musicians of dynastic society usually do. For instance,
the ‘Yam ma’azawa do not have to turn to other musicians to provide music for their
own family ceremonies. The habitual pattern of donor and receiver, of master and ser-
vant, will then be reversed: the “head farmers”, usually patrons of the ‘Yam ma’azawa,
will then become musicians in that they take the instruments of the ‘Yam ma’azawa and
try to play them. Most obviously, this is an inconceivable situation in dynastic society or
even “modern” urban society where musicians’ status dwindled down as a result of the
Fulani Islamic reform.

— Anne professional musicians participate to a greater degree in official affairs than musi-
cians of dynastic society do. The “Yam ma’azawa, for instance, consider themselves rivals
of the ‘Yan na jirwa clan for the title of Sumarana, i. e. the village head of Soumarana
(see Raynaut 1972: 74). In fact, the list of all past Sumarana shows three title holders
who belonged to the ‘Yam ma’azawa (see Raynaut 1972: 137).

Turning to those characteristics which distinguish non-professional and professional
Anne musicians, it is of great importance to note that professional musicians depend on
music making for their living or would accept gifts from their patrons, while non-profes-
sional musicians would not.

— Though music making is transmitted from generation to generation among both non-
professional and professional Anne musicians, there is a clear difference in the way the
craft is inherited. In a strict sense, only the musical instruments are inherited among the
Basarawa and Bakawa and only those members of the clan become musicians and are con-
sidered as such who wish so and actually perform music. Among professional musicians,
however, only the membership of a craft group or status group is inherited, regardless of
the work actually done by the person concerned. This means that a man who inherited
the status of a professional musician will always be referred to as musician, even if he is ac-
tually a driver or farmer. In other words: the difference between both types of musi-
cians lies in an achieved or ascribed status.

— Another difference lies in the way musicians are distributed over the lineages of a clan.
While in the Basarawa and Bakawa clans musicians are met with in virtually every lineage,
some lineages of the ‘Yam ma’azawa seem to keep to their clan heritage more firmly than
others. This is the result of the rapidly progressing dismemberment of Anne clans which

10 See 14 and a) in Figure 4, a)-b) in Figure 5. Among the Basarawa one member of the clan is even a
professional goge player of the bori cult, but very often blind persons become musicians of the bori
cult although they did not inherit this occupation.
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leads to small numbers of musicians in small dynastic families and to a type of musi-

cian in “modern” urban society without any traditional background of family heritage at

all.

Although Anne professional musicians continue to play for “head farmers”, a gradual
shift to patrons of dynastic society can be observed. Not long ago, “head farmers” were the.
only patrons of kuru players. They used to organize a ceremony called dubu in which inte-
rested candidates could acquire the title of Sarkin Noma (see Nicolas 1967). Five dubu bud-
gets of the 1960s, collected by G. Nicolas show that up to 65.2% (see Table 2) of prodigally
distributed money and other gifts can flow into the pockets of the musicians present at the
event (see Nicolas 1967: 180—184). Dubu ceremonies are rare today and musicians rely on
less profitable events to play for “head farmers™ such as wedding and naming ceremonies.
The situation is not much better for musicians who play gangar noma, for other ceremonies
in which they used to take part, have vanished. For instance, gayya, collective and competi-
tive farm work by rural youth for which gangar noma players provided music, has been large-
ly replaced by “modern” wage labour.

Some Anne professional musicians remained faithful to their ancient patrons. The majo-
rity, however, set their minds on changed conditions by either extending their circle of pat-
rons to the traditional aristocracy, Fulani and Bugaje nomads, or taking up kotso as a second
instrument played for court officials.

In the light of the foregoing, it seems that Anne professional musicians occupy an inter-
mediary position between non-professional musicians of Anne society and professional musi-
cians of dynastic society.

42. Professional musiciansindynastic society

While the Anne musician — both the non-professional and the professional — becomes a
marginal phenomenon, professional musicians of dynastic society are by far the numerically
most important group of Hausa musical culture. At the same time, they are one of the
groups of Hausa musicians who have been studied most. Their main characteristics being fair-
ly known, 251 musicians were chosen according to these characteristics in the following ana-
lysis of the data. These 251 musicians include court musicians, musicians of the craft groups,
and those Anne professional musicians who changed their allegiance to patrons of dynastic
society.

Basic data

The following basic data may not be relevant as isolated facts here, but may serve in later
sections of the paper.

As to the sex of musicians, an overhelming majority of 94,0% are men (see Table 3). Al-
though these percentages cannot be considered representative with absolute certainty, one
can assume that women play a rather limited role among professional musicians. We shall re-
turn to this question later on.

The majority of musicians are Hausa (97,2%) (see Table 4), but musicians of other ethnic
groups living in the area of study were included as well, for they play the same role as Hausa
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musicians: Filani, i.e. Fulani, Bugaje, i.e. Tuareg serfs, Barebari, i.e. Kanuri, and Afzinawa,
i.e. Tuareg. As the two important ethnic groups of the valley — Katsinawa and Gobirawa —
have been in close contact with each other for centuries, differences in musical cultures of
both groups do not exist. With other groups such as Zamfarawa, Daurawa etc. differences are
not observed, although a more detailed comparison of their musical styles might bring to
light certain shades. For instance, it will be seen later on that instruments like the end-blown
flute sarewa or the iron ring zari are not found in the valley. In fact, these are instruments
common in Ader or northern parts of Gobir. At least, musicians who play these instruments
were not included in this sample, though a few of them certainly live in the region. As for
Zamfarawa, Kurfeyawa, and Daurawa musicians, it should be taken into consideration that
they are members of long-standing resident families of the valley who were brought up in the
musical tradition of Maradi. Members of non-Hausa groups — Filani, Bugaje, Barebari and
Afzinawa — only play a minor role in actual music life. They are either long-standing resi-
dents or like Filani completely naturalized.

As data on the general age structure of the population in the valley are lacking, our data
on musicians’ age (see Table 5) do not allow for conclusions about eventual peculiarities of
age structure among professional musicians. However, they will serve later on when com-
pared to other issues.

Heritage and kinship structures

Like farming, trading etc., music making (ki'di) and praise-shouting (rok '0) are considered
a craft (sana’a) which is inherited within the family. In effect, the majority of musicians in-
herited their status either patrilineally or matrilineally (see Table 7). Among dynastic musi-
cians the portion of musicians who inherited their status is slightly higher than among all
330 musicians, because these also include the “modern” urban musicians of whom many did
not inherit their craft (see section 4.3.1). Most interestingly , however, the portion of 82,1%
roughly corresponds with data Ames collected in Zaria. For he says that of a sample of 257
musicians 78 9% inherited their status (Ames 1973a: 155).

Though inheritance generally passes through the father’s line, “the mother’s line is used
to sanction deviation from patrilineal ascription of status” (Ames 1973a: 130): 2,9% of the
dynastic musicians received their status through matrilineal ascription (gado wajen uwa) (see
Table 8). Again here, percentages among musicians of the valley of Maradi are slightly higher
than those given for Zaria by Ames (2,7%) (Ames 1973b: 276, n. 15).

The portion of musicians who inherited their status is not equally high among every type
of musician, depending on the instrument they play. Considering only frequent instruments
(see Table 6), the portion of musicians with an ascribed status is above the general average of
82,1% mainly among the instrumentalists of court music (banga, kotso, ganga, kakaki, turu)
and musicians of craft groups (kalangu, kurkutu). It is under the average among maroka,
musicians of the bori cult (goge, caki, kwamsa) and duma players. At least with goge and
caki players one can say that the reason lies in the fact that the first only became musicians
because they became blind, while the second are mostly women who married a goge player.

Family heritage is well established since at least two generations among 87,5% of those
musicians who inherited their occupation through their father’s line (see Table 10). Among
those musicians who inherited their status from both their father and grandfather, a majority
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of 80,0% play the same instrument, resp. do praise-shouting as their forefathers did (see Ta-
ble 11). 16,0% (see category b in Table 11) played an instrument considered as learner’s ins-
trument. These musicians will probably pass on to their father’s instrument later on.

Although family heritage largely survives among dynastic musicians, this tradition only
subsists in few lineages of a large clan and contrasts with many active Anne non-professional
musicians dispersed over the entire clan. Though all members of a clan of musicians are con-
sidered as musicians, only few actually practise this craft. Though no data were collected on
the average number of musicians in an Anne clan, the number of 5 musicians in a majority of
61,8% of families of dynastic musicians appears to be comparatively small (see Table 12). As
a result of this shrinking number of musicians in a family, only 41,9% of all musical bands
(consisting of five musicians on an average) comprise members of the same kin group (see
Table 13).

