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‘If music history in Africa is to be a record of the African experience in music, it
must, like the rest of the history of Africa, be approached from within. It is for
this reason that the search for the different internal sources of historical data is
essential and urgent”.

J.H. Kwabena Nketia: Sources of historical data on the musical cultures of
Africa, p.48.
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Fig.1 West Africa and the Sokoto empire
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NOTE ON TRANSLITERATION AND TRANSLATION

Where Hausa and Arabic texts were published previously, I kept to these
published versions as closely as possible, only eliminating alternative spellings
here and there, and, in the case of the Hausa texts. replacing 6, &; and £ by b, 'd
and k', respectively. On the other hand, I made no effort to make the
transliterations from the ajami scripts (which neglect tone and vowel length of
spoken Hausa in favour of the vowel lengths prescribed by the chosen Arabic
metre) conform to modern ways of transcribing Hausa.

Thus one will find both zari and zari, the first being the transcription of the
ajami spelling, the latter being the spelling of the Gaskiya Corporation used in
Ames’ and King’s Glossary (1971) to which constant reference is made. To avoid
confusion, I frequently give both spellings in the text.

The translations, of Misbah in particular, are meant primarily to serve the
interests not of students of jurisprudence or tradition. but of ethnomusicologists
and music historians.



1. INTRODUCTION

In the early 19th century a “holy war” (jihad) led to the establishment of the
Fulani empire of Sokoto which, until its destruction by the British in 1903,
covered Northern Nigeria, parts of Niger, and North Cameroon. Led by
‘Uthman b. Fudi (1754-1817), a Fulani scholar of great learning, this “holy war”
was in fact a movement of reform which was inspired by a revivalist impulse of
the Islamic movements which had spread in Africa south of the Sahara from the
11th century. Its main objective was a restoration of the pure Islamic state in
most Hausa kingdoms which — although officially considered as Muslim states
since the introduction of Islam in the 14th and 15th centuries — had in fact fallen
back into a state of ““pagan’ despotism. “Uthman b. Fudi was born in Gobir on
15 December 1754. At the age of 20, he began a long career of preaching and
studying which by around 1793 had transformed the Fulani Muslim community
into an important factor in Gobir domestic politics. Attempts by Nafata, the
Sultan of Gobir, to restrict the community’s newly won freedom, sparked off
emigration from Gobir in 1804, and eventually led to the “holy war”. With the
fall of Alkalawa in October 1808, the Fulani were virtually in control of the
entire Hausa area, and an administration was established. “Uthman’s younger
brother ‘Abdullah b. Muhammad (1766-1829) and his son Muhammad Bello
(1781-1837) divided responsabilities among themselves, but at the Shehu’s death
in 1817, Bello became the first Emir of the Sokoto Caliphate.

The political and religious ideas of the jihad have been preserved in a
considerable quantity of writings by pre-jihdd authors, ‘Uthman b. Fudi himself
(c. 100 works), Abdullah b. Muhammad (c. 90 works), and Bello (c. 100 works).

Although the majority of these works discuss the main themes of classical
Islamic dogma like theology (tawhid), jurisprudence (figh), and Sufism (tasaw-
wuf), some of these documents are also concerned with questions of musical
culture. These texts assume major significance for the study of the historical
development of music in what used to be the Sokoto Empire, and African music
in general, because they constitute probably the first major corpus of African
historical literature on music that was so far discovered. The present publication
introduces selected passages from these texts and offers partial translations.
Furthermore, the ideological content of the texts is discussed against the
background of the historical reality of the Islamic reform.

With the advent of the first European explorers African music south of the
Sahara became in fact the object of early ethnomusicological observation, but the
views taken in these early sources were essentially those of outsiders. Africans, in
maintaining and remembering their tradition, relied and still rely to a great extent
on oral historical accounts, some of which have been recorded, transcribed and
translated by historians, linguists, and ethnomusicologists in various parts of
Africa.

The Islamic penetration of Africa, however, brought two major innovating
factors to African historiography south of the Sahara. For one, Arabic became
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the official language of Islamized states, and at the same time, history came to be
regarded as something that could also be written down and preserved.
Monumental works such as the Ta’rikh al fattash by Qadi Kati and the Ta'rikh
al-Sudan by al-Sa‘di, both Timbuktu born scholars, are well known examples.
Both works contain passages on music and have been examined by Farmer
(1921, 1939). The sources examined in this study were not entirely written within
this tradition of Sudanese historiography, but mostly for religious motives. In
chapter 2, they are briefly introduced and placed within the context of historical
sources in Hausaland.

The use of Arabic among African scholars not only enabled them to express
their views on paper, it sometimes also meant a certain alienation from original
African thinking untouched by Islamic dogma. Thus some of the sources
discussed in this book not only reflect early African views on African music, but
also the influence of Islamic dogma on African writing about African music. The
literary and juridical background of the sources, which often keep strictly to the
classical dogma, is looked at in chapter 3.

The majority of musical terms used in the sources are in fact Arabic terms for
which the Hausa equivalents are not always easily found. It remains questionable
whether, under these circumstances, the sources can be considered more than
exercises in style which show a great measure of knowledge about Arab culture
indeed, but little correspondance with the reformers’ African environment.
Apparently, this practice was not confined to descriptions of music and musical
instruments. For when writing about magical practices of the Hausa, the Shehu
also referred “‘to things as being done only by Jews and Christians ... (and) it
would be possible that he was meaning the Maguzawa, the pagan Hausa...”
(Last 1967b:6). Nevertheless, it is possible, through careful interpolation, to
identify the Hausa equivalents of most terms. Chapter 4 is concerned with these
terminological problems.

The sources not only represent first rate legal texts of Islamic cultural
fundamentalism in West Africa, but they also afford a unique view of Hausa
musical culture before and, possibly, after the jihad. Certainly, the sources cannot
claim the same degree of objectivity as historical documents, because they were
written from a perspective which involved opposition to what must have been
common practice in 18th century Hausaland. This alone explains why the so-
called ““branches” of religion (furii), i.e. questions of the allowability of music,
occupied a certain part of the reformers’ liberary activities. Examples from the
musical sphere could be cited as notorious proofs for the wicked bid‘a (innov-
ation, heresy) practices of the “pagan” Hausa states, because music was so
dominant an aspect of Hausa social life and so deeply rooted in non-Islamic
ritual life that it could hardly by overlooked by the reformers as conspicious signs
of unbelief. Chapter 5 examines in detail the reformers’ attitude to music in
connection with important aspects of Hausa cultural life.

The majority of texts looked at here were written between 1806 and 1839.
Misbah, the most extensive of the texts, was written by “‘Uthman b. Fiidi in 1808,
not even two decades before Clapperton first visited Sokoto and observed much
music making. Later, other travellers such as Daumas and Barth followed and
produced insightful accounts of life in the empire of Sokoto during the first half
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of the 19th century. Fortunately, these accounts also relate instances of music
making and dancing which allow us to assess the effectiveness of the Fulani
reform. While Hiskett may be correct that “for the century after the jihad the
Fulani empire did reflect in broad outline, though with diminishing effectiveness
the pattern of political change, and religious reform which Shehu “Uthman had
sought to bring about™ (Fudi 1960:579), changes in post-jihdd musical culture at
least were far less radical than the present texts would seem to suggest. Chapter 6
presents some of these ‘external’ sources.

The empire of Sokoto, during the c. 100 years of its existence, has always been
a multi-ethnic state. Its leadership, however, was exclusively Fulani, while the
majority of the population were Hausa speaking groups. A general introduction
into Hausa musical culture would be beyond the scope of this booklet, but the
interested reader is referred to such an excellent study as Ames’ 4 sociocultural
view of Hausa musical activity (Ames 1973b). Similarly, no attempt was made to
introduce the reader to those numerous non-Hausa musical cultures such as
Nupe which were also part of the empire of Sokoto. At the present time, not
much is known about the ethnographical present of these musical cultures. It also
seems unlikely that these ‘marginal’ musical cultures were in any negative way
affected by the reform as such, beyond the spread of the material culture of the
Islamic Hausa and Fulani.




2. THE SOURCES

The present study looks at 16 sources of which eight are from the pen of “Uthman b.
Fidi. While four manuscripts were only written one or two decades after the
jihad, three texts are included which were written prior to the reform. Thus the
following chapters will show the continuity of Islamic writing about music in a
period of more than 400 years in an area which is strictly defined by the boundaries
of the Sokoto empire and adjacent territories such as the Bornu empire.

The first source, As’ila warida min al-Takrir (AW ) (Appendix I, no.I), dates
back to 1493. Although the sections on music, like in many of the other sources,
are only a few lines, it may well be the earliest known ‘internal’ source on music
history in and around Hausaland; much earlier in any case than any of the
descriptions of the pre-jihad period of “ignorance” and of the 18th century in
particular which originated from the pen of post-jihad writers and therefore
cannot be considered as independent sources (Hodgkin 1975:44). This applies in
particular to the period between 1000 and 1700, where we have — the city of
Kano set apart — little beyond simple king-lists. Sources like the famous Ta'rikh
al-fattash by Qadi Mahmaud b. al-Hajj al-Mutawakkil Kati (Kati 1913) and the
Masalik al-absar fi mamalik al-amsar by al-"Umari ("Umari 1927) do not refer to
the Hausa area. The same applies to Ibn Battiita’s and Leo Africanus’ works
which seldom touch upon the history of the Hausa states. Al-Sa'di’s Ta'rikh al-
Siidan (Houdas 1899-1901) is one of the few Sudanese writings about the early
history of the Hausa states, but facts on musical culture are thin. The anonymous
Kano Chronicle (Palmer 1908), finally, which is said to have been written shortly
before the jihdd by an unknown North African, contains material on music that
might be useful for a study of musical culture before the 19th century, but it is in
any case not an ‘internal’ source.

For the period between 1500 and 1700 this lack of sources is particularly
deplorable, because neither the known and published works of such substantial
authors as Ahmad Baba (d. 1627) and al-Maghili al-Tilimsani (d. 1504), nor those
by ‘Uthman’s important teacher Shaykh Jibril b. “‘Umar (d. between 1768 and
1791) seem to discuss music®.

Although the material in the few sources mentioned above gives us a rather
detailed insight only into the musical culture of the empires west of Hausaland
until 1600, we may assume much of it was also valid for the Hausa area as
well. Even more so since substantial differences in the overall state of musical
culture of various Sudanese ethnic groups after the introduction of elements
peculiar to Arab musical culture like the ghaita (the Hausa algaita), or the nafir
(the Hausa kakaki) in the 16th century seem to be unlikely (Wright 1974:501p).
Hausa musical culture before the “holy war” therefore presumably reflected in
broad outline that of the Western Sudan in general, as for instance described by
Farmer (1921, 1939).

From the late 17th century, sources which include discussions of music and its



The Sources 5

legality become more numerous. Al-Barnawi’s Shurb al-zulal ( Sh) (Appendix I,
no. II) and al-Fallati’s Qasidat fi nush li’l-sultan man sami® agwal al-wushah (Q)
(Appendix I, no.III), both written in the century between 1689 and 1776, are
examples. Both poems lead directly to “Uthman b. Fudi’s early poems
Ma’ama’are (M) (Appendix I, no.IV), Tabbat hakikan (Th) (Appendix I,
no. V), and Mu godi uban giji sarki sarauta (Mg) (Appendix I, no. VI). All three
poems, even if the relevant verses on music are few, are of particular significance
for musical historiography and organology in West Africa, since they contain the
earliest known written evidence of Hausa musical instruments such as molo and
goge. The main themes addressed in these vernacular poems as well as their
literary form are reiterated in the work of post-jihad poets like Muhammadu
Tukur and Asim Degel, whose poems Sharifiyya (S) (Appendix I, no. XIV),
Bak’in mari (B) (Appendix I, no.XV) and Wak'ar Muhammadu (WM)
(Appendix I, no. XVI), respectively, are interesting examples of post-jihad pro-
test against the resurgence of banned musical practices.