It would be interesting to see whether dynastic musicians or Hausa professional musicians
as a whole can be considered an endogamous group. Although Ames denies this for musi-
cians in Zaria (Ames 1973a: 155), in Maradi no less than 12,6% of the dynastic musicians,
resp. 13,2% of all musicians married a musician or a daughter of a musician (see Table 14).
Ames’ statement would thus have to be attenuated for the valley of Maradi where musicians
show at least a certain tendency towards endogamy. This should not be surprising, however,
as other status groups of dynastic society show the same tendency (see Nicolas 1975: 216).

Of 70 marriages between musicians and daughters of musicians, 31 (44,3%) were cousin
marriages (armen gida). Although Islam tolerates cousin marriages (both parallel and cross-
cousin marriages), it is less practised in the valley today and is generally seen as characteristic
of Anne tradition. Unfortunately, no data on the frequency of cousin marriage among the
entire population of the valley exist, but with 5,6% of cases of cousin marriage musicians are
probably far above the average rate of the general population. Most certainly, however, cou-
sin marriage is intentionally used among professional musicians to consolidate family tradi-
tion against other status groups.

There is conformity again with Ames’ data that musicians frequently marry members of
low status groups. For 12% of dynastic musicians married members of the butchers, black-
smiths, barbers, dyers, weavers, rope-makers, and potters groups. On the other hand, it is as-
tonishing that 6,9% of musicians’ wives were daughters of Koranic scholars. For it is well
known that there is an old animosity between Islam and music which would not let one ex-
cept marriages between representatives of these spheres to be possible. Equally surprising is
the fact that 5,8% of musicians’ spouses descend from noble families, sometimes even inclu-
ding daughters or sons of Sarkin Katsina or Sarkin Gobir themselves. Ames recorded only
one instance of such a marriage''. The relatively high portion in the valley of Maradi possibly
goes back to a certain influence of old Anne culture with its relatively equal balance between
different status groups.

The previous data have shown that musical tradition in dynastic society is still fairly alive
and is based on small, active families. Yet, will this continue in the future? Which way will
musicians’ children take? This question is partly answered by the fact that only 38,4% of mu-
sicians’ grown up male children became musicians (see Table 15) and that only 21,9% of mu-
sicians’ male children not yet active in professional life should become musicians (see Table
16). Thus, one would expect that 28,3% (125 of 441) of all male children finally follow

11 Itis not entirely clear whether Ames means one case of 300 (Ames 1973a: 155).
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their father’s example. The relatively low portion of 21,9% of boys who should become mu-
sicians indicates that at least ideally the present generation of musicians tend to look down
upon their own status as little rewarding in that they do not advise their children to become
musicians. In reality, however, the traditional system of status ascription still functions and
most sons will probably not become Koranic scholars or civil servants, to name just two of
the occupations people strive for most, but musicians or farmers. Practically then, there
should be more than 125 musicians in the next generation.

Daughters of musicians who married a musician, represent a strong minority of 10,5%
within the married female offspring of musicians (see Table 17), but only 2,1% of the unma-
rried female children were supposed to marry a musician later on (see Table 18). Again here,
the reality will probably be stronger in the last resort, and more girls will marry within their
own status group.

Women in music life

Female professional musicians — caki players, praise-shouters marok ‘a and female singers
zabiyoyi — do not form a particular group among Hausa professional musicians. They do not
differ significantly from their male collegues. Yet, it would be interesting to see whether fe-
male musicians often co-operate in their husband’s band or only became musicians because
of their marriage with a musician, as Ames suggests (Ames 1973a: 135). Most interestingly,
however, both questions have to be answered in the negative — at least as far as the valley of
Maradi is concerned. In fact, only caki players co-operated in their husband’s band. Marok’a
and zabiyoyi, on the contrary, are either solo-performers or members in bands of women.
Likewise, only caki players became musicians because they married a musician. The majority
of marok'a and zabiyoyi, however, descend from families of musicians and became musicians
before they married. Furthermore, of 86 husbands of marok’a and zabiyoyi only 13 were
musicians. On the other hand, these results do not exclude that fear of their daughters be-
coming musicians is still one of the reasons ““non-musicians give for refusing to permit their
daughters to marry musicians.” (Ames 1973a: 135)

Economy

Although music making is considered a craft and dynastic musicians can be classed as pro-
fessionals, only a small portion of 10,8% can make a living of music (see Table 19). The ma-
jority of musicians depend on other secondary occupations of which farming holds the first
place with 87,2% of all secondary occupations (see Table 20).

Due to time and financial limitations, it was not possible to extend the inquiry to more
details of the economic situation of professional musicians. Details, however, are partly in-
cluded in an inquiry carried out in 1979 by the Service Départemental of the Ministry of
Plan on the social and economic situation of about 300 families in 26 villages of the Départe-
ment de Maradi*®. Of these 300 families 13 included professional musicians (see the diagram
in Figure 6 and Table 21). While in our inquiry we only asked whether musicians derived
more or less money from music than from other activities, the Service data enable us to cal-
culate how much money musicians in each of the 13 families must earn through music to

12 I am indebted to Alain Lalau-Keraly and Vincent Arcadias for permission to use their data.
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support their families. Proceeding from the annual family production of millet and sorgho
and the actual need (250 kg per person), it is found that seven families have to raise extra
money through other activities in order to compensate for their agricultural deficit. With an
average price of 40 Francs CFA per kg of millet or sorgho in 1979, these families will have
to raise between 120 Francs CFA (family 6 in Table 21) and 88,400 Francs CFA (family 4
in Table 21) through other activities. It should be noted, however, that this money is needed
only to provide for the lacking food and that other needs such as clothes, tools, gifts, taxes
etc. are not taken into consideration in this calculation. At the same time, this extra money
must not be raised by the musicians alone, for as can be seen in Figure 6, other members of
the families pursue other activities as well. Only in families 4, 5 and 10 perquisites have to be
secured entirely through music. This should be particularly difficult in family 10 where the
only musicians of the family is a marok’i who has to raise at least 82,560 Francs CFA per
year through rok’o.

Comparing the value of the annual agricultural product with the money needed to com-
pensate for the agricultural deficit through music and other activities (see Table 22), it be-
comes clear that farming contributes to at least a third of the total revenues of musicians. In
the light of these figures, President Seyni Kountché’s conception of the lazy musician seems
to be exaggerated.

However, it will be seen later on that the necessity to cultivate does not generally appeal
to musicians, for they generally take the first opportunity to abandon farming when they
settle in the city.

Mobility

It is known that a “great greedy feeling” often leads Hausa musicians to far distant places
like that kakaki player of the Emir of Gobir Ames met in Zaria (see Ames 1973b: 266). Des-
pite frequent travels> , however, most musicians (80,9%) tend to stay in their birth-place (see
Table 23). Only 19,1% of the musicians changed domicile, and in 45,8% of the cases the
need to improve their economic situation was the reason for this change of domicile (see Ta-
ble 24). The portion of musicians who reside in their birth-place is lowest in Maradi and in
the small hamlets of the surrounding bushland (see Table 25). Many musicians residing in
these hamlets come from the immediate valley where the most fertile soil is found (see Fi-
gure 7). Demographic pressure on this small area of farming increased to such a degree that
many inhabitants were forced to evade into less fertile areas in the dunes or the surrounding
bushland (see Raynaut 1972), and musicians are no exception to this general migration. The
same applies to parents of those musicians who changed domicile “because of relatives”, i.e.
when they were children. Yet, other musicians also migrated from the adjacent regions into
the valley to Riadi, Maradou, and Madaroumfa. In most cases, however, the reasons for this
type of migration were others than economic reasons.

13 For instance, two goge players of the bori cult from Dan Adjara and Riadi (see the map in Figure 2)
declared that they agreed upon zones of activity.
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Patrons

The patrons of musicians are in close relationship with the economic situation of profes-
sional musicians (see Table 26). The vast majority of musicians (84,7%) performed for sara-
kai, mahauta, samari, ‘vam mata, manoma, mata, and ‘yan bori. In fact, these are the most .
important groups of traditional patrons. At the same time, these patrons are enormously sol-
vent and in a position to maintain costly, and sometimes exclusive relations with musicians.