The main focus of this study are some of “Uthman b. Fudi’s works in Arabic
which were written shortly before and after the jihad. One of these, Misbah li ahl
hadha l-zaman (MAZ) (Appendix I, no.X), appears for the first time in a
translated version of the main chapter on music. Although a minor work, like the
short Kitab al-farg (KF) (Appendix 1, no.IX), Nir al-albab (NA) (Appendix I,
no. VII), and ‘Ulam al-mu‘amala (UM ) (Appendix I, no. XI), Misbah presents a
full discussion of well-known points in the legal debate on music; points which
were raised in a more condensed form in the two years older Bayan wujib al-
hijra (BW) (Appendix I, no. VIII), one of the Shehu’s major works, and which
were later echoed in a short treatise, Shifa’, al-asqam (SH) (Appendix I,
no. XIII), by “‘Uthman’s son Muhammad Bello.

While ‘Uthman was one of the first to criticize practices that the reform had
failed to eradicate, his younger brother Abdullah b. Muhammad was the first to
take drastic iconoclastic measures against such practices. He reports of his period
of administration in Kano in the Tazyin al-waraqat (TW) (Appendix I, no. XII),
one of the prime sources of the reform?.




3. THE LITERARY AND JURIDICAL BACKGROUND
OF THE SOURCES

It will be noted that Hausa vernacular terms (see Appendix II) which were
obviously familiar to the reformers from their very childhood, are not frequently
used in the sources discussed in this study. In the Arabic manuscripts, however,
reference is made frequently to musical instruments of Arab musical culture
which have no direct parallel in Hausaland. Yet, the use of such rare and old-
fashioned terms as mizhar in X and the ‘“musicological” discussion of the
ambiguous term ma‘azif by Bello in XIII, also show that the authors were fairly
well informed about Arab musical culture in general, despite an obvious lack of
interest in the arts, at least as far as can be said from their readings. For instance,
the famous Kitab al-aghani by ‘Ali al-Isfahani (d. 967) was not read in the Sudan
(Hiskett 1963:7). Likewise, the works of the great philosophers and music
theoreticians al-Kindi, al-Farabi, Ibn Sina (Avicenna)?3, and Safi al-Din seem to
have been unknown. As far as I can discover not a single treatise on musical
questions as such was known to ‘Uthman and his companions. The only
exception is probably al-Ghazali’s opus magnum, Ihya’ ‘uliim al-din, a hallmark of
Sufi philosophy, ‘Abdullah recommended for study (anon. 1965:48). But its
central chapter Kitab adab al-sama’ wa al-wajd (Book of the Laws of Listening to
Music and of Trance) (Macdonald 1901-02) is rather a treatise on Sufi ritual
music than musical culture in general.

Specialized musicological works would have been unavailable in the Western
Sudan, but had they been available the reformers would probably have ignored
them. Like in the heartlands of Islam, “there is a great divide between the
literature on the legal status of music and the theoretical corpus, and those who
produced the former were usually quite ignorant (and happily so) of the latter”.
(Wright 1983)

Frequent mentioning and discussion of questions concerning music and the
allowability of music were made, however, in many well known classical Arab
writings the reformers are known to have read. In belles lettres, for instances, al-
Hariri’s Magamat were very popular, a work which abounds in descriptions and
details of music (Farmer 1965:41). The works of al-Mas'udi (d.956) were
certainly known to the Sudanese writers (Hiskett 1975:133) and his Murij al-
dhahab is full of references to music (Farmer 1965:30 and 1967:165p). The same
applies to al-Tabari’s works. Ibn Khaldin (d. 1406) who seems to have been the
earliest geographer known to the Sudanese scholars (Hiskett 1963:7), also
frequently wrote about music in his major works. The works of al-Suyuti
(d. 1505), of course, were widely read in the Sudan, and his Al-muzhir fi “ulim al-
lugha and Ta’rikh al-khulafa’ — the latter work being known to the Shehu
(Tapiero 1963:81) — abound in descriptions of Arab musical culture (Farmer
1967 :9p).

In addition to these authors there are some Arab writers who are known to
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have written books on problems of musical culture and who are often referred to
by the Sudanese scholars. It is however not clear whether the Fulani reformers
also knew their books on music. The best known of these Arab authors is Ibn
Rushd (Averroés) who wrote a book on music (Farmer 1965:43), but the great
historian Ahmad al-Magqqari (d. 1631) in whose Nafh al-tib many references to
music are found (Farmer 1965 :66) was also known to “Uthman.

The main source for the Fulani reformers’ attitude to music, however, was the
juridical literature. It is beyond the scope of this study to enumerate all sources
the reformers possibly knew. Libraries have been written on ‘“‘the interminable
debate of the question whether it was lawful for a Muslim to listen to music”
(Farmer 1965:1X). However, among the works the reformers certainly read were
the major books of the hadith literature. In the Sudan Sahih al-Bukhari was
mainly read, but also Sahih al-Thirmidhi which both condemn singing and
stringed instruments, and Abii Muslim who likened music to wine, gambling, and
fornication (Farmer 1967:45). Ibn Abi Zayd al-Qayrawani’s Risala and al-
Khalil’s Mukhtasar were the standard legal texts and both reject music for
entertainment purposes (Trimingham 1959:172, n.4 and Qayrawani 1952:222,
307p). Among later authours were the Shafi‘i legalist al-Mawardi (d. 1058)
(Farmer 1967:194) and Ibn al-Arabi (d.1148) whose Ahkam al-qur’an is
frequently cited by the jihad-leaders (Tapiero 1963:82; Fudi 1960:566) in the BW
and MAZ, for instance. Abu’l-Abbas al-Qurtubi (d. 1258), a Maliki legalist,
wrote a treatise on music (Farmer 1965 :45p) the Shehu might have known since
its author is also cited in the MAZ, for instance. As for the works of al-Nawawi
(d. 1278) which are quite popular in the Sudan, the Minhdj al-talibin and Hidaya
reflect the pious attitude to music (Farmer 1965:47) which are also characteristic
of the Sudanese reformers. Ibn Taymiya (d. 1328), a Hanbali jurist who, in his
Risala fr'l-sama’, condemned music (Farmer 1965 :51p), is also referred to by
‘Uthman (Tapiero 1963:80). Ibn Jama‘a (d. 1333) whose gasida is also mentioned
by the Shehu also wrote an ‘“‘Exhortation in censure of musical instruments”
(Farmer 1965:56). Al-Haythami (d. 1565), a Shafi‘i jurist who also wrote a
“lengthy ... condemnation of music” (Farmer 1965:64) entitled ‘‘Restraint of
rash youth from forbidden follies and listening to music”, is among those authors
frequently cited by the Shehu and his son Bello in the SH and MAZ.

These were only some of the sources which might have shaped the Fulani
reformers’ doctrinal position to music. Yet, this does not necessarily mean that
they shared all the views advanced in these classical texts. As for the fundamen-
tals of Islam there was little room for discussion, since those were laid down in
the Qur’an and hadith, but the “‘branches” of religion (furi") were formulated by
consensus of opinion (ijma") and scholars held divergent opinions on matters like
the legality of music. And it was in the “branches” that “Uthman b. Fudi showed
some degree of independent thinking (Fudi 1978b:30).




4. THE MUSICAL TERMINOLOGY OF THE SOURCES

Although the majority of sources discussed in this study are legal and religious
books, they do “render aid in supplying descriptions of instruments of music ...,
for the simple reason that the interminable debate of the question whether it was
lawful for a Muslim to listen to music, often compelled the contemner of al-sama*
(listening) to describe the forbidden instruments so that the faithful could
identify them and so avoid the risk of ‘sinning’” (Farmer 1965:IX). In
Hausaland, at least, this advantage is less clear for the researcher, because the
reformers were mostly using the language of one culture to describe and
condemn the customs of another, essentially different culture.

The practice of writing about ‘“things as being done only by Jews and
Christians” (Last 1967b :6), when the “pagan” Hausa were meant, was not
confined to general cultural customs prevalent in Hausaland before the jihad.
Referring to Arabic terms for musical instruments for example, rather than
directly using Hausa or Fulani names, was not only seen as stylistically
appropriate in a learned (Arabic) tradition. It was also expected that any reader
interested in the problem would be able to roughly identify the Hausa instru-
ments to which the Arabic terms were meant to correspond. Furthermore, given
the reformers’ general negative attitude towards music, it mattered little whether
there was in fact a Hausa version of the runbir, or whether the moot point of the
permissibility of the duff at weddings had any relevance for Hausaland where
frame-drums seem to have been introduced only much after the jikad. On the
other hand, the reformers took great care to specify the circumstances under
which certain important instruments like drums and biig were permissable, and
to determine the difference between certain kinds of professional and non-
professional singing. A precise identification of the possible Hausa equivalents of
these terms seems therefore crucial for an understanding of the jihad in its
ideology and effects.

4.1 SINGERS AND SONG

The Hausa terms mai wak 'e-wak e, masu kirari, mawak 'a, and wak 'a (wak 'a) used
in both “Uthman b. Fudi’s poems and those by later authours, partly contrast with
normal, present-day Hausa usage and make a precise identification of the type of
songs or singers the reformers wished to ban, difficult. Wak a (‘song’) (wak a),
for instance, is a general term which embraces anything from wak'ar yabo
(‘praise-song’) to wak’ar mata (‘woman’s song’): Ames and King list 37 sub-
categories of wak a in their Glossary (1971:161p). Similarly, they list nine types
of singers (mawak’i, pl. of mawak’a) (1971:159). Mai wak 'e-wak’e is clearly a
poetic expression chosen for reasons of metric instead of the more common
mawak’a, and masu kirari (pl. of mai kirari) is a much rarer synonym for



The musical terminology of the sources 9

marok 'an baki (Ames, King 1971:95). In all cases, however, it is not so much the
terminology, but the alternatives suggested by the reformers, which clearly
indicate against who the reform was directed in the first place: the professional
musician most commonly called marok’i in Hausa; those musicians/praise
shouters who in the words of the Shurb al-zulal pursue a ““craft concerned with ...
chanting” (II), and those who “have no profession but singing ... praising those
who pay them and satirizing those who do not”. (I).

4.2 DRUMS

Besides singing and professional praise-singing, drums and drumming are among
those musical activities most frequently blamed by the Sudanese writers.
Unfortunately, however, they are not very clear on the types of drums they
wished to prohibit. Except for the Hausa wooden kettle-drum tambari in XIV,
most of the quotations mentioning drums are in Arabic and so are the terms for
these drums: rabl, tabl al-harb, tabl al-nikah, duff, ghirbal, tar, dabdaba, kabar,
and kiba. The most frequently used expression is the generic term tabl (pl. tubil),
and this expression can apply to any drum whether of the cylindrical type with
single or double-membrane or of the kettle-drum type (Farmer 1938b:231;
Schaeffner 1952 :1472p). Although Schaeffner says that tabl is a common term
for the kettle-drum in western parts of West Africa, while in eastern parts the
synonymous term nakkara is used (1952:1476), I do not think that we can
always assume the rabl of the sources to be the Hausa kettle-drum tambari
mentioned specifically in XIV. For it will be seen later on that in their Arabic
musical terminology the reformers refer more to the east, for instance, when using
the clearly eastern term mizmar.

The subdivision of tabl into war-drum (7abl al-harb) and marriage-drum (tabl
al-nikah) is — needless to say — not made in Hausaland, and a single type of
war-drum or marriage-drum is not easily identified among the Hausa. For use in
war, for instance, there were many types of drums such as the kurya, tambari, or
ganga (Ames and King 1971) in Hausaland. The same applies to the drum used
for assembly, specifically quoted by the jihad-writers, because Hausa use either
the ganga or the tambari for this purpose. The marriage-drum, finally, has no
direct equivalent to the Arabic frame-drum, because practically all existing types
of Hausa drums may be used in this context.