The traditional nobility (serakai) is certainly the most solvent traditional social class —
apart from the nouveaux riches merchants of Maradi. At least some of the senior officials
can afford to “employ” a large number of musicians who only perform for these patrons and
in most cases depend completely on their gifts (money, clothes, food, horses, land).

Similarly, farmers and butchers are important patrons, mainly, it would seem, on account
of their number. Youth — samari and ‘yam mata (and to a lesser degree the modern samarya)
— also exercise important functions as financially powerful patrons. For their numerous
dancing parties (in Maradi, for instance, there used to be one every night in each quarter of
the town during the fasting month) are fundamental institutions of Hausa social life (see Ni-
colas 1971 and Smith 1957: 35-38) during which considerable quantities of courting gifts
are accumulated. For instance, an inquiry carried out by G. Nicolas proved that 106 girls re-
ceived the fabulous amount of 3,458,014 Francs CFA from their male admirers (see Nicolas
1971: 51). Every unmarried young girl has her own “personal” musician with whom she
maintains particularly trustful relations during all her life (see Nicolas 1971: 67—70). These
musicians of girls (maka ‘dan ‘yam mata) largely profit by the gifts the girls receive from their
admirers.

Bori musicians, finally, also profit by a considerable circulation of money within the cult
group they are tied to. Generally, they receive most of the money spent during a bori cere-
mony. For instance, of 33,600 Francs CFA spent during an initiation ceremony which I wit-
nessed in 1979, more than 50% (19,250 Francs CFA) were paid to the goge player and his
accompanists.

As these patrons are particularly attractive and remunerative, more than half of the musi-
cians can afford to specialize on one particular group of patrons, while only 4,4% of the mu-
sicians had to perform for more than 5 groups of patrons (see Table 27).

Closing the discussion of dynastic professional musicians, two examples of dynastic musi-
cians will be studied in detail. First, we shall have a look at some groups of musicians tied to
the office of Sarkin Katsina in Maradi which appear as the standard type of dynastic musi-
cians because of their association with the highest office of dynastic society. At the same
time, their presentation in the context of this paper constitutes a first contribution to the
study of court music in Maradi. The second example are two bands of kalangu players in
Soura Sarkin Galma and Cikaji performing for butchers.

4.2.1. The example of court musicians in Maradi

The following bands will be studied:

— 3 gangar fada players — 4 kotso players

— 2 kakaki players — 4 turu players

—32 banga players -~ 4 praise-shouters marok’a
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Each of these bands has its leader who has been appointed by the king. He is provided
with a hereditary title and generally his family has been in this office for many generations.
In some bands other members also hold titles which were bestowed on them by the band
leader and which are also part of their family heritage. In the following lines the families of
the band leaders will be presented with special reference to their history.

The band of three gangar fada players is the first in rank among court musicians, and
Umaru, its leader, holds the provisional title of 'Dan Tomo, because his father Isa who is no
longer active, is the real title holder until his death. Apart from the leader of the band, one
of his sons and a distant relative who holds the title of ‘Dan Baubawa, play in the band. The
following genealogy shows the holders of the title of 'Dan Tomo of Maradi since the second
half of the 19th century and their approximative time of activity.

| |
1. ’Dan Tomo Gangi ‘Dan Baubawa Na Bukutu
(1851—1I873) (1851-1873)

I T 1
2.’Dan Tomo Jari 3. 'Dan Tomo *Dan Kudan 4. ‘Dan Tomo Balbaji

(1873-1898) (1898—-1904) (1904-1922/44)
|
5. 'Dan Tomo Isa
(1922/44—-1970)
I
6. 'Dan Tomo Umaru
(1970- )

Fig. 8

It will be noted that the genealogy does not go back to the time of Magajin Haladu, last
king of Katsina before the Fulani overthrow, who fled from the Fulani to Zinder in 1807.
Umaru declared that this gap of 44 years is explained by the fact that the court of Maradi
had no 'Dan Tomo between Magajin Haladu’s successor ’Dan Kassawa (1820—1830) and
'Dan Baskore (1851—1873). In fact, it was only under 'Dan Baskore that Maradi gained in
importance and became a city with a luxury court, and it will be seen later on that there is
food for Umaru’s theory, for the title of Dan Tomo was a matter of dispute between two
families in earlier times.

Although the family’s memories of the past title holders does not go further than 1851,
Umaru remembered a legend about Magajin Haladu’s death which was collected in Kantché
by Habou Magagi: on his flight to Zinder in 1807, after his defeat against the Fulani, Maga-
jin Haladu is said to have drowned himself in a well near Tsirkau. Before he threw himself
into the well he is said to have declared that he is jealous of three persons and that no one
except himself should appoint to these offices: the head of the infantry—men zagi, *Dan
Tomo, and the head of the royal kakaki players ‘Dan Home. While the zagi and "Dan Tomo
followed their king loyally into the well, ‘Dan Home refused to follow their example and
was cursed by Magajin Haladu. According to Umaru, the son of this ‘Dan Tomo who killed
himself with Magajin Haladu, was Gurda Ango and his grandson Na Gurda. In fact, musicians
with these names are among the ancestors of Alhaji Lawali, a ganga player of gangami pro-
clamations in Maradi whose family claims to be the original family of "Dan Tomo before the
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Fulani “holy war” in Katsina. The genealogy of this family is rather fragmentary, although
Lawali was still in the possession of a detailed chronicle of his family some years ago and of
the instrument his ancestors in Katsina are said to have used.

’Dan Musa

Mahaman Gurda

Ango
l
Abubakar Um;uu

Alhaji Lawali

Fig. 9

Possibly it is this family which lost the title of ‘Dan Tomo after Magajin Haladu’s death and
the office was only filled later on with Gangi under 'Dan Baskore. In fact, Umaru, the pre-
sent head of gangar fada players, admits that Gangi and Na Bukutu were *‘personal” music-
ians of a rich merchant in Filingue, named Raje, before they were called to Maradi by ’Dan
Baskore.

Later on, between 1922 and 1944, both families entered into another conflict about this
office. Sarkin Katsina Kolodo (1922—1944) who often interfered with musicians’ affairs,
removed ‘Dan Tomo Balbaji from office for an unknown reason and planned to install
Abubakar of Lawali’s family instead. Yet, Abubakar renounced and Kolodo installed Isa
who “bought” the office for a roll of woven cotton (zugu) and 50 Francs'.

Finally, it should be added that the title of ‘Dan Tomo seems to have changed in Kat-
sina Emirate after the Fulani “holy war”, for the actual head of gangar fada players holds
the title of Sarkin Maka'da (see Ames and King 1971: 65)'*.

The gangar fada players of Maradi regularly combine with two kakaki players of the fa-
mily of Dan Home. Their genealogy, too, is rather fragmentary — for good reasons, as will
be seen later on (see Fig. 10).

The most interesting point in this genealogy seems to be the statement that ‘Dan Home
Ali migrated to Zamfara where he performed for various kings. There might be a connection
with Magajin Haladu’s curse which forced Ali to leave his country, but obviously it was not
possible to discuss this issue with the present ‘Dan Home himself.

The title of *Dan Home seems to be of rather old origin, too. The present head of kakaki
players in Katsina holds the title of Sarkin Busa, but his “principal assistant previously held
the . . . title of 'Dan Home.” (Ames and King 1971: 200)'¢ .

14 Payments on appointment to office (ku'din sarauta) were customary in the “pagan” Hausa kingdoms
and banned by the Fulani reformers (see Smith 1964). To the best of my knowledge, however, this is
the first time that we hear of musicians getting into office through gifts they offer to superiors.

15 The head of gangar fada players of Sarkin Gobir in Tibiri holds the title of Sarkim Maka'da and his
family is in the office since 1825. .

16 The head of the kakaki players of Tibiri holds the title of Sarkim Busa and his family holds this title
since 1825.
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1. 'Dan Home Mayaki
(about 1800)
I
2. 'Dan Home Ali
(under various kings
of Zamfara)
I
3. 'Dan Home Ahmadu
(1904—1920)
I
4. ’Dan Home *Dan Dela
(1920-1969)
|
5. ’Dan Home Mahaman "Dan Akuya
(1969— )

Fig. 10

Second in rank among the court musicians of Maradi is the group of banga players under
its head 'Dan Kutu. Most members of the band belong to the same family. The list of holders
of the title of 'Dan Kutu is incomplete, but claims a beginning in the first half of the 12th
century during the reign of the first legendary Sarkin Katsina Kumayo. In the 1920s the fa-
mily of Dan Kutu even possessed a chronicle of the rulers of Katsina which was bound in
metal covers. When this only copy got lost, the present 'Dan Nagarau (second banga player
after ‘Dan Kutu) wrote down an abridged version from memory. This version and the com-
ments of 'Dan Nagarau are at the basis of the following list. Though the chronicle is of little
historical value, a folio of it will be published here (see Figure 11) with the kind permission
of 'Dan Nagarau as a proof of the courage and traditional orientation of these musicians.

1. Datu Kutu Haruna
(12th century)
I
2. ’Dan Kutu Salifu
(12th century)
|
3. ’Dan Kutu Mi Danda
(12th century)

4. Dan Kutu Mi Jiro
(until c. 1300)
|

5. 'Dan Kutu Mantau
(1348|—1 398)

6. 'Dan Kutu Abubakar
(1405-1462)



Fig. 11 Folio of the chronicle of the kings of Katsina owned by 'Dan Nagarau
at Houdel
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l
7. 'Dan Kutu Jibo
(1480-1482)
I
8. Dan Kutu Jigo
(1475-1525)

Fig. 12

After these eight title holders there is a gap of about 120 years in which the names of the
title holders are unknown. The list continues in 1649 with Dan Kutu Jari who is said to
have performed for Sarkin Katsina Mai Kere (1649—1660). Then there is another gap of 220
years, before the list continues in 1880 with numerous omissions.

10. ’Dan Kutu Labo
(1880-1898)
|
11. Dan Kutu Tawaye
(1920-1922)
|
12. 'Dan Kutu Mahaman
(1922-1944/47)
|
13. 'Dan Kutu Adamu
(1944/47-1972)
|

14. 'Dan Kutu Sada
(1972— )

Fig. 13

Although no details are given on the crucial years around the “holy war” at the begin-
ning of the 19th century, most titles held by the royal banga players of Maradi probably still
correspond with the titles of Katsina court music before the Fulani revolt. They are given
here in hierarchical order: Dan Kutu, 'Dan Nagarau, 'Dan Muraya, Yarima, 'Yan Saura,
‘Dan Saptau, Magajin Gabas, Magajin Barshi, Magajin 'Dan Doma, Magajin ’Dan Daguraji,
Ubandawakin Banga, Ajivan Banga'” .

Third in rank is the band of fum players whose members belong to a single family: the
head of the band holding the title of Magajin *Dan War’'danga, one of his sons, and two of
his brothers. The list of title holders of this family is the most complete and reliable and
goes back to the last kings of Katsina before the “holy war”.

17 The head of banga players in Katsina holds the title of Magajin Banga (Ames, King 1971: 98). Some
other titles held by different types of musicians in Maradi are: Gobiru, Kitamau, Yari, Dumbka,
Majida’di Makama, Atsali, K ‘auran Ki'di, Ubandawaki, Algare, and K ‘wazaba.



Sociology of Hausa Musicians in the Valley of Maradi (Niger) 87

1. Magajin '‘Dan
War ‘danga Da Ungo
(1788-1802)
I
2. Magajin '‘Dan
War ‘danga Usuman
(1808—1842/47)
)

3. Magajin ‘Dan 4.Magajir‘z ‘Dan
War ‘danga Kwado War ‘danga Abubakar
(1842/47—-1851/73)8 (1851{73—1920/22)

5. Magajin 'Dan 6. Magajin ‘Dan 7.Magajij1 ‘Dan
War ‘danga Labo Adamu War ‘danga Arzitau War ‘danga Kane
(1920/22-1922/44) (1922-1944) (1922/44—1958)

I
8. Magajin ‘Dan
War 'danga Gangaraje Mohaman
(1958-)
Fig. 14

The band of turu players is one of the royal bands whose members occasionally perform
outside the context of court music, for they also play for Koranic scholars.

The fourth rank is occupied by a group of kotso players which includes their head Sarkim
Maka’da Na Bulodo and his three sons. Apart from the king the band also performs for far-
mers and does tashe during the fasting month. Na Bulodo is the eightst head of royal kotso
players in Maradi, and the first title holder, Malam Babarebare, is said to have come from
Bornu. As we do not dispose of the corresponding list of kings the band leaders played for
in the past, their period of activity cannot be given in the following list of title holders.

1. Sarkim Maka'da
Malam Babarebare

2. Sarkim Maka'da
’Dan Dosa

|
3. Sarkim Maka'da
Tsando

|

4. Sarkim Maka'da
Shane
I

5. Sarkim Maka 'da
Babug|a

18 An interesting story is told about Magajin 'Dan War'danga Kwado who was captured during one of the
numerous expeditions of Fulani rulers of Katsina against Maradi at the time of ’Dan Baskore (1851~
1873). Kwado was forced to play the praise-epithets of all past rulers of the rebel kingdom of Maradi,
before he was killed.
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6. Sarkir;z Maka'da
’Dan Kande
|
7. Sarkim Maka'da
Karbow

8. Sarkim Maka'da
Na Bulodo

Fig. 15

Last in rank among royal musicians are the praise-shouters (marok’a) with their head
Sarkim Marok'a Alhaji 1di who also perform for wealthy merchants and the youth organiza-
tion samarya. The history of this group is only traceable for some decades, because the of-
fice of Sarkim Marok’a was occupied by many different families. During the reign of ’Dan
Kolodo (1922—1944), Mahaman ’Dan Baskore (1944—1947), and the first period of the pre-
sent king Mahaman Buzu (since 1947) the title was held by a Bakabe named Malam Abdu.
He was a royal slave charged to do fashe. He was removed by the present king Mahaman
Buzu and replaced by Labo, his cousin or nephew, seemingly on account of his being a
grandson of Sarkin Katsina Mahaman Burja (1904). When Labo died in 1973, his friend Idi
succeeded him in office. Idi himself comes from a family of kalangu players for butchers
who migrated to Maradi from Zamfara at the time of the first king of Maradi, ’Dan Kassawa
(1807—1825). At first proclaiming for ground nut merchants, he began to consider himself
marok i when the colonial administration started to demand taxes from him.

As royal court musicians represent the standard type of dynastic musicians, many issues
discussed in this section hold true with these musicians often to a higher degree than with
dynastic misicians in general:

— 49 court musicians (98,0%) inherited their status through their father’s line (dynastic

musicians: 82,1%).

— 43 of 49 musicians played the same instrument as their father and grandfather (87,8%)

(dynastic musicians: 80,0%).

— 43 musicians (86,0%) had 5 or more musicians in their family (dynastic musicians:

38,2%).

— Of the 6 bands of royal court music all except the band of marok ‘a included members of

the same family (83,3%) (dynastic musicians: 41,9%).

— 74,2% of all male children active in professional life are musicians (dynastic musicians:

38.4%).

4.2.2. The example of two bands of kalangu players of butchers
in Soura Sarkin Galma and Cikaji

The band from Soura Sarkin Galma comprises 10 players from a family of musicians who
play for butchers and occasionally farmers and the local aristocracy. Two young musicians
of the family play kazagi (see P and S in the- genealogy in Figure 16), and one musician
broke with the family tradition and turned to duma (see R in Figure 16). Other fractions



89

®
0000 m@H

@ =E ®=aq

°- v-
00 @Hm H ooo@uH

BUITES) UDYIeS eInOS ul s1oAe[d nSusppy jo Aftwej e jo A3oreausn 97 St
T Ul passnosip pueq 0T-T

(pp13 uawiiv) v
JgerIIRW UISNOD @

w0 e 0086 <0

19Aeld 18pzpy

12Aerd puunp
13Aeld n3unpy

12A®(d 15vzDy
s1oheld n3uvipy Q) —

uBpRISNW B JO I31y3nep
uepIsNW

0@ y0 ooom® o YV¥:3

®0@)=w -
4@ 0@0& oooop 0008 = ¥© oooo%u‘?

®

J




90 Veit Erlmann

of the family living in Soura Inki, for instance, were not taken into consideration, but there

are few musicians in these lineages. Abdullahi, the ancestor of the Soura Sarkin Galma line-

age, was not a musician himself and the history of the family as musicians only starts with

Magaji and Godi (A and B in Figure 16) who were born in about 1880. Though this may not

appear a particularly long family tradition compared to that of royal musicians, the Soura

band can be comsidered a typical example of dynastic musicians.

The band of kalangu players from Cikaji includes 11 instrumentalists from one family
(see Figure 17) and a marok’i from a different family. The Soura family includes other musi-
cians some of whom are organized in another band based in Cikaji and Gadoro. The musi-
cians (Q—S in Figure 17) were organized in a band until recently, but one musician mig-
rated to Maradi, another to Niamey, and the band dissolved.