In Arab musical culture, however, the rabl al-nikah is generally identical with
the frame-drum duff, and in VIII and X the duff is specifically mentioned as
“wedding-drum”. The same applies to the ghirbal discussed in X, and probably
also to the rar only perfunctorily mentioned in X. While duff seems to be a
generic term (al Faruqi 1981:50) for any frame-drum, square, shaped or round,
with or without cymbals and/or snares, these subtleties probably escaped the
reformers’ attention. We may therefore safely assume that both duff, ghirbal and
tar, to them represented something similar to the Maghribi bandir which recently
found its way into the Qadiriyya sect of Northern Nigeria as bandiri for their Stfi
dhikr ceremonies (Ames, King 1971:13).
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The dabdaba mentioned in IX and XII, however, can easily be identified.
Although this particular type of kettle-drum is unknown in the Sudan, it seems
probable that drums of the Hausa rambari type are meant. There is a clear
tradition of this terminology, for Arab writers as early as al-Bakri in the 11th
century used to name the West African kettle-drum like this (Farmer 1939:570,
575). It is also worth mentioning that the term dabdaba is an older expression
which was later substituted for by nakkara (Farmer 1938b:232).

Although the kabar mentioned in X is described by Farmer as a single-
membrane cylindrical drum (1938b:231), ‘Uthman describes this instrument
both as “‘a big, round drum with both openings closed with skin” (X), and more
explicitly quoting authorities such as Yusif Ibn ‘Umar, as “a drum made of
pottery or wood” with “two openings, one narrow, one large”, the large one
being “‘closed with skin”, while “the narrow one is open”. (X). To my know-
ledge, however, no example of this kind of darabukka type of drum (al Faruqi
1981:134) was ever observed in Hausaland.

The kitha (X) is an ‘hourglass-shaped, single-headed drum dating from the 9th
(century) or earlier”, (al Farugi 1981:149) which today is known under its more
common names fabl mukhannath or, more significantly perhaps, rabl al-Sidan.
For the jihad-writers kitha was undoubtedly synonymous with any of the
numerous hourglass drums such as kotso, jauje, kazagi, ‘dan kar’bi (Ames, King
1971) or kalangu which “‘Uthman b. Fudi specifically mentioned as unlawful in
his early Fulfulde poetry (Last 1974:24; 1967a:235, n.9).

4.3 STRINGED INSTRUMENTS

In the early days of Islam stringed instruments (ma‘azif) were viewed as signs of
the end of the world (Farmer 1967:24) and later on al-Ghazali banned them as a
badge of drunkards (Macdonald 1901:211). Among the instruments banned by
the Shafi‘i school, for instance, were the “d and the rabab (Farmer 1967:29).
This general dislike to stringed instruments is echoed by the Sudanese reformers.
The Shehu, for instance, declares firmly that it is forbidden to play and to listen
to stringed instruments (awzar) in general (X), and Bello adds that it ““is an act of
disloyal people to attend the playing of stringed instruments” (XIII). Yet, apart
from the Hausa lutes molo and goge, mentioned in V and VI, the sources also
mention some Arab chordophones whose presumable Hausa equivalents are
worth identifying: ud, mi‘zaf, mizhar and tunbir.

‘Ud, the lute with its characteristic pear-shaped body and bent neck, is the
most frequently mentioned stringed instrument. Although the term ‘d is the
etymological root for the Fulani plucked, skin covered lute hoddu, the jihad
authours clearly used the term as a generic name for various types of lutes.

The somewhat mysterious term mi zaf (pl. ma‘azif) was used by ‘Uthman and
Muhammad Bello both to name stringed instruments in general, but also to
designate the barbiton as which mizaf became known in ancient al-Hijaz
(Farmer 1931-39:7p). To complicate things further, both ‘Uthman (X) and
Bello (XIII), quoting al-Haythami, argue that ma‘azif could also refer to songs
by female slaves accompanied by the %d or stringed instruments in general.
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As for the term mizhar (pl. mazahir), “‘Uthman’s discussion of it in X shows the
confusion over a term that has long reigned among sholars of Arab musical
organology. On the one hand, it was known in pre-Islamic and early Islamic
times as a frame-drum furnished with jingles or a small chain (al Farugqi
1981:188). As such it is still used for accompanying religious music of the dhikr
ceremony (al Faruqi 1981:188). In MA4Z, “‘Uthman b. Fudi frequently tends to
discuss the mizhar in connection with and/or opposition to the kabar. However,
would the (contemporary) use of the mizhar frame-drum in Stfi dhikr have been
the same at “Uthman’s time, he would have specifically classified it as a drum
permissable because of its religious function. On the other hand, “Uthman
repeatedly quotes earlier authors who define mizhar as “‘a lute in two parts which
are joined together, and covered on both sides”. In fact, the mizhar has been
described by al-Mas‘udi and al-Suyiuti, both well-known authors in West Africa,
as a leather-faced plucked lute of pre-Islamic al-Hijaz (Farmer 1967 :4pp., 9p., 15
and al Faruqi 1981:188) which “had been superseded to a considerable extent
probably by the @d”. (Farmer 1967:47). Even when defined as a lute, mizhar is
in fact an obsolete term, and “Uthman’s description of it as a two-part instrument
“covered on both sides” still. makes little organological sense, because no such
instrument was known in early Arab musical culture. The only explanation might
be sought in the fact that the early mizhar was in fact a short-necked lute and that
the body and the neck were seen as “two parts which are joined together”. The
body itself was “‘covered on both sides” with leather very much in the same way
as many West African lutes of the garaya type today are wrapped in a skin cover.
However, the Hausa garaya is a long-necked lute, and the molo, for its part, only
its top is covered with skin which is tied to the back of the body with leather
thongs.

On the other hand, both ‘Uthman (X) and Bello (XIII) mention the tunbir
which, were it only for its long neck, could well be the Arab equivalent of the
Hausa garaya or babbar garaya (**big garaya”). Yet, the runbir has not only a
wooden body, while the garaya is a skin-covered gourd-bodied lute, but it is also
fretted, while the garaya is not.

Farmer believes the Maghribi term gunbri, another long-necked lute not
mentioned in the present sources, to ““be the native pronunciation of the Arabic
tumbura (sic)” (Farmer 1939 :575), but its shape, with “a skin face and a
cylindrical, fretless neck which penetrates the body” (al Faruqi 1981:87), seems
to point to the West African lutes of the garaya type. The gunbri or gunibri was in
fact the most common type of plucked lute in vogue in the Western Sudan before
the 15th century, and the “lute” referred to in AW might well be the gunbri.

Contemporaries of al-Lamtuni who also used the term were al-"Umari
(d. 1348) in his account of the royal musicians of the rulers of Malle (“Umari
1927:69; Farmer 1939:571), and Ibn Battuta who visited Malle from 1352 to
1353 (Farmer 1939 :572p).

In any case, given the reformers’ negligence of organological subtleties, and the
factual terminological confusion over such terms as mizhar, tunbir and gunbri,
we may assume that %d or any other Arabic term for any stringed instrument
implied Hausa lutes of whatever kind : molo, garaya, kwamsa, or kuntigi (the latter
possibly even having been unknown in the early 19th century).
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4.4 WIND INSTRUMENTS

Wind instruments, in the early days of Islam, were almost identical with ‘‘wine,
gambling, and fornication”. It appears that all wind instruments were considered
as wordly pleasures woth of contempt. Though B and S are not legal texts, but
wa’z admonitions or penitential sermons satirizing music, the use of the terms
masu bushe (“‘wind blowers™) and biisa (“‘blowing™) would indicate that all wind
instruments were scorned by the reformers. Yet, the question which were the
Hausa wind instruments corresponding to some of the more precise Arabic terms
and which were to be banned, was of secondary importance to the reformers.

First, there is the term mizmar, frequently mentioned in X, XII and XIII. As
Farmer pointed out, the term “stood for any wood-wind instrument in general,
although in particular it was used for a reed pipe’” (Farmer 1967:16 and also
al Faruqi 1981:189). What did this mizmar look like in Hausaland ?

Generally speaking, there is much confusion as to the identity of zamr or
mizmar. It is generally described as a cylindrical single-reed double-clarinet (reed
pipe) (Jenkins, Olsen 1976:58; Jargy 1971:123), but no instrument of this kind
has ever been observed in the area of the Sudan under consideration. In the
Maghrib, however, zamr is also a synonymous term for ghaita (Jargy 1971:124),
and the ghaita can also be a conical oboe in the Maghrib (Farmer 1939:572;
Sachs 1968:428p.; al Faruqi 1981:81). Now it is known that the West African
algaita is a conical oboe derived from the Maghribian ghaira. Since the Hausa
term algaita does not occur in sources of the 11th to the 15th centuries very often,
we could possibly assume that before the 16th century and even in Arabic writing
before the 19th century the Hausa term algaita was unusual* and replaced by
zamr or mizmar instead. The mizmar of the sources then, was in reality the well-
known oboe of the algaita type*. The process of linguistic denomination seems to
have been that the Sudanese writers might have known the synonymous use of
zamr and ghaita of the Maghrib, but that they were rather unaware of the nature
of reed instruments in general and of the difference between an oboe (ghaita in
the Maghrib) and a clarinet (zamr or mizmar in the Middle East and ghaita in the
Maghrib) in particular.

On the other hand, the zamr is also mentioned in X as zummara. Most
probably, this instrument is the zummara listed by Sachs (1972:433) and Farmer
(1936:620). It is a single-reed double-clarinet still used in Egypt today (al Faruqi
1981 :405, and Farmer 1931-39 :78p on the difference between North Africa and
Egypt), but it is unknown in West Africa. In the case of 4 W I hesitate to identify
the meaning of “flute”. Yet, some proofs for the identity of this “flute” come
from the Ta’rikh al-fattash. It says that the askia Ishaq II (1588-1591) of the
Songhai empire had fourteen female players of wind instruments (zamirat) (Kati
1913 :153). Though AW refers to a period of about 100 years prior to this event,
the women playing the “flute”” in al-Lamtini’s time can be identified as these
zamirat. For their instrument, the zamr or mizmar, was also played under the
Songhai ruler Muhammad Tura (1493-1528) (Kati 1913:56). This zamr played
by women (!) could have well been double-clarinets temporarily imported from
North Africa, and not the algaira. At least today, women do not play the algaita
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in West Africa. Yet, there is also Ames who says that he recorded one instance of
a woman playing this instrument in Zaria (Ames 1973:135), and the rather
obscure passage in the Kano Chronicle that ten algaita were sent to the mother (!)
of the king Mohama Sharifa of Kano (1703-1731) (Palmer 1908 :89p). A hitherto
unknown type of reed-pipe among the Fulani, the reekuluwal, has also been
revealed only recently by S. Arom (1975), but this instrument bears no resembl-
ance with any of the reed-pipes mentioned in the sources. As for the related
mizmar ‘iraqi mentioned in X and XIII, it is an “unidentified “Iraqi reedpipe of
the 14th century” (al Faruqi 1981:189), and “Uthman’s and Bello’s reference to it
is purely doctrinal.