The following data of all 22 kalangu players from Soura Sarkin Galma and Cikaji show
that both bands unite all characteristic features of the dynastic musician to a higher degree
than the average dynastic musician:

— All 22 musicians inherited their status through their father’s line (dynastic musicians:
82,1%).

— As each of the two families includes more than 5 musicians, the portion of musicians with
5 or more fellow musicians in their family is 100,0% (dynastic musicians: 38,2%).

— 22.2% of the musicians’ wives come from a family of musicians (dynastic musicians:
12,6%), the portion of armen gida being 78,6% of the marriages with daughters of mu-
sicians and 17,5% of all marriages (dynastic musicians: 44,3%, resp. 5,6%). Informants
stated that cousin marriage was a principal means to maintain their family tradition, and
it is this high portion of cousin marriage among these two bands that accounts for the
important portion among dynastic musicians in general.

— 12,7% of musicians’ wives come from families of butchers, i. e. the patrons of one band
(dynastic musicians: 7,0%).

— 14,3% of the married daughters of both families married a musician (dynastic musicians:

1 10,5%).

— 90,9% of the musicians derived most of their income from music (dynastic musicians:

42 2%).

43. Professional musicians in “modern” urban society

Though an increasing number of studies on the effects of urbanization on tradional mu-
sical culture has been published, a single article by D. W. Ames (1970) remains the only stu-
dy on urban Hausa musical culture. The “modern” urban musician being rather unknown,
we can only assume that he lives in the city. Consequently, all urban musicians will be stu-
died without any prechoice of informants who might correspond to the type of “modern”
urban musician. For it will be remembered that dynastic musicians also reside in Maradi, be-
cause the dynastic society of Islam is essentially urban in character. Most of the 23 musicians
born in Maradi belong to long-standing urbanite families of musicians, and city-dwelling mu-
sicians must not necessarily be identified with the “modern” urban musicians. In order to
bring out the essential features of this type of musician, particular stress will be put on a
comparison between urban musicians (24,5% of all musicians) and rural musicians (75,5% of
all musicians).
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4.3.1. A comparison between urban and rural Hausa musicians

It was seen (see Table 1) that of 330 musicians 81 musicianslive in Maradi. Except some ru-
ral hamlets this city shows the highest portion of musicians who were not born in their place
of residence: 71,6%. Compared to rural musicians, one should expect that these immigrated
musicians represent the “‘modern” urban musician to a greater degree than any other type of
musician. The analysis will have to focus on these musicians and a further division of urban
musicians into immigrated and city-born musicians seems to be appropriate.

Mobility

For the majority of immigrated musicians the main reasons to emigrate to Maradi were of
purely economic nature (see Figure 24). In this musicians do not differ greatly from the
mass of rural population flocking into Maradi in increasing numbers since the drought of
1973—-1975. It will be seen later on whether the economic situation of these musicians really
changed after settlement in Maradi.

Where do these musicians come from? Figure 18 shows that only a minority come from
the immediate environs of the valley of Maradi. Possibly, most musicians prefer to stay in
their birth-places near Maradi in order to cultivate the available and inherited land and to tra-
vel to Maradi from time to time for performances than to settle in Maradi where practically
no land is available and the struggle for patrons is more intense. The majority of musicians
come from more or less remote areas of Hausaland in Niger or Nigeria (see Figures 19-20).
19 of these 38 immigrated musicians did not migrate to Maradi directly. In most cases (15 of
19), they moved to a larger town than their birth-place, and then moved on to a still larger
city (14 musicians), and so forth. Immigrated musicians apparently tend to migrate to in-
creasingly larger urban centers with increasing frequency of migrations'® .

One would also like to know whether a change of domicile, i.e. migration to Maradi, au-
tomatically leads to a change of occupation. For one would expect many immigrated musi-
cians to be farmers in their birth-place who only became musicians in Maradi once they real-
ized that the city offers even less opportunities to feed themselves. In other words: does the
urban environment push parts of the rural newcomers to take up the despised occupation of
a musician? The data show that 27 informants were originally musicians in their birth-place
and only 19 informants became musicians after settlement in Maradi. Taking into considera-
tion that most of these 19 musicians had migrated to Maradi at a very early age before one
usually becomes a musician. it can be maintained that the city mostly attracts musicians who
were originally active in this craft in rural areas. On the other hand, one might ask in how far
the city contributes to the convertion of urban residents who do not consider music their he-
ritage to musicians.

19 There is an interesting, though geographically remote parallel with urban musicians in Delhi, India
who “were migrating to successively larger urban centers” (Neuman 1978: 202).
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Heritage and kinship structures

This problem can be checked through informants’ statements on their heritage, for it can
be said that persons born into a family of musicians will become musicians in most cases ir-
respectable of their living in the city or rural areas (see Table 7). As only 13,1% of the city-
born musicians did not inherit their status, it can be maintained that urban environment pro-
bably does not advance the formation of more professional musicians among the urbanized
population.

The number of 13,1% also suggests that immigrated musicians cannot refer to an ade-
quate heritage and one is tempted to consider this lack of heritage as a first important fea-
ture of the “modern” urban musician. Even among those immigrated musicians who inheri-
ted their status, 17,6% traced it only through their mother’s line to sanction the deviation
from their father’s status group (see Table 8). Alienation from family tradition among im-
migrated musicians is also expressed by the fact that the families of only 15,6% of these mu-
sicians include 5 and more musicians (see Table 12), and that only 11,1% of the 18 urban
bands were composed of related members (see Table 13).

The tendency towards endogamy is stronger in the city than in rural areas (see Table 14),
although one would not expect the urban musician who is withdrawing from tradition and
ascribed status to marry members of his own status group. Furthermore, new families of mu-
sicians are not founded through these endogamous marriages, for of 28 daughters of musi-
cians married to an immigrated musician in Maradi only three had three children who be-
came musicians. On the other hand, cousin marriage plays only a limited role among urban
musicians, according to the general pattern of declining families of musicians: only 3,2% of
urban musicians’ spouses come from the same family. With 6 of 7 immigrated musicians who
married within their own family music is in the family since at least two generations, and as
these families belong to the dynastic group of musicians, it can be said that cousin marriage
is irrelevant among “modern” urban musicians (one case of 168 among immigrated musi-
cians: 0,6%).

The steadily declining dynastic tradition among urban musicians is also illustrated by the
fact that only 24,1% of immigrated urban musicians’ sons were supposed to become musi-
cians when grown up (see Table 16). However, among all urban musicians’ sons 28,6% were
expected to become musicians. This figure corresponds with a greater tendency to marry

their daughters to musicians among urban musicians than among rural musicians (see Table
18).

Economy

It was seen that the general degree of economic specialisation of professional musicians in
the valley of Maradi is rather low, for only 16,4% of all 330 musicians were in a position to
support themselves and their families entirely through music making. In the city, on the con-
trary, things are clearly different (see Table 19). Because of the fact that 35,8% of urban
musicians in general and even 43,1% of immigrated urban musicians totally depend on music
for their living, while in the rural sample only 9,7% can do so, one can assume that the city
not only offers a higher degree of economic specialisation to its inhabitants in general, but
also to musicians in particular® .

20 While this result corresponds with Ames’ statement that “urban musicians were more often full-time
specialists than were rural musicians” (1973b: 256), it is surprising that in Zaria “81 percent of a sam-
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Apart from a greater economic specialisation, urban environment also leads to a qualita-
tive change of secondary occupations among those musicians who do not derive their com-
plete income from music (see Table 20). New and typical urban occupations appear such as
driver, worker, mason, washer, and boy and farming is less important (56,7%) than in the ru-
ral context (88,9%).

Patrons

The greater degree of specialisation in the city is partly due to the greater number of po-
tential patrons in the city, the greater financial power of urban patrons, and a qualitative
change of the urban clientele (see Table 25). While rural musicians are mostly tied to tradi-
tional patrons of dynastic society such as the traditional nobility, farmers, and butchers, ur-
ban musicians are associated with groups of patrons which do not appear-in the rural con-
text, such as prostitutes, merchants, and drivers. At the same time, however, the greater eco-
nomic specialisation and the changes within the clientele of urban musicians do not lead to a
concentration upon particular groups of patrons. The majority of urban musicians serve
more than one group of patrons (see Table 26). Probably competition for patrons is greater
among urban musicians than in rural areas and obliges urban musicians to perform for differ-
ent groups of patrons.

In the light of the foregoing, the “modern” urban musician may be characterized as fol-
lows. He was not born in the city, but came from rural areas in order to improve his general
economic situation. Before his migration to the city, however, he was already active as a mu-
sician. His ancestors were mostly farmers, though occasionally one or the other musician
may be found in his family, especially in the mother’s line. As a rule, he is the only musician
in the family and the musicians he co-operates with in his band are not of his kin group. He
is married to a farmer’s daughter and his sons are neither musicians nor would he expect
them to become musicians. On the other hand, his female offspring is often married to mu-
sicians or should marry a musician later on.

On the economic side, the “modern” urban musician is a full-time specialist. The instru-
ments he plays are duma, kazagi, goge, k 'warya, kwamsa, and garaya, and his patrons are wo-
men, girls, bori adepts, and the youth organization samarya. He is less specialized on particu-
lar groups of patrons than other musicians, for he performs for at least two groups which are
closely related to each other, such as bori adepts and prostitutes, or girls and the samarya.

Most of these characteristics apply only to a small portion of all 58 immigrated urban mu-
sicians. The lack of status ascription (23 musicians), economic specialisation as full-time mu-
sicians (25 musicians), concentration on such patrons as bori adepts (18 musicians), girls (12
musicians), women (22 musicians), and samarya (9 musicians), are the main criterions of the
“modern” urban musician and about 20 musicians of the Maradi sample can be classed as re-
presentative of this type of musician.

As a final example of this type of musician the biography of Shalbu Albaw, a duma play-
er in Maradi will be presented.

ple of 153 musicians derived most of their income from music” (Ames 1973b: 256), while in the val-
ley of Maradi only 55,2% did so.
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4.3.2. The example of Shaibu Albaw, a duma player in Maradi

Shaibu Albaw was born in about 1951 in the Gumarawa quarter of Tibiri, 10 km north-
west of Maradi. His father Guiye is a farmer, gardener, and hunter, and occupies the post of
Gumar, i. e. servant of the Sarkin Mazu, one of the Anne officials of Gobir. Shaibu has two
younger brothers who are both farmers.

Being interested in duma as a small boy, Shaibu starts learning to play kazagi, the lear-
ner’s instrument of duma bands, in 1958 with Nayu, a duma player residing in the same
quarter. In 1965 Shaibu leaves his master Nayu who ceased to perform, and settles in Sauran
Mara’di, 5 km west of Maradi. Here he becomes the pupil of ‘Dan Malam, another duma
player. In 1972 he leaves this teacher and installs himself in Maradi, in the Bagalam quarter.
Here he joins the band of ‘Dan Katsina in the Sabon Gari quarter. In 1974 the samarya of
Sabon Carré, another quarter of Maradi, invites Shaibu to live in their club house, and in 1976
he finally closes his apprenticeship. In the same year the samarya of Bagalam makes Shaibu
their musician and buys him a set of duma, kurkutu, and kazagi drums valueing 10,000 Francs
CFA. In April 1980 Shaibu marries the daughter of Koranic scholar.

His economic situation is characterized by the fact that he earned about 19,000 Francs
CFA in June 1980. For this he played seven times for girls’ dancing parties (Bagalam has se-
ven dance grounds on which girls’ dancings take place in turn), and three times for naming
ceremonies in Bagalam. Some additional support might have come from his little farm, but
in 1979 he gave the small harvest of 75 kg to his younger brothers. Practically, Shaibu can be
considered a full-time specialist.

5. Conclusion

Hausa musicians in the valley of Maradi cannot be classed as a coherent social group with
uniform features. Rather musicianship in the region of Maradi reflects different stages of so-
cial development. The Anne musician may be seen as a respected member of clanic society,
even if some marginal professionalism may give him a particular role. As the socio-cultural
context, however, of the Anne musician vanishes, more and more musicians of this group
tend to become absorbed by the group of dynastic musicians. These form the dominant
group of Hausa musicians and represent the most vital factor in Hausa musical life. As a so-
cial group these dynastic musicians may be characterized as follows: Hausa professional mu-
sicians enjoy low social status which is generally ascribed patrilineally. The craft is based on
small family units with about five musicians and a tradition of at least two generations. Mu-
sicians tend to intermarry with members of low status groups, but there is also a strong
tendency towards endogamy, both within the wider group of musicians and the same family.

Economic specialisation is rather low, although most musicians do not perform for more
than one group of patrons. The most important groups of patrons are the traditional nobility
and the craft groups, and musicians tied to these patrons can be considered standard repre-
sentatives of dynastic musicians.

A small minority of musicians in the city of Maradi can be viewed as a new type of urban
musicians to whom traditional definitions of the musician no longer apply. In most cases,
the “modern” urban musician achieved his status rather than to inherit it, and consequently,
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he is often the only professional musician in his family. Most “modern” urban musicians are
not of the old urbanite stock, but rather came in from remote rural areas to improve their
economic well-being. Like his dynastic collegue, the “modern” urban musician intermarries
with members of his status group frequently, although this is regarded less desirable than
among dynastic musicians, but concentration on a particular group of patrons is rare because
of the greater competition in the city.

The question remains what the future development of Hausa musical culture in the valley
of Maradi will be. Certainly, campaigns like the 1979 campaign will repeat, but like in pre-
vious campaigns effects will probably be hard to achieve. In a society like the post-colonial
society of Niger which rather contributed to strengthen traditional class segregation than to
attenuate it, musicians still fulfill important functions for the majority of the traditionally
orientated population. Professional praise-singers will continue to be indispensable factors of
the expression and animation of group and status rivalry enhanced through modernism.

This process will not be sensibly affected by the increasing contribution of mass media to
cultural life in Niger. TV was introduced in 1979, but the programmes only reach small por-
tions of the population, and the musical schedule is restricted to shows of local samarya
which do not meet the traditional taste.

Although the traditional crafts were destroyed by the colonial interlude and western tech-
nology, music is probably the only craft that will survive modernism. Among the Hausa of
Niger the process of musical westernization will be positively slower than in other regions of
the world, and one may ask whether the result will be felt at all.
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Appendix
place of inquiry number of % musicians born in
informants place of inquiry
N N %
Maradi 81 24,5 23 284
Houdel 43 13,0 40 93,0
Jirataoua 29 8,8 27 93,1
Tibiri 25 7,7 20 80,0
Soumarana 16 4,8 15 93,7
Soura Sarkin Galma 15 45 14 93,3
Cikaji 14 4,3 14 100,0
Riadi 14 4,3 10 71,4
Safo 13 39 11 84,6
Dan Adjara 12 3,6 9 75,0
Madaroumfa ’ 10 3,0 6 60,0
Maradou 10 3.0 9 90,0
Dan Alya 8 2,5 8 100,0
Bakawa 8 2,5 8 100,0
Soura Inki 7 2,1 7 100,0
Gadoro R 1,5 - -
Denja 4 1,2 3 75,0
Chadadie 3 09 3 100,0
Rija Sarki 3 0,9 - -
Tarna 2 0,6 2 100,0
Katogué 2 0,6 1 50,0
Fagagaou 2 0,6 2 100,0
Mai Zari 1 03 - -
Kontamaoua 1 0,3 - -
Gabi 1 0,3 - -
Garin Magaji 1 03 - -
Total 330 100,0 231 43,1
Table 1. Places of inquiry and number of informants
2. 3. 4. 5.
CFA CFA % CFA % CFA % CFA %
gifts for
kuru players?! 16940 65,2 3000 8,7 6200 19,1 2000 24 9000 15,4
other expense 9035 34,8 31350 91,3 26200 80,9 81800 97,6 47500 84,6
total expense 25975 100,0 34350 100,0 32400 100,0 83800 100,0 58500 100,0