As for the biig cited in MAZ and SH, its identification is in no way easier than
that of mizmar, since the term covered a multitude of instruments in various
periods and areas of Arab culture (al Farugi 1981:43). In the case of the jihad
writers, however, there can be little doubt that they meant the Hausa kakaki.
According to the ‘external’ Kano Chronicle, the Hausa kakaki, introduced into
Hausaland during Mohamma Rumfa’s reign (1463-99) (Palmer 1908 :78), unlike
its Bornu equivalents, had for centuries been a long metal trumpet (Gourlay
1982:51-54) rarely deviating from the modern description given of it by Ames
and King: “Long, metal, lip-vibrated, end-blown pipe in two detachable sections.
Overall length between 8 feet and 14 feet, depending on the area...” (1971:50).
How does this kakaki correspond with the biig mentioned in the sources? If one
takes biig as a generic term “for any instrument of the horn or trumpet family”
(al Farugi 1981:43) and takes into account ‘Uthman b. Fudi’s quote from
Ibn Kinana that big “means all sorts of small trombones (bigarf) and
flutes (zummarat)” (X), one could assume that the reformers meant anything
from the Hausa & ‘aho, farai to the sarewa. However, ‘Uthman, again relying on
his authority Ibn Kinana, says that the biiq is the same as the nafir. The parallel
between big and nafir, probably not very clear to “‘Uthman himself, is or-
ganologically interesting. For although ‘Uthman clearly refers to the metal
trumpet kakaki, the parallel big/nafir reflects something of the ambiguity about
the materials both long trumpets were made from both in Arab culture and in
West Africa (Gourlay 1982). Originally, the biig was ‘“‘a natural horn without
keys or valves” (al Faruqgi 1981:43), and Ibn Khaldun still classed it among the
zamr category of wood-winds (Farmer 1936:620), calling it big zamri (Ibn
Khaldiin 1967,11:396). Between the 10th and 11th centuries, the biig was made of
metal, but at the same time the nafir also “stood for a very long straight trumpet
made of metal with cylindrical bore” (al Faruqi 1981:222).

The gasab mentioned in X and XIII is the gasaba of the early days of Islam, a
vertical flute which later on became the nay. In North-West Africa, however, the
old term gasaba or qussaba is still used. When the Shehu used this term he tought
of various Hausa or Fulani flutes: the Hausa sarewa, and, depending on the
region, the Fulani fulannu or sereendu.

The shabbaba cited in X seems to have been a smaller flute of the gasaba type
(Farmer 1936:621) and, as with the gasaba, there are many types of small flutes
among the Hausa and Fulani which might correspond with it. The term
shabbabat ra'i used in X would further suggest that the Shehu especially meant
flutes used by Fulani shepherds, such as the fulannu or wombere.




4.5 IDIOPHONES

Two types of idiophones are quoted in the sources : the one Hausa, zari, the other
Arab, sanj. Apart from reasons of poetical imagery, “the sound contrasts implied
by the image of the cricket in the place where the zari once jingled merrily”
(Hiskett 1975:38), Muhammadu Tukur rebuffs this rather marginal musical
instrument satirically as a passing thing of this world because of its association
with immoral and satirizing social activity of blacksmiths. For the zari is only
played by blacksmiths and N. Echard (1965) has shown that among blacksmiths
of Ader (Niger), zari song texts are a means of social control of deviant sexual
behaviour (1965 :368) and often allude to sexuality (1965 :364). Echard recorded,
for instance, the following song:
“The penis of Amana Giiva Babu extends
as far as the village of Tanbadarka ...
He sleeps with his mother like with a
woman,
And I, the singer, tell him to fuck his
mother”. (1965:369)

As for the term sanj quoted by both “‘Uthman and Bello, its obvious Hausa
parallel, at first sight, seems to be the sambani, defined by Ames and King as
“two pairs of iron hand-clappers, each member of each pair being in the shape of
a large langue du chat with small iron rings set into holes around the edge”
(1971:10).

On the other hand, the Arab equivalent corresponding to this description is the
garqaba (pl. garqabat) (al Farugi 1981 :257p). K. Gourlay has advanced the
theory that ““the present-day Hausa sambani is both a Nigerian and non-Nigerian
instrument, being rather the product of a north-south-interrelationship, the
outcome of a two-way trans-Saharan ‘trade’” (n.d.:70). Originally proto-
clappers made of wood or animal bone in sub-Saharan Africa, the instrument
became in North Africa, under Arab influence, a metal instrument of the
same shape which then re-appeared in West Africa. Despite this migration, no
great differences between the Hausa sambani and the Maghribi gargaba de-
veloped, but — as well be seen later — both the players and users of the metal
clappers differ in both parts of Africa.

Whatever the case may be, the reformers did not think of the present-day form
of the sanyj, i.e. “finger cymbals which are used as a folk instrument” (al Faruqi
1981:295), but presumably thought of sanj as a generic term for all types of
cymbals of which the only known variety in Hausaland was the gargaba/sambani.



5. THE REFORMERS’ ATTITUDE TO MUSIC

The sources discussed in this booklet, like the classical literature on the legality of
music, focus on a number of topics which made music an inacceptable cultural
practice to Islamic rulers, theologicians, and jurists. Often these reasons or, as
Ames puts it, “the social context of music was... more reprehensible to the
censurers than was the music itself”” (Ames 1973a:272).

In the following sections the main ‘social contexts’ and their relationships with
music in early 19th century Hausaland will be contrasted, wherever possible,
with the reformers’ views on music, informed as they were, by classical Islamic
dogma.

5.1 MUSIC AND PRE-ISLAMIC RITUAL

The Fulani reformers devoted a great deal of their literary production to the
criticism of non-Islamic religious practices, and where necessary, to warnings
against accommodation with syncretic practices. M. Last has written on this
topic in more detail (1967b). The most prominent non-Islamic ritual in Hausaland
associated with a major genre of Hausa music was and still is the bori spirit
possession cult.

Although the jihad-leader mentions, in his Ta'lim al-ikhwan, what he believes
to be the veneration of “trees and stones” (Martin 1967:81) as a sign of
polytheism, bori, the most manifest non-Islamic ritual of the Hausa is apparently
never explicitly mentioned in either of the reformers’ pamphlets. Last, without
quoting any specific source, says that the Shehu disapproved of possession
dances (1976a:235, n.9) and Hiskett sees a passage in the KF on a rite called
Jjandiidu (Fudi 1960:568) as “possibly the earliest written reference to a bori rite”.
(Fudi 1960:573). However, whatever the general evidence seems to suggest, I
propose to see the use of such instruments as molo, goge, and possibly sanj
(qarqaba) in the bori cult as the main reason for their being banned by ‘Uthman
b. Fudi.

The goge condemned by the Shehu in V is the Hausa version of the rabab. At
“‘Uthman’s time, it certainly did not have the popularity it enjoys today, but its
praise-epithet — as reported by Ames and King — suggests that it has been the
object of religious scorn for a long time:

“Goge is the music of worldly people. Goge is the source of heresy,,.
(Ames, King 1971:43).

Though Tremearne, in his account of the bori in North Africa, says that the
spike fiddle goge was the only instrument used in Nigeria during spirit possession
performances (Tremearne 1914:284), and informants in Maradi (Niger) said that
goge is the most ancient instrument of the bori cult, Krieger maintains that in
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Anka (Zamfara) the molo was replaced by the goge only nowadays (Krieger
1968:407). As we cannot hope for the moment to bring further light into this
question, I propose to see ‘Uthman’s condemnation of the molo against the
background of its connection with immorality and — by implication — the bori
cult. The idea of immorality is expressed in the praise-epithet of the molo :
“The drum of intrigue, if it has not begun it is being arranged”. (Fletcher
1912:48).

As to the presumable use of the molo or goge in bori rites, it is clear that the
Shehu had to reject these instruments firmly. For the bori which is taken as the
pre-Islamic religion of the Hausa (Greenberg 1948), was a central tenet of
‘paganism’ the jihad sought to combat (Last 1967). It is only the natural
consequence of the reformers’ opposition to ‘pagan’ rites that molo and goge (and
the dances which were equally scorned by ‘Uthman in the N4 and other books),
too, which provided the music for these rites, had to be cursed. As for the
sambani, to which the roughly corresponding Arabic term was found to be sanj
(or garqaba), there is evidence that they had been used, either in metal, wooden
or bone form, in bori type ritual performance for centuries before the jihad.
(Gourlay n.d. : 71p). The Kano Chronicle reports of a meeting of the adherents of
the Tchibiri cult, held in order to protest against Islam under Tsamia’s rule
(1307-1343) and claims that of ‘“‘cymbals there were a thousand”. (Palmer
1908:69). By the time Tremearne wrote his classical study of the bori in North
Africa (1914), and had published a drawing of what he called Karakab iron
clappers (1914:282, Fig. 29), and numerous photographs (27, 36, 39-41, 43, 45-
46, 48-50, 54-60), the sambani had however already become out of use for bori in
Northern Nigeria. Although, as will be seen in chapter 6, sambani assumed an
entirely new, Islamic role here, there is no conclusive proof that the ban of the
sanj by the reformers was more than a doctrinal reference, and that the sambani
had not already disappeared (to North Africa) as a bori instrument and had been
replaced by the hemispherical calabash k’'warya or the gourd rattle caki.

5.2 MUSIC, SEXUALITY AND ALCOHOL

Time and time again, it becomes clear in the sources, that music-making and
musical instruments as such were not the target of the reform, but rather the
social behaviour to which they gave rise. But it is precisely with regard to sexuality
and alcohol, two of the fields of social behaviour most tabooed by Islam, that the
Sudanese reformers were most outspoken against certain forms of music-making,
dancing and musical instruments.

Whenever music or dance, otherwise tolerated during Islamic festivals (see
chapter 5.4), enhanced or occasioned undesirable sexual behaviour, they were
banned; or, as M. Last puts it, “if music is the occasion for social gatherings in
which purdah isn’t enforced, music is banned as part of the campaign for purdah,
i.e. it is not music that is banned so much as the inter-sex gatherings’’ (quoted by
Ames 1973a:272). This is clearly expressed in the Nir al-albab (VII), and less
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explicitly in the condemnation of those who attend performances of goge and
drums (V), or molo (VI). Although Hausa make clear distinctions between
dances which involve, say, only girls (rawan 'yam mata), or only young men
(rawan Gane), there are dances which do involve both sexes, and these are not
only reserved for the older generation, but usually also for less approved social
circumstances.

Places “‘where the goge is played” and “where drums are played” (V), in
‘Uthman’s mind, were undoubtedly also places to go ‘“about with
prostitutes” (VI). While the ethnographic evidence is thin for pre-jihad times,
present-day brothels in Hausaland do in fact attract or hire kukuma (lute) and
goge players (Ames, King 1971:106), but also molo players (Ames, King
1971:85). At the same time, goge and molo are also played for adherents of the
bori spirit possession cult many of whom tend to be harlots.

The particular ban put on the zari and the kiba was, as was seen, due to
equally obvious sexual reasons. The zari accompanied and continues to accompany
sexually overt song (see p. 14). As for the ban of the kiaba (X) or its many Hausa
hourglass equivalents mentioned in “Uthman’s early poetry, it was apparently based
on the anathema placed on effeminate professional musicians (mukhannathiin) in
early Islam (al Faruqi 1981 : 149). Al-Ghazali makes it very clear that “if it were not
for the comparison” with homosexuality, the kiba “would be like the drum used by
pilgrims and in warfare”” (Macdonald 1901:213), and hence lawful. As often,
however, the debate and ensueing ban by the reformers did not match with
realities in the Sokoto empire, where a connection between homosexuality and
professional musicianship has not been noted.

As for alcohol, its connection with music-making played a dominant part in many
cultures, and certainly in Hausaland as well. Both provide important ways of
social communication, but if one is to believe popular prejudice that Hausa
musicians — like musicians anywhere in the world — are drunkards, one can
easily see that the ban on stringed instruments “which invite to drinking
(wine)” (X) was directed at goge and molo in particular.