Table 2. Five dubu budgets

21 Other musicians such as dundufa players or marok’a also attend dubu ceremoniers, but the gifts they

receive are less important.
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dynastic all
musicians  musicians
N % N %
female 15 6,0 33 10,0
male 236 94,0 297 90,0
Total 251 100,0 330 100,0
Table 3. Sex
dynastic all
musicians  musicians
N % N %
Katsinawa 161 64,1 196 59,4
Gobirawa 66 26,3 84 255
Zamfarawa 10 4,0 11 34
Kurfeyawa 5 20 s LS5
Aderawa 1 04 14 4,2
‘Daurawa 1 04 8 24
Filani 3 1.2 6 I8
Bugaje 2 08 3 09
Barebari 2 08 2 06
Afzinawa - - 1 03
Total 251 100,0 330 100,0
Table 4. Ethnic group
dynastic urban musicians rural all
musicians city-born  immigrated total musicians musicians
N % N % % N % N % N %
10-19 21 84 - - 2 35 2 25 22 88 24 73
20-29 37 14,7 3 130 9 15,5 12 148 46 185 58 176
30-39 61 243 3 130 13 224 16 19,7 62 24,9 78 23,6
40-49 46 18,3 4 174 9 155 13 16,0 46 18,5 59 179
50-59 39 155 10 435 9 155 19 235 29 11,7 48 145
60—-69 29 11,6 2 8,7 9 155 11 136 26 104 37 11,2
70— 18 72 1 44 7 121 8 99 18 72 26 79
Total 251 100,0 23 100,0 58 100,0 81 100,0 249 100,0 330 100,0

Table 5. Age
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dynastic all

musicians  musicians

N % N %
kalangu 47 184 62 174
kotso 33 12,9 34 96
ganga*®? 37 14,5 42 118
banga 32 125 32 90
kazagi 18 70 31 87
duma 9 35 19 5,3
caki 8 31 9 25
goge 7 27 10 28
kurkutu 6 23 7 20
kakaki 5 19 5 14
turu® 4 16 4 11
algaita 2 08 2 06
dundufa 2 08 2 06
kuru 1 04 20 5,6
k’warya 1 04 4 11
kwamsa®* 3 12 3 08
garaya 1 04 1 03
gidiga®® - - 2 06
gunduwa?®® - - 4 1,1
praise-shouting (rok ‘o) 35 13,7 57 16,0
singing (wak ‘a) - - 1 03
singing women (zabaici) 5 19 S 14
Total 2562 100,0 3562 100,0

2Total is a greater than 251, resp. 330, because
some musicians played two or three instruments.

Table 6. Instruments

dynastic urban musicians rural all

musicians city-born  immigrated total musicians musicians

N % N % N % N % N % N %
gado 206 82,1 20 86,9 34 58,6 54 66,7 199 79,9 253 76,7
no gado 45 179 3 131 23 39,7 26 32,1 50 20,1 76 23,9
no data - - — - 1 1,7 1 1,2 - - 1 03
Total 251 100,0 23 100,0 58 100,0 81 100,0 249 100,0 330 100,0

Table 7. Inheritance of status (gado)

22 No differentiation was made between various types of ganga such as gangar noma, gangar fada, and
gangar algaita (see Ames, King 1971: 18f).

23 The turu used in Maradi does not correspond with the toy drum described by Ames and King (1971:
39). For an appropriate description see Nikiprowetzky n.d.: 89.

24 See Krieger 1968: 407f.

25 Listed in Ames and King 1971: 4 as agidigo.
26 See Abraham 1962: 342 under “gundiiwa (2) (a)”.
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dynastic urban musicians rural all

musicians city-born  immigrated total musicians  musicians

N % N % N % N % N % N %
gado wajen jini 200 971 18 90,0 28 824 49 90,7 189 950 238 94,1
gado wajen uwa 6 29 2 100 6 176 5 93 10 5,0 15 59
Total 206 100,0 20 100,0 34 1000 54 100,0 199 100,0 253 100,0

Table 8. Patrilineal (gado wajen jini) and matrilineal (gado wajen uwa) inheritance of status

dynastic all
musicians musicians

instrument Na Nb ¢ Na Nb 9
kalangu 47 42 894 62 51 82,3
banga 32 32 100,0 32 32 100,0
kotso 33 30 90,9 34 31 91,2
ganga 37 34 91,9 42 38 90,5
kazagi 18 9 50,0 31 11 355
caki 8 3 375 9 3 333
duma 9 6 66,7 19 13 68,4
goge 7 2 286 10 3 30,0
kurkutu 6 6 100,0 7 7 100,0
turu 4 4 100,0 4 4 100,0
kakaki 5 51000 5 5 100,0
algaita 2 2 100,0 2 2 100,0
dundufa 2 1 500 2 2 100,0
kuru 1 1100,0 20 20 100,0
k’'warya 1 — - 4 1 250
kwamsa 3 — — 3 - —
garaya 1 11000 1 1100,0
gidiga - - - 2 1 500
gunduwa - - - 4 4 100,0
rok’o 35 28 80,0 57 38 66,7
wak’a - — — 1 - -
zabaici 5 S 00,0 S 51000
no data - - - - 1 -
Total 256 211 356 273

b

a’l‘o;al number of musicians playing this instrument
Number of musicians who inherited their status

Table 9. Inheritance of status and instrument played

dynastic all

musicians  musicians

N % N %
father 24 12,0 25 10,5
father/grandfather 175 875 211 88,7
grandfather 1 05 2 08
Total 200 100,0 238 100,0

Table 10. Inheritance of status from father and

grandfather



104

Veit Erlmann

Table 13. Kinship structure of bands

dynastic all
musicians  musicians
instrument played N % N %
a) same as father .
and grandfather 140 80,0 164 777
b) different from father,
father same as
grandfather 28 16,0 39 185
c) different from father
and grandfather 1 06 1 04
d) same as father,
different from
grandfather 6 34 6 30
no data - - 1 04
Total 175 100,0 211 100
Table 11. Inheritance of instrument
dynastic urban musicians rural all
musicians city-born  immigrated total musicians  musicians
N % N % N % N % N % N %
1 (informant) 49 19,5 3 130 25 43,1 28 34,6 57 229 85 25,8
2 64 255 6 26,1 18 31,0 24 296 55 22,1 79 239
3 27 108 2 87 3 52 5 62 24 96 29 88
4 15 6,0 4 174 2 34 6 74 17 6,8 23 70
S and more 96 38,2 8 34,8 9 156 17 21,0 94 378 111 336
no data - - - — 1 1,7 1 1.2 2 08 3 08
Total 251 100,0 23 100,0 58 100,0 81 100,0 249 100,0 330 100,0
Table 12. Number of musicians per family
dynastic urban rural all
bands bands bands bands
N % N % N % N %
>50% kin 11 25,6 3 16,7 10 23,3 13 21,3
<50% kin 2 46 - - 3 70 3 49
100% kin 18 41,9 2 111 16 37,7 18 29,5
0% kin 12 27,9 13 72,2 14 32,5 27 . 44,3
Total 43 100,0 18 100,0 43 100,0 61 100,0
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dynastic urban musicians rural all

musicians  city-born  immigrated total musicians  musicians

N % N % N % N % N % N %
farmer 300 54,2 31 646 78 46,4 109 50,5 261 51,7 370 51,3
musician 70 12,6 6 12,5 28 16,7 34 157 61 121 95 13,2
butcher 39 70 3 62 10 5,9 13 6,1 37 73 50 6,9
Koranic scholar 38 6,9 1 21 14 83 15 6,9 40 78 S5 76
court official 32 58 3 62 - - 3 14 34 6,7 37 5,1
trader 9 16 2 42 7 4.2 9 4,2 9 18 18 2,5
pastoralist 11 20 - - 1 06 1 05 11 22 12 1,7
blacksmith 10 1,8 1 21 - - 1 05 9 18 10 14
barber 8 14 - - 5 3,0 5 23 7 14 12 1,7
dyer 6 11 1 21 1 06 2 09 6 1,2 8 11
weaver 5 09 — — — - - - 5 1,0 5 07
hunter 5 09 - - 2 1.2 2 09 5 1,0 7 1,0
practitioner 2 04 - - - / - 2 04 2 03
rope-maker 2 04 - - - - - - 2 04 2 03
mason 2 04 - — 3 L8 3 14 2 04 5 07
watchman 2 04 - - - - - — 3 06 3 04
potter 1 02 - - 1 06 1 05 — - 1 0!
beggar 1 02 — - — - - — 1 02 1 01
royal slave 1 02 - — — - — — 1 02 1 01
worker — - - — 1 06 1 05 — — 1 01
soldier - — - - 4 24 4 18 - - 4 06
driver - - - - 2 1.2 2 09 - - 2 03
well-builder - - - - 4 24 4 18 - - 4 06
mechanic - - - - 1 06 1 05 - - 1 0.6
gardener - — — - 1 06 1 05 - — 1 01
no data 9 16 - - S 30 S 23 9 18 14 20
Total 553 100,0 48 100,0 168 100,0 216 100,0 505 100,0 721 100,0
Table 14. Occupation of husband or father-in-law

dynastic urban musicians rural all

musicians city-born  immigrated total musicians  musicians

N % N % N % N % N % N %
musician 66 38,4 10 40,0 7 24,1 17 31,5 62 39,7 79 376
others 106 61,6 15 60,0 22 759 37 68,5 94 60,3 131 624
Total 172 100,0 25 100,0 29 100,0 54 100,0 156 100,0 210 100,0
Table 15. Occupation of sons

dynastic urban musicians rural all

musicians city-born  immigrated total musicians  musicians

N % N % N % N % N % N %
Koranic scholar 115 428 4 89 14 304 18 198 100 42,0 118 35,9
musician 59 21,9 25 55,6 1 22 26 28,6 34 14,3 60 18,2
civil servant 50 18,6 5 11,1 15 32,6 20 22,0 58 24,2 78 23,7
farmer 25 93 - - 2 44 2 21 32 134 34 103
others? 20 74 11 244 14 304 25 275 14 59 39 11,8
Total 269 100,0 45 100,0 46 100,0 91 100,0 238 100,0 329 100,0

aNot specified, indecisive, left to boy’s choice

Table 16. Future occupation of sons not active in professional life
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dynastic urban musicians rural all
musicians city-born  immigrated total musicians  musicians
N % N % N % N % N % N %
musician 11 10,5 2 5,7 2 59 4 58 9 6,0 13 5,9
others 94 89,5 33 94,3 32 94,1 65 94,2 142 94,0 207 94,1
Total 105 100,0 35 100,0 34 100,0 69 100,0 151 100,0 220 100,0
Table 17. Occupation of son-in-law
dynastic urban musicians rural all
musicians city-born  immigrated total musicians musicians
N % N % N % N % N % N %
musician 4 21 - - 1 38 1 21 3 L5 4 1,6
others 189 97,9 21 100,0 25 96,2 46 979 201 985 247 984
Total 193 100,0 21 100,0 26 100,0 47 100,0 204 100,0 251 100,0
Table 18. Occupation of future son-in-law
dynastic urban musicians rural all
musicians city-born  immigrated total - musicians  musicians
N % N % N % N % N % N %
100% 27 10,8 4 174 25 43,1 29 358 25 10,0 54 16,4
>50% 106 42,2 13 56,6 21 36,2 34 42,0 94 378 128 38¢
<50% a 114 454 5 21,7 11 19,0 16 19,7 27 51,0 143 43,
no income 3 1,2 - - — - - - 3 1,2 3 0¢
no data 1 04 1 43 1 1,7 2 25 - - 2 0.
Total 251 100,0 23 100,0 58 100,0 81 100,0 249 100,0 330 100,

3Y oung musicians serving an apprenticeship

Table 19. Contribution of music making to income.



Sociology of Hausa Musicians in the Valley of Maradi (Niger)

107

dynastic urban musicians rural all

musicians  .city-born  immigrated total musicians  musicians

N % N % N % N % N % N %
farmer 217 872 17 56,7 21 568 38 56,7 217 88,9 255 81,5
trader 14 56 6 200 10 27,0 16 23,9 10 4,1 26 83
blacksmith s 20 — — — — — - 5 20 5 16
butcher 3 12 2 6,7 1 27 3 44 3 1,2 6 19
worker 1 04 - - 2 54 2 30 2 08 4 13
potter 3 1,2 - — — — - - 3 1,2 3 1,0
driver 1 04 2 6,7 - — 2 30 - - 3 1,0
transporter 1 04 — — — - - - 1 04 1 03
Koranic scholar 1 04 - - - - — — 1 04 1 03
barber 1 04 - - - - - - 1 04 1 03
weaver — - 1 33 — - 1 L5 - - 1 03
mason — — 1 33 - — 1 LS5 — - 1 03
washer = — - - 1 27 1 1,5 — — 1 03
boy - - — - 1 2,7 1 15 - - 1 0,3
practitioner — — - - - — — — 1 04 1 03
watchman — - — — — — - - 1 04 1 03
water seller — — — - - — — — 1 04 1 03
others 2 08 - - 1 27 1 15 - - 1 03
no data - - 1 33 - — 1 1,5 - - - -
Total® 249 100,0 30 100,0 37 100,0 67 100,0 246 100,0 313 1000

3Total is higher than in other tables, because several musicians had two or three secondary occupations.

Table 20. Secondary occupations

Family village number total
of need

annual
product

surplus (+)
deficit (—-)

persons (kg) cereals (kg) (kg)

1. Soumarana 10 2500
2. Sarkin Arewa 26 6500
3. Sarkin Arewa 14 3500
4. El Mayahi 17 4250
S. Safia 11 2750
6. Baodeta 3 750
7. Gidan Zakara 6 1500
8. Gidan Zakara 9 2250
9. Dogon Jima 7 1750
10. Tamroro 12 3000
11. Kamakoro 8 2000
12. Basare 12 3000
13. Madaroumfa S 1250

921
4578
2453
2040
2120

7417
2932
4500
2926

938
4381
4636
1383

—1469
-1922
-1144
-2210
-629
-3
+1432
+2250
+1176
—2064
+2381
+1636
+133

Table 21. Agricultural production of 13 families in the Départment de Maradi
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dynastic all
musicians  musicians
N % N %
no changes 203 80,9 232 70,3
one time 41 16,3 771 234
two times 5 20 12 36
three times 2 08 9 27
‘Total 251 100,0 330 100,0
Table 23. Frequency of changes of domicile
dynastic urban all
musicians  musicians  musicians
immigrated
N % N % N %
activity as musician 15 31,2 40 69,0 45 45,5
search for better land 7 14,6 - — 7 7,1
because of husband 6 12,5 15 25,9 21 21,2
because of relatives 10 20,8 1 1,7 11 11,1
because of friends — — 1 1,7 1 1,0
apprenticeship 2 42 - - 2 20
no data 8 16,7 1 1,7 12 12,1
Total 48 100,0 58 100,0 99 100,0
Table 24. Reasons for change of domicile
dynastic urban musicians rural all
musicians city-born  immigrated total musicians  musicians
N % N % N % N % N % N %
traditional nobility 159 38,1 13 333 12 114 25 174 141 32,9 166 29,0
farmers 29 70 — — 4 38 4 28 62 14,4 66 11,5
girls 39 94 3 77 12 114 15 104 49 114 64 11,2
male youth 43 10,3 - — 2 19 2 14 44 10,3 46 8,0
butchers 42 10,1 3 77 1 09 4 28 42 98 46 8,0
bori devotees 24 5,7 2 51 18 17,1 20 139 26 6,1 46 8,0
women 17 4,1 5 128 22 21,0 27 18,7 16 37 43 75
samarya 6 14 5 128 9 &6 14 96 1 02 15 26
Bugaje nomads 14 33 — — — — - — 14 33 14 24
Filani nomads 12 29 - - - — - — 12 28 12 21
prostitutes 4 1,0 — — 5 49 5 35 4 09 9 16
merchants 7 1,7 1 26 5 49 6 4,2 2 05 8 14
drivers — - 1 26 4 38 5 35 — - 5 09
boxers/wrestlers -~ - - - 5 49 5 35 - - 5 09
Koranic scholars 4 1,0 4 10,2 — - 4 28 - — 4 07
others 16 3.8 2 52 5 49 7 49 15 35 22 38
no data 1 02 - - 1 09 1 07 1 02 2 04
Totalb 417 100,0 39 100,0 105.100,0 144 100,0 429 100,0 573 100,0

3Musicians who perform for everybody, Afzinawa, former colonial soldiers, members of. the Aderawa
community, gengami proclamations, and tashe to wake up people for the morning meal during Rhamadan.

bTotal is higher than in the other tables, because many musicians play for several groups of patrons.

Total 25. Patrons
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dynastic urban musicians rural all
musicians city-born  immigrated total musicians  musicians
N % N % N % N % N % N %

1 140 55,8 9 39,1 26 44,9 35 433 142 57,0 177 53,6
2 49 19,5 12 52,2 14 24,1 26 32,1 41 16,5 67 20,3
3 34 135 2 87 15 259 17 21,0 37 14,9 54 164
4 17 68 - - 1 1,7 1 1.2 7 28 8 24
5 and more 11 44 - - 1 1,7 1 1.2 22 88 23 6,9
no data - - - - 1 1,7 1 1,2 - - 1 04
Total 251 100,0 23 100,0 58 100,0 81 100,0 249 100,0 330 100,0

Table 26. Number of groups of patrons per musician
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