5.3 MUSIC AND THE JIHAD

The strongest sense of the permissibility of music conveyed by the sources is
undoubtedly with regard to the military exigencies of the jithad. Drumming in
particular, was only allowed for a “legal purpose” (IX), a view taken by all legal
schools: the context in which drums appeared was far more important than the
types of drums themselves. As we have seen (chapter 4), the correspondence
between Arab terminology and Hausa musical culture was vague enough. But
although the Fulani reformers do not use the same terminology, they adopt the
distinction between drums of amusement (tabl al-lahw), and drums for pil-
grimage (tabl al-hajj) made by the early jurists (Farmer 1938b:232) and they
prohibit all drumming for purposes of mere entertainment (Macdonald
1901:186). The beating of drums for military purposes was permissable mainly, it
would seem, on account of the jihad and the military outlook of the Sokoto
Caliphate as an imperial state.
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Even in his otherwise more liberal Najm, written in his late period in 1812,
‘Uthman is very determined on this subject. Here he quotes the Umayyad Caliph
‘Abd al-Aziz:

“The beating of the drum is permissable because a tradition has been
related about it at the marriage ceremony ; and if it were unlawful it would
not be made permissable at the marriage ceremony. Moreover, its being
lawful at the marriage ceremony points to its being lawful at other than
the marriage ceremony”. (Hiskett 1973:129).

Hiskett, who includes this passage in his The Sword of Truth (1973), a biography
of ‘Uthman b. Fudi, continues that the Shehu’s own opposite position was that
drumming “‘is illegal according to the Maliki rite, except for military purposes”.
(Hiskett 1973:129).

From the foregoing it becomes clear that, apart from hourglass-drums referred
to as kitba which were banned under all circumstances, practically every type of
drum was tolerated by the Fulani reformers provided that it was played for
military purposes, such as “wishing to gather the army together, or to signify its
departure, of the setting up of camp, and its arrival” (IX), and during battle “to
frighten the unbelievers” and to raise morale (VIII).

In how far did this permission to use drums for military purposes extend to
other instruments ? What did “Uthman mean by those “‘similar instruments” (IX)
that were permissible for a legal purpose? Did it include the algaita, for instance,
the Hausa equivalent, as we have seen, of the much blamed mizmar ?

While in XII the mizmar is criticized rather vaguely, ‘Uthman and Bello say in
X and XIII that it is forbidden to play and to listen to the mizmar without
accompanying song. The reasons for this rejection of the reed pipe as part of
purely instrumental music are not clear, and in Hausaland performances of
algaita both with and without singing are common. Probably, the prohibition of
purely instrumental performances of mizmar is another example of that doctrinal
adherence to classical sources which ignored local and historical conditions.
Leaving aside for a moment the distinction between mizmar music with and
without vocal accompaniment, the reformers’ prohibition of the instrument
probably arose out of the fact that they based their knowledge of it on early
accounts of Arab musical culture. Here, with the coming of Islam, an anathema
was placed on reed pipes, mainly it would seem on account of the female reed pipe
player (zammara) who, as was common in the east, was looked upon as a
courtesan (Farmer 1936:619 and n. 20). Although it is highly probable that
female algaita players were unknown in Hausaland at the Shehu’s time, the
rejection of the algaita (mizmar) was inspired by their knowledge of the former
association of the mizmar with courtesans in the east.

Nonetheless, the prohibition of the mizmar has still something of a surprise.
First, there is a passage in a gasida composed in 1802 by the Shehu and written
down in 1843 by ‘Abdullah (Robinson 1969:68). Here, when speaking of the
heavenly pleasures, the Shehu writes (Robinson 1969:98):

“Busa algaiton sarwata”
(There shall be a blowing of the heavenly algaita).
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Now it is unlikely that ‘Abdullah blamed an instrument in XII, his brother
‘Uthman counts among the pleasures of paradise 11 years earlier. Yet, it seems
that this is a phenomenon peculiar to any religious system demanding ascetic
abstinence on earth that the forbidden pleasures are then paid back as a reward
in the other world. Second, the objection to the algaita might have extended only
to its use outside the military machine of the jihdd armies and the empire. In other
words, it is possible that the algaita is among those “‘similar instruments”
“‘Uthman conceded for military purposes in IX. In pre-Islamic al-Hijaz, the
martial music of the tribes was provided by the mizmar and the duff (Farmer
1938a :233; 1967 :154). Later on, the nawba was performed by the tabl khana
or military band which included similar instruments later introduced into
Western Sudan and still in use in Hausa court music ceremonies today : surnay or
mizmar (= algaita), tabl (= any drum), nafir (= kakaki), and dabdaba
( = tambari) (Farmer 1967:154; 1938a). As Hausa court ensembles usually play
in similar combinations of these instruments for cavalcades (hawa) revealing of a
clear military aspect, we should conclude that along with the tabl of the KF,
“similar instruments” used for military purposes such as the algaita were a long
established tradition the reformers thought to tolerate and use for their own
needs during the military expeditions of the jihad. Naturally, the same applied to
the big or nafir (kakaki) which was permitted, because it was not pleasing, i.e.
was played in order to frighten the enemy. This would probably mean, however,
that performances by these military bands were not allowed for the court
ceremonies to the extent they have become customary today. It is possible that
this was the reason for which the prohibition of the algaita ( = mizmar ) had been
advanced by ‘Abdullah in the TW. For the gasida in which its use is criticized, was
written after the successful overthrow of the “pagan” dynasty in Kano in 1807.
By that time the military band might have been alienated from its proper use and
reintroduced as an “instrument of diversion” into the court ceremonies.

While classical Islamic jurisprudence left little doubt as to the legality of the
tabl khana, the criticism, though not explicit prohibition of rajaz, closely
connected with warfare, as “jingling ... metres of eulogy” in III is something of a
surprise. Bivar and Hiskett see al-Fallati’s criticism as an allusion to Kanuri
praise-songs (1962:138, n.3) which, if correct, would indeed have provoked
Fulani reformist criticism (see chapter 5.4). However, not only was rajaz used as
a metre for a number of poems such as Asim Degel’s Wak ar hisabi (Song of
Numerology) (Hiskett 1975 :241p), but it was also the metre of unrhymed war
songs in which soldiers praised themselves and their ancestry during attack.
According to al-Ghazali their object was

“to excite courage in the speaker and his helpers, and produce briskness in
them for battle”. (Macdonald 1901:222).

There was not the slightest doubt about the legality of rajaz poetry in war, and it
is completely unclear why these “metres of eulogy” should have aroused the 18th
century Bornuese writer’s criticism. ‘Uthman b. Fudi devotes a whole chapter
(no.29) of his BW to ‘“boasting at the time of shooting arrows, reciting Rajaz
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poetry, declaiming one’s genealogy” (Fudi 1978b:101) and states very clearly in
the very first sentence of this chapter:
“All the things mentioned here are permissable”. (Fidi 1978b:101).

At the same time, however, after a lengthy discussion of vocabulary used in the
sources he refers to in this matter, ‘Uthman recommends to the reader to take
“heed that the words ‘boasting’... etc. apply to fighting against the un-
believers ...”” (Fudi 1978b:101). In other words, boasting such as self-praise so
popular among Fulani and Hausa youth, and praise-songs outside war were in
no way permissable.

5.4 MUSIC, ISLAMIC RITUAL AND FESTIVALS

Owing to the ambiguous attitude of Islam towards music in general, most
researchers have overlooked the important role played by music in Islamic
ritual. Few studies can be quoted which examine the role of the three major
fields of ritual music in Islam: cantillation of the adhan, the music of the
Sufi fraternities, and perhaps not strictly tied to ritual, popular religious hymns
and panegyric songs (see the bibliography in Neubauer 1980). Even fewer studies
seem to be concerned with the religious music of Islam in Africa. L. Anderson
(1971), A. Simon (1974), and A. Boyd (1981) looked at Qur’an recitation, adhan,
and dhikr in Uganda, Sudan, and Kenya, respectively, but no similar studies have
been made in West Africa, and in Hausaland, in particular®.

Ames, for instance, states rather flatly that among the Hausa “music 1s
excluded from every-day Islamic ritual with the exception of the unaccompanied
chanting of religious poems and Muslim hymns™ (1973b:140), and his and
King’s Glossary (1971) does not even list the Hausa muezzin mai kiran salla
(mu'adhdhin) (Trimingham 1959:71, n.2), among the category of non-
professional performers. Although I lived for quite some time in the vicinity of
mosques and Koranic schools in Hausaland and among the Fulani, time and the
available research material have not yet permitted me to undertake an in-depth
study of Hausa-Fulani religious music. But we need to know more about the types
of gira‘a used in West Africa, and we need more information on the melodic
resources of the mu’adhdhin among the Hausa, to be able to assess the positions
adopted by the Fulani reformers. We also need full studies of the role of music in
the life of the major Nigerian tariga, Qadiriyya and Tijaniyya, to understand the
music of West African Sifism and its Arabian and African components. Lastly,
it seems important to analyze the musical aspects of the religious output of
mawak’an bege and similar performers which has already given rise to a
substantial body of literature on the textual component of such poetry 7. However,
with a great deal of present-day and early 19th century evidence lacking, the follow-
ing discussion of the reformers’ attitude to music in the religious cult has to be rather
superficial. Regarding the use of instruments during recitations of the Qur’an, for
instance, we have no evidence that this was common practice in Hausaland prior to
the jihad, and it seems that “Uthman b. Fudi’s ban on ‘“‘tambourines (dufif) for
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keeping the metre when reciting the Qur'an’ (VII) is a mere reiteration of well-
known, undisputed views by the Maliki school and others (Shiloah 1968 :420).

The role of sama’, listening (to music), within the religious brotherhoods has
by far been the most debated aspect of Islamic ritual music, producing an
extensive Arabic, Turkish and Persian literature, as well as provoking heated
controversies, the two best known opponents in the debate being Ibu Abi’l
Dunya (d. 894) and al-Ghazali (d. 1111). Trimingham, in a short discussion of the
Qadiriyya to which “‘Uthman b. Fudi was affiliated, claims that ‘Uthman had
forbidden “the use of drums” during dhikr. (Trimingham 1959:96). This seems
quite unlikely, since “Uthman b. Fudi who speaks quite clearly in favour of sama’
in X without however determining the precise role to be played by instruments
such as duff, and dance, had increasingly come under the influence of Sufi views
after the jihad (Fudi 1978b:18) in a period when Misbah was written. But even
before this date, in 1784/85, he wrote Mi‘raj al-‘awamm ila sama" “ilm al-kalam?®
in which he counts sama” among the three principles of Islamic theology ( ‘ilm al-
kalam)®.

Singing hymns during Islamic festivals was considered admissable by most
legal schools, and was only banned when accompanied by musical instruments,
because this usually involved the participation of professional musicians. The
main objection to singing seems to have come from the Shafi‘i school who
condemned professional singers, but otherwise was quite tolerant towards
“making beautiful of the voice in singing poems” (Macdonald 1901 :242p). The
other legal schools disliked singing accompanied by musical instruments, views
that are essentially echoed by the jihad writers. Malik, for example, the founder
of the Maliki school of law predominant in West Africa, said that when ‘‘a man
buys a slave-girl and finds that she is a singer, then it is his duty to send her back”
(Macdonald 1901:210), and this is generally interpreted as an expression of his
general dislike to singing of whatever kind. “‘Uthman tends more to al-Ghazali’s
views who, in his account of the legalists’ teachings on the lawfulness of singing
and music, says that singing as such was not unlawful unless it was accompanied
by musical instruments. The reason for banning song and musical instruments
was ‘“‘not simply because it is pleasing” (Macdonald 1901:204), but because
“along with wine, was forbidden all that was a badge of people who drank it, in
this case stringed instruments and pipes only” (Macdonald 1901:211). Apart
from such songs, those however, which do not “speak of women and their
beauty, of wine” (X), but “‘are simply sung on the occasions of popular joy like
the religious festival, or a wedding, or to fortify men at heavy work” (X) are
permitted. Again, both 19th century and contemporary evidence give us little
indication as to the extent and genres of such religious hymns in Hausaland.
Ames and King collected some evidence on the role of music during 'Id al fitr
(K’aramar Salla), 'Id al-kabir ( Babbar Salla), Ramadan (Watan Azumi), tashe
(the announcing of the beginning and end of the daily period of fast), and mawlid
(Mauludu) where sambani and tambari may be played'®. But Neubauer’s
observation that ‘‘regional variations in ... observances in different countries are
considerable, and still little known”” (Neubauer 1980:343), does not only apply to
mawlid, but in our case to religious hymns in particular. In any case, the
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somewhat dry distinction between (legal) unaccompanied singing and (illegal)
accompanied singing made by the classical legal schools was hard to apply to
musical realities in Hausaland. Not only was there probably as little purely
instrumental music then as today, but Hausa instrumental music is also known
for the highly important phenomenon of rake, the “instrumental realization of
the language tones and quantities of a normally non-verbalized text in ident-
ificatory praise of a patron” (Ames, King 1971:147); a phenomenon which
virtually made any instrumental music suspicious of some vocal or textual
connotation. But in either case, the focus of the reformers’ discussion of such
festival music was not to determine its precise nature, but to expressively
distinguish it from illegal singing outside religious festivals, weddings and jihdad
warfare, and professional praise-singing, in particular.

Professional singing and praise-singing for both are almost identical in
Hausa society — were not allowed and all sources discussing this topic are fairly
clear on this. Already in c. 1493 al-Suyiti replied to al-Lamtuni’s complaint of
people who “‘have no profession but singing and playing the flute, praising those
who pay them and satirising those who do not” (I) that this is forbidden. Later
on, between 1689 and 1707 al-Barnawi criticizes any “craft concerned with ...
chanting” (II). The Shehu himself, finally, condemns the singer (mughanni in X,
mai wak'e-wak’e in IV) and praise-shouters (masu kirari) in IV, and his
companion Asim Degel, in c. 1845, demands of the singers (mawdak ‘a) to leave
their ““idle singing” (XVI).

For the Fulani reformers it was the “often unashamedly boastful and
extravagant” (Hiskett 1975:5) character of kirari, Hausa praise-epithets, which
made them unacceptable to them. Though very few specimens of pre-Islamic
praise-songs have come down to us, we may say that they offended

“against two basic tenets of Islamic belief. First, the more extreme claims
to powers and virtues obviously beyond the reach of men, seemed to the
Muslims to attribute to mere mortals qualities unique to God ... Second,
the Prophet Muhammad is, in Islamic dogma, ‘The Most Perfect of
Mankind’. Therefore ... he alone is the proper recipient of such praise as
may be addressed to man” (Hiskett 1975:17).

It will be noted, however, that there is a clear separation between pre-jihad views
on praise-singing and those by “‘Uthman and his followers. While in Sh, O, and
AW, all of which precede the jihad, praise-singing is blamed, ‘Uthman’s and
Asim Degel’s positions seem to go beyond a simple condemnation. In their
Hausa vernacular verse (notably Ma and WM), both authours try to convince
professional praise-singers to join them in the “holy war” for the propagation of
Islamic thought. Although learning was fairly widespread in the small Fulani
communities, the majority of Hausa were illiterate. The diffusion of Islamic
thought through the mouth of professional singers thus became an additional
and necessary means of propaganda.

Though it is not stated in explicit terms, the conversion of secular praise-
singing into religious hymns (madahu) suggested by ‘Uthman was probably
intended as an abandonment of musical instruments for the accompaniment of
these songs. Evidence for this may be found in the expression mabége (mabege)
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used by the Shehu in IV. For mabége (or mawak ‘an bege), according to Ames and
King, are “‘professional unaccompanied ‘singers’ of religious poems ... praising
the Prophet” (1971:91). It should also be noted that unaccompanied solo-singing
of bége is thought of by ‘Uthman in IV where he seems to be contrasting the
profane professional marok'i (or masu kirari) with the religious praise-singers
(mabége) of the Prophet. As for the use of wak’a (wak’a) and yabé (yabo) in
Asim Degel’s WM (XIV) which itself is entitled wak’a, the opposition to
professional secular praise-singing of kirari comes out less clearly, but these
terms, like wak ‘e in IV seem to have been chosen mainly for reasons of metric.
Although wak'a (wak’a) simply means “song” and wak'e (wak’e) a “‘song or
poem composed on a topic in which the singer or poet specializes” (Ames, King
1971:135), the Hausa poets tend to use them as equivalents of madahu, the
panegyric of the Prophet (Hiskett 1975:23).

The discussion of the gasab in X and XIII as one of the blameworthy
instruments ‘‘which enhance the pleasure of singing but are not so pleasant when
played alone” (XIII, 3), must also be seen in close connection with praise-singing.
“‘Uthman’s and Bello’s ban on the reed-flute was probably aimed at Fulani
musicians who preferably play flutes in combination with struck calabashes in
the performance of love or praise-songs. Although here again, the doctrinal
background was more important than discussion of Hausa reality, the pro-
hibition of the gasab as accompanying instrument and the declaration of its
legality — as well as that of the shabbaba — as solo instrument, partly reflects
Hausa-Fulani customs where certain types of flutes made of reed were frequently
played by Fulani shepherds during their lonely expeditions in the bush. The
identification of a particular type of Hausa equivalent of either the gasab or the
shabbaba proves, as we have seen (chapter 4.4), difficult.

As for the role of rajaz praise-poetry, it had been pointed out (see chapter 5.3)
that it was probably the only acceptable form of praise, provided it was only
applied “to fighting against the unbelievers” (Fudi 1978b:101).

Wedding ceremonies, finally, and the music legally connected with them
occupy a great deal of the reformers’ legal debate on music. “‘Uthman, in
complete accordance with classical dogma, and quoting well-known hadith and
jurists in MAZ, states that singing poems and beating tambourines (duff or
ghirbal) are desirable for wedding ceremonies. While the permissibility of
tambourines for weddings is stated by al-Suyuti, al-Qayrawani’s Risala
(Qayrawani 1952:309) and al-Ghazali (Macdonald 1901:743), the real surprise
seems to be ‘Uthman’s claim that Malik ‘‘disapproved of the tambourine
(duff) ... when played for weddings ...”” (X, folio 31). While this may in fact be a
copyist’s error, the entire question of the legality of frame-drums for weddings
was an academic one for the Sokoto empire where the Hausa frame-drum bandiri
was perhaps as yet unknown at ‘Uthman’s time or was at least not played for
weddings, like many other Hausa drums were and still are today.




6. MUSICAL CULTURE AFTER THE JIHAD

It is beyond the scope of this study to present a detailed analysis of the state of
musical culture during the 100 years of existence of the Sokoto Caliphate.
Since the Fulani empire reflected the reformatory efforts by the Shehu only
“with diminishing effectiveness” (Fudi 1960 :579), it is hardly surprising to
find reports of increasing moral decline and, hence, musical activities as the
Caliphate drew to its end. An examination of this decline, is therefore limited to a
period not later than c. 1860.

Sources, however, against which to check the reformers’ accounts are scanty
before 1860. The Kano Chronicle (Palmer 1908), the Infaq al-maysir by Sultan
Bello (Arnett 1922), Sa‘di’s Ta'rikh Sokoto (Houdas 1899-1901), and the Hausa
Chronicle (Mischlich, Lippert 1903) are clearly not independent sources. Thus,
we are left with Barth’s, Clapperton’s, and Daumas’ books. There is, however,
not the slightest evidence in these European sources pointing at effective changes
brought about in the state of post-jihad musical culture. It appears that the
blamed pagan mores had crept in again even before the jihad was hardly finished.
Both the KF and the MAZ were written in order to warn the new Fulani
administration against relapse into these customs. As early as 1822-1824,
however, only some 15 years after the victorious war, Clapperton observed that
in the market of Kano, then the most powerful Hausa city-state, “bands of
musicians parade up and down to attract purchasers to particular booths”
(Denham, Clapperton 1826:51).

In 1826 Clapperton saw again a great deal of dancing and music in Coulfo at
the end of Ramadan (Lander 1830, 1:186f), but this, of course, was in perfect
accordance with ‘Uthman’s rulings in X concerning music during ‘7d al-fitr.

As for praise-singing, it appears that after the jihad most, if not all of the senior
officials continued to take professional praise-singers and orchestras into their
services. It seems to be the natural consequence of a *‘tendency to preserve the old
Hausa bureaucratic apparatus, in a somewhat modified form” (Hodgkin
1975:53) that only some 15 years after the foundation of the Caliphate,
Clapperton was on record that the “governors of the several provinces had each a
singing or crying man, in addition to the drums and horses” (Clapperton
1829:180). For instance, praise songs were again performed for the Emir of
Kano, Ibrahim Dabo (1819-1846) (Palmer 1867:129), and for the Emir of
Katsina in 1848 (Daumas 1883:214p). Even the otherwise devout Emir of
Bauchi, Malam Yakubu, appointed the first Kwando, i.e. praise-shouter of
Bauchi (Adamu 1978:100).

Drumming seems never to have been stamped out completely, for Clapperton
observed the playing of a “large drum” in 1826 (Lander 1830,1:293) which
nonetheless might have been the allowed kettle-drum tambari. Descriptions
become more numerous and exact by the time of 1848 and 1851 when Daumas
and Barth, respectively, visited Katsina. Again, drums are played: notably the
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tassa namouny, a tubular earthen pot with a wider end covered by goat hide and
beaten with the hand, similar to the Arab darabukka (Daumas 1883 :213p), the
gangda (Daumas 1883:214; Barth 1857,11:53) which is beaten with the hand on
one membrane and a curved stick on the other (Daumas 1883:214), the kalango
hourglass pressure drum, and the kdso (= kotso) (Barth 1857,11:53).

Stringed instruments also regained their popularity, for Clapperton saw also
an “Arab fiddle” (possibly the goge) and ““guitars”. Although he also reports of a
“woman (who)... has had before marriage a male child by a blind fiddler
belonging to Sultan Bello’s band at Soccatoo” (Clapperton 1829:286), it is
unlikely that the same Sultan Bello who condemned music and stringed
instruments in particular, in his SH, would have had a band of musicians in his
services. The blind goge player probably only turned up at Bello’s court for a
random praise-song, and like any low status musician today, pretended to a
membership of the more prestigious royal court bands.

Molo and goge are also mentioned by Daumas as instruments being played by
musicians in Katsina (1883:213). Although the molo described by Daumas and
the one seen by Barth in Agades and Zinder in 1850 (Barth 1857, I1:327p, 252,
420) were played by the royal court musicians and as a solo instrument
respectively, there is good reason to assume that the instrument gained even
wider popularity after the jihad than before it. For although the bori spirit
possession cult is supposed to be the ancient cult of the pagan Hausa, the
implantation of Islam, instead of putting this cult down, contributed much to its
further diffusion. For, as J. Broustra-Monfouga has pointed out, the bori was
only part of the pagan clanic 4sna cult before the jihad (Broustra-Monfouga
1973:209), while after it the cult became an institution which grew out of the
destruction of the clanic pre-Islamic society (Monfouga-Nicolas 1972 :59p). It is
thus a natural consequence that the reform of the beginning 19th century led
more to the enhancement of music accompaniment of the bori than to its dying
out.

Of aerophones Clapperton saw a “long brass trumpet” which was probably
identical with the kakaki, and “bagpipes” (Lander 1830,1:293p) which were
probably the oboe algaita. In 1826 “‘four long trumpets and a pipe like the pipe of
a bagpipe” were being played by the escorting musicians of the Vizier of Sokoto,
Gidado (1817-1842) (Clapperton 1829:177)!!. Later on, in Katsina, Barth saw
an instrument among the royal musicians called pampamme (1857,11:53) which
should be the wooden end-blown pipe farai or famfami (Ames, King 1971:49). It
is probable that the fanfany Daumas observed at the same court three years
earlier and which he describes as a buffalo horn (1883:213) is either the same
instrument or the side-blown horn k’aho (Ames, King 1971 :59) which Barth calls
kafo when he saw it in Katsina, too (1857,11:53). Also in Katsina, Barth saw an
elgaita (1857,I1:53) and Daumas reports of a “flute” called kardaz with six
fingerholes on top and one underneath (1883:213). It was probably also the
algaita, because karaz simply means “‘cherry-wood”, and it is of this wood that
the Maghribian ghaita is manufactured (Farmer 1931-39:81). Since none of these
instruments — with the exception of the algaita — figures among the instru-
ments mentioned in the Sudanese sources. I direct the attention to the fact that the
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algaita mentioned by Barth and Daumas formed part of an ensemble which
probably played praise-songs for the local Emir. This would mean that the
restriction of the military band music to war purposes requested by the Shehu
had been abandoned as early as some 40 years after the jihad.

The zagharit blamed by al-Lamtiini and al-Suyiiti, it appears, was probably
never successfully banned, because the Hausa gu’'da was probably as popular in
the early 19th century as it is today. The same seems to apply to the zari,
ridiculized by Muhammadu Tukur. A ban was however placed on certain songs
during zari performances in the Republic of Niger in recent years, as well as on
the artificial penises and other sexual symbols displayed by zari performers
during public performances. Likewise, the kitha, the alleged Hausa kalangu
hourglass drum, is probably one of the most widespread drums played today. A
survey made in 1979 in Maradi (Niger) revealed that 17.4 9 of all musicians
played kalangu and that 24.1 9 of all drummers in the area were kalangu players
(Erlmann 1981:102). With all these instruments and practices, zagharit, zari and
kalangu, however, a clear assessment of their role after the jihad is not entirely
reliable because of a lack of contemporary accounts testifying to their use or
absence. Generally, however, it can be maintained that the process of reintroduc-
tion of pre-jihad musical practices seems to have been a rather rapid one for some
instruments like the algaita and drums, and a slower one for musical perform-
ances such as for the bori rite.

Interpolation from other sources, however, also seems to suggest that some of
the jihad leaders’ reformatory efforts were successful. The Shehu’s call for more
religious panegyrists, for example, seems not to have gone unheard. The present-
day frequency of non-professional blind beggar-singers and professional mabege
singers can be doubtlessly attributed to the spread and increasing influence of
Islam since the jihad. As a result of the Islamic ban on instrumentally
accompanied song, mawak ‘an bege are usually solo-singers, but famous poets
such as Malan Aliyu have set some of their poems to drum rhythms (Ames, King
1971:91).

There is also the possibility that the Islamic reform had a certain impact on
other fields of musical culture, although these were never discussed in the
reformers’ writings. Though the social status of professional musicians, for
instance, is never referred to in the sources, I consider it a reasonable hypothesis
that as a consequence of the jihad the social status of professional musicians must
have suffered and fallen (Ames 1973a:275). In the eastern province Adamawa of
the former Sokoto empire, for instance, where the Fulani are in a majority today,
the custom of recruiting non-Fulani musicians for the court bands goes certainly
back to the Fulani elite’s dislike to take their kinsmen into these low status
positions (Erlmann 1980). In Maradi, on the other hand, the rebel pagan
kingdom established in 1807 by the deposed Katsina Hausa dynasty, musicians’
patrons, like the “pagan” Sarakunan Noma (Head farmers) still regularly play on
their musicians’ instruments for the family ceremonies of these musicians, thus
expressing mutual equal relationships (Erlmann 1981:73).

Another successful reform brought about by the jihdd might be the introduc-
tion of the bamba’dawa (Besmer 1971:41),



Musical culture after the Jihad 27

“professional panegyrists who traditionally praise in the Fulani lan-
guage ... as opposed to other sorts of ... (musicians)... who perform in
Hausa ... Their patrons are chiefly Fulani officials... Bamba'dawa are
assigned a higher place in the hierarchy of rank of the royal musicians...
due to their association with the Fulani heritage of much of the senior
officialdom” (Ames, King 1971:94)12,

It should also be pointed out that the old reformist dislike of musical instruments
finds itself expressed in the fact that the bamba’'dawa

“do not play musical instruments, though they may combine in perform-
ance with instrumentalists” (Ames, King 1971:94).

Another impact of the jihad on musical culture may be seen in the field of royal
court musicians’ titles. While in Maradi, for instance, such old titles as 'Dan
Tomo for the head of royal ganga players and 'Dan Home for the royal kakaki
players are still used, the corresponding titles in Katsina (which underwent the
Fulani reform) are Sarkin Maka'da and Sarkin Busa (Ames, King 1971 : 100p).
Whether the position of the chief of the court panegyrists (San Kira) was the only
pre-jihad position to have survived in Kano after 1806 according to oral
tradition, is doubtful (Besmer 1971:65),
‘“‘as many instrumentalists’ positions (and others) certainly existed prior to
Fulani rule. However, it is known that the Fulani removed most of the
Hausa administration (but not the system of ranked titles) when they
assumed power. This change in faces might well have included the royal
musicians of the deposed Kutumbawa, all of them, that is, except the San
Kira” (Besmer 1971:65, n. 1).

The practice of using the rambari kettle-drum as the principal instrument of
military music has apparently been maintained long after the jihad, although
drumming for other purposes, proscribed by the Shehu in the KF and other
books has also been observed. Daumas who visited Katsina in 1848 saw the
tambari which he calls rembery, and after giving a full description of it, continues
to state that the instrument was never beaten for reasons other than the
convocation of the army (Daumas 1883:200).
In Bauchi, like Adamawa one of the more rigid outposts of the empire, Emir
Yakubu
“patronized only what one may call martial music, that is the sounding of
tambari drums (kettle drums used only for emirs) ... It was on this account
that the community of resident Hausa drummers and musicians took time
to build up in Bauchi ... Kwalaje, a Hausa drummer from Birnin Kudu in
Kano emirate, was said to be the first to organize the tambari music in
Bauchi. He was appointed head of the branch by Malam Yakubu”
(Adamu 1978:100)1!3.

A presumable impact of the Fulani movement of reform on the internal structure
of music is likely though not easy to demonstrate. In an unpublished paper “On
the pre-Islamic structure of Hausa court music”’ F. Besmer argues that structures
in the vocal forms after the first islamization of Kano in the 15th century




28 Musical culture after the Jihad

resemble pre-Islamic vocal forms (n.d.:18). Of three basic types of Hausa praise-
songs a “litany” form is rather antique while a “‘complex three-part” form
“‘can be postulated as having been used from the early nineteenth century

to the present ... but the present view is that they did not simply ‘spring up’
after the Fulani jihad” (Besmer n.d.:15).

While social or economic reasons for this structural change are unclear, a
different approach to song texts after the jikad is obvious. It has been pointed out
by Besmer, for instance, that in Kano royal court music,
“oral traditions in both legend and song go back no farther than the
institution of Fulani Emirs in Kano” (Besmer 1971:16).

This is clearly a consequence of the Islamic reform which ignored the previous
Hausa dynasties and thought “that the Islamic history began with the Shehu and
that what came before is unworthy of attention” (Hiskett 1975:136). Another
impact of Islam may be seen in the attempts to give a rather superficial Islamic
outlook to praise-songs by adding rather standardized religious formulae to an
essentially pre-Islamic text left untouched in style and imagery.

The existing early travel accounts by Clapperton, Daumas and Barth de not
allow for an assessment of the effectiveness of the ban on the sanj on one hand,
and the role of tambourines (duff, ghirbal or tar) in relation to wedding
ceremonies, Qur’an recitation, or Sifi ceremonies, on the other hand.

Given the ambiguous situation of the term sanj and of the possible Hausa
counterpart sambani of the Arab garqaba, it is interesting indeed that in present-
day Hausaland, according to Ames and King, the functions of the sambani are
clearly associated with Islam: it is used by women for the accompaniment of
songs, usually on a religious topic on occasions such as weddings or naming
ceremonies, for Koranic scholars on the eve of mawlid, for kings on the two
major Islamic festivals, and on eclipses of the sun (Ames, King 1971:110).
Gourlay’s argument that after the successful banishment of the
sambani/sanj/qarqaba from bori possession rites, the sambani “‘reappeared,
literally in the hands of women, in a context where respectability was assured,
even if it would not have obtained the Shehu’s approval™ (n.d.:73), seems indeed
“over-elaborate” (n.d.:74).

As for the partial ban on tambourines, we are again forced to speculate. At
least the classical debate on the permissibility of the duff and ghirbal during
wedding ceremonies was a purely academic one in Hausaland, where frame-
drums were probably unknown at “‘Uthman’s and Bello’s time. Likewise, the
criticism of using duff for Qur’an recitation might have been one of the many lip
services paid to classical Islamic theory without any obvious reasons to hand in
Hausaland. None of the early travellers observed instances of such use of the
tambourine or any drum, for that matter, and nothing seems to point to such
practices in present-day Hausa Islamic communities.

The use of the bandiri finally, the Hausa version of the duff/ghirbal, as we have
seen, in Sufi dhikr ceremonies could well be a case of a partially successful
reform, but, again, contemporary evidence leaves us in the lurch. The Shehu, as
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we have seen, allowed the duff for dhikr ceremonies in MAZ, but both
Trimingham (1959:96) and Ames and King state that the bandiri was re-
introduced into Nigeria recently (1971:13). Trimingham’s claim that the instru-
ment was reintroduced not only suggests its previous existence in Hausaland, but
also that it must have been banned at some time !*. On the other hand, it seems
perfectly understandable that the Hausa Qadiriyya adopted the instrument from
“pilgrims who had acquired it in Falata settlements in Nilotic Sudan”
(Trimingham 1959:96), where the use of tambourines, locally known as tar (a
simple frame-drum), or rigq (a small frame-drum with cymbals) (Simon 1980), at
dhikr ceremonies of the Qadiriyya brotherhood is indeed common (Simon
1974:274).




7. CONCLUSION

The exclusive rigorism with which the Fulani reformers banned almost all sorts
of musical instruments and activities recalls a fanatic iconoclasm which was only
observed some decades before “Uthman b. Fudi’s time in Wahhabist Arabia. In a
discussion of the doctrinal background of the KF, Hiskett suggests ‘“the
possibility of Wahhabist influence” (Fudi 1960:578), on “Uthman’s works.
Further research into this matter by Hiskett himself seems to prove that this
assertion cannot be maintained.

It is true that the Wahhabist movement had a certain impact on the African
Mahdiyya, especially on that of the Sudan. Yet, in West Africa where in the early
days of the jihad even ‘Uthman b. Fudi himself had contributed to prophecies of
the expected Mahdi in a series of books (Biobaku, al-Hajj 1966:428; al-Hajj
1967:114), the Wahhabist influence does not seem to have been very marked.
Among 11 manuscripts by ‘Uthman examined by Tapiero (1963), for example,
the Wahhabist leader Muhammad b. ‘Abd al-Wahhab or his followers are not
cited a single time. ‘Uthman rejected Wahhabi rigorism decisively (Hiskett
1962:596) and at a certain moment even refuted his own teacher Jibril’s opinions
who was deeply influenced by the Wahhabi movement (Hiskett 1973:41). The
touch of iconoclasm certainly present in many of the Shehu’s writings, although
not being due to Wahhabist influence, may on the other hand go back to earlier
sources of Islamic dogma.

It is generally acknowledged that the Fulani movement of reform was largely
dependent on the thought of al-Maghili who passed down to the Sudan the
teachings of the Maliki school of law (Hiskett 1962:591). Besides this school
there is a trace of influence exercised by the Hanbali school which also inspired
the Wahhabist movement later on. It is thus to be expected that

“the Fulani reformers shared with the Wahhabis common knowledge of
earlier fundamentalist teachings of the Hanbali school ... But whereas the
Wahhabis developed these teachings into an exclusive and schismatic
creed Fulani Islam remained firmly grounded in Maliki orthodoxy. The
iconoclastic aspects of Fulani movement ... are mainly attributable to the
rigorism present in Malik’s theology” (Hiskett 1962:596).

This rigorism remained fairly stable in “Uthman’s early and middle period until
the jihad. Like the majority of Sunni authorities he referred to, he forbade almost
all musical instruments. On the other hand, he was in no way a visionary who did
not take into account the realities of the age-old cultural customs of the
kingdoms he thought to subjugate. The reformers’ main objection was rather to
the most offensive and manifest musical aspects of ‘pagan’ Hausa culture such as
bori dances and music, drumming during the recitation of the Qur’an, profes-
sional praise-singing, and communal singing and dancing of both sexes. Quite
often — as D. Ames puts it —
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“the social context of music was ... more reprehensible to the censurers
than was the music itself” (Ames 1973a:272).

Whenever there was a lawful purpose such as the necessities of the “holy war”,
music was welcomed. The Shehu’s intention of converting professional praise-
singers into religious panegyrists, for instance, was a proof of a political
pragmatism which did not fail to tolerate hard-dying pre-Islamic customs.

However, the Shehu’s general “‘middle-of-the-road” position — “‘of moderate
orthodoxy, opposed to quietism and accommodation with non-Islamic custom
on the one hand and to intransigent exclusivism on the other” (Hodgkin
1975:51), became even softer in his third period after the jihad, especially when
Sufi views which were more favorable to music (Fadi 1978b:18) gained in
influence upon “Uthman’s theoretical thinking and when it became clear that the
old tenacious pre-Islamic customs had slowly crept in again and could not be
stamped out easily. “The Shaikh’s attitude to music, early expressed in his
Fulfulde poetry (Ma’ama’are and Tabbat hakikan, V.E.), was later modified in
such books as Najm al-ikhwan” (Last 1974:24, n.53). Written in 1812, Najm
states “‘that musical instruments should not be categorically forbidden because
many scholars did not see any objection to them ... Dan Fodio not only allows
music, but he also advises the believers not to consider musical instruments
haram lest the wrath of God should descend upon them” (Fiidi 1978b :29p).
Although Hiskett says that in the Najm “‘the Shehu’s main concern was to refute
the syncretists rather than to correct his own overzealous students” (Hiskett
1973:129, n. 8), this *“‘soft” position led to conflicts with the other jikad-leaders
even during the campaigns. Already as early as 1807 the Shehu’s younger brother
‘Abdullah, one of the earliest reclusive critics of the results of the “holy war”,
“deserted” from the current campaigns to Kano because of “his dissatisfaction
with the trends in the Muslim Community” (Last 1967a:65). It is in Kano that he
said: “This that I see among you is that from which I have fled” (Muhammad
1963:121) and that he radically “‘made the wooden parts of their drums ( rubiil)
into containers for their horses’ fodder” (XII).

Thus, the jihad had a rather limited impact. Musical culture in Hausaland
immediately after the jihad resembled that before the “holy war” in many ways:
not only kept the “‘common” people to their age-old customs, but also the Fulani
aristocracy, criticized by “‘Uthman and ‘Abdullah, was unwilling to abandon
many pre-jihad Hausa customs that strengthened their social position.
Superficially, praise-songs did indeed efface all memory of pre-Islamic events and
incorporated Islamic formulae, but they essentially remained praise-songs. And
where there were praise-songs, there had to be professional praise-singers and
their instruments. Certainly, on the other hand, Arabic and Hausa religious
literature and, hence, popular religious mabege singers experienced a revival after
the reform, but the bori possession rite and its main instruments, goge and molo,
did as well. Clerics continually criticized the decline of public mores after the
Jihdd: Sultan Bello himself, though he also tolerated a band for his Vizier
Gidado; Asim Degel and Muhammadu Tukur, and, between 1837 and 1842
Atiku, second Emir of Sokoto and great devout. Arnett says that he “prohibited
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all music and games” (Arnett 1922:32), and his chronicler and secretary Sa‘di
claims in his Ta'rikh Sokoto that Atiku’s first act was to kill any duff player
(Houdas 1899:101, 1901:326). Whitting, in his translation of the said passage,
speaks of “kettle drummer” (1948:165) but this prohibition of kettle drums
(tambari) would be something of a surprise, because the instrument was
approved of earlier by ‘Uthman b. Fudi in the KF for military purposes. Even
towards the decline of the empire, one Imam of Daura wrote a poem entitled
Kogi in which he counts music among the signs of this decline (Hiskett 1969,
1975:159). These late attempts at a restoration of the jihad ideals, like later anti-
colonial Mahdist upheavals, lacked the vigour and militancy of “‘Uthman’s
visions to materialize concretely, but many of them, even under progressing
modernism, continue to play an effective role in Northern Nigerian conservative
political movements.
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Muhammad b. Muhammad b. ‘Ali al-Lamtiini
As’ila warida min al-Takriar fi Shawwal 898
Questions arriving from al-Takriir between 16 July
and 13 August 1493

This work is part of a larger collection of farwas given by the Egyptian polymath
Jalal al-Din al-Suyuti (d. 1505). It was published in Cairo in 1933 under the title
Al-Hawi Ii’l-fatawi, and was translated by J. Hunwick (Hunwick 1970). The work
is in two parts: first, fifty-seven brief sections describing customs, beliefs and
practices in the Central Sudan, written by al-Lamtiini from either Agades or
Takedda (in present-day Niger) (Hunwick 1970:11). Secondly, al-Suyiiti’s replies
in a separate brief treatise. While al-Lamtiini’s questions contain interesting
ethnographic material, al-Suyuti’s rulings “are dry and scholastic and almost
totally devoid of interest, since they merely reiterate points of Islamic law”
(Hunwick 1970:7-8).

Translation

Section (12). ...Most of the women play the flute and the lute and the
tambourine and wail the zagharit'® and play all manner of musical instruments
(Hunwick 1970:14).

Section (14). Some have no profession but singing and playing the flute, praising
those who pay them and satirizing those who do not (Hunwick 1970:15).

I

Al-Imam Muhammad b. al-Hajj ‘Abd al-Rahman al-Barnawi
Shurb al-zulal
Drinking the purest of all waters

This didactic poem of legal theory ( figh) was written between 1689 and 1707. Its
authour was a Bornuese who may “‘claim significance as a forerunner of the later
Islamic reform movements” (Bivar, Hiskett 1962:131-32). The text and a
translation were published by A. D. H. Bivar and M. Hiskett (1962) and although
the poem concerns the Bornu empire, its criticism of abuses in a pre-jihad
Sudanese kingdom bordering on what was later to become the Sokoto empire,
proves a straight line of thinking on music foreshadowing the immediate pre-
Jihad writers in Hausaland. The text reproduced below is verse 46 on folio 4 of
the manuscript.
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Text
(‘—'rJL—-’J R f-’-ﬂb By s ¢
(Bivar, Hiskett 1962:120)
Translation
Leave (any) craft concerned with writing (in the sand), and astrology,
and the spells of genii, and chanting (Bivar, Hiskett 1962:127).
I11
Al-Tahir b. Ibrahim al-Fallati
Qasidat fi nush li’l-sultan man sami’ aqwal al-wushah
Poems for the Sultan advising him not to listen to evil gossip tellers
The title of this satirical poem is uncertain, as is the date of death of its author, a

Bornuese, who is said to have died about 1776 according to one oral source. The
extract reproduced below is quoted in Muhammad Bello’s famous Infaq al-

maysur.

Text

el g Jal WlLsS" Guysls Ol
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(Bivar, Hiskett 1962:138)

Translation

Verily the Kaniri (of old)

Were a people of conquest and dominance.
Alarming rumour was to them

Like the jingling rajaz metres of eulogy.
The legends which they possess

Constitute the very pillar of their building.
The fables current amongst them

Concern the ‘Torture of the Henna’.
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The legends are jingling metres

Of the gardens of transient (pride).
O children of Kanir,

This is (a product) of the arts of scorn.
(Bivar, Hiskett 1962:138f)

IV

‘Uthman b. Fuadi
Ma’ama’are

Although written in Hausa in its present form, this poem was originally
composed in Fulfulde, the Fulani language, in the Shehu’s youth. It was later
translated by the Shehu’s posthumous son Isa dan Shehu (1817-1880). The title
derives from the Fulfulde verb ma’ama’- (“to flash continously”). Of
Ma’'ama’are numerous versions seem to exist, the following excerpts being based
on an edited version published by M. Hiskett (Hiskett 1975:17, 24, 204).

Text

Da mai wak 'e-wak e, tsaya kar ka ’bata
Ga wak 'en mutanen, yi bége ka hita,
Madihu rik’a shi ka samé bukata,

Da masu fasaha su zo, su gwada ta
Zuwa ga fa'din ko sifofin nasa.

Akul na ga masu kirari hakika
Mabégen Muhammad na so shi hakika

Translation

Singer, stop, do not waste your time

In singing the praise of men. Sing the praises
of the Prophet and be content.

It is to praising him that you should hold
fast to obtain your desires,

And those who have eloquence, let them come
and explain it by commentary,

By speaking of his qualities.

Truly, whenever I see kirari shouters
It is the panegyrist of Muhammad I desire, in truth.
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‘Uthman b. Fudi
Tabbat hakikan
Surely, in truth

Like Ma'ama'are, this poem was written in Fulfulde in the Shehu’s youth and
translated into Hausa by his son Isa dan Shehu. The excerpt below was taken
from a version published by Hiskett (1969,111:706), but the translation is my
own. Tabbat hakikan is the second written evidence of the goge, after Ibn Battuta
first mentioned a gogo (Farmer 1939:575).

Text

Wansu himmassu ko zuwa inda goge,
Sun gaza ko su dawayo inda buge,
Lokacin nan su ke biya don su tuge.

Translation

Some of them, their intention is to go
where the goge is played.

They fail to return from where drums are
played.

In the other world they will pay, for
they will be uprooted.

VI

‘Uthman b. Fudi
Mu godi uban giji sarki sarauta
We thank the Lord, the ruler of the kingdom

This ode was most probably written in Hausa in the Shehu’s youth. A transcript
was published by Robinson (1969:63), but the translation of the excerpt below is
my own. A facsimile of the ajami manuscript is in the Appendix of Robinson’s
Specimens of Hausa Literature (1969). To my knowledge, the ode contains the
earliest written evidence of the molo (see also Gourlay 1976).

Text

Ku ber na darra da tsalumshi musulmi
kidda molo ku ber yawo da karma
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Translation

Muslims, refrain from gambling and deceit.
Leave off playing the molo and going about
with prostitutes.

VII

‘Uthman b. Fudi
Nir al-albab
Light of the hearts

This short work was probably written before the commencement of the jihad in
1804 (Last, al-Hajj 1965:234, n.5). The text of the excerpts reproduced below
follows a version published by Hamet in 1898, but a new translation is attempted
here. Like the Kitab al-farq (IX) this pamphlet discusses a wide range of social
problems which must have been current in Hausaland at the time.

Text
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Translation

Some believe that they are Muslims and that all the acts they do are Islamic. Yet,
they play tambourines (dufiif) for keeping the metre when reciting the Qur’an,
and those also are unbelievers and rules of Islam do not apply to them ...

The meeting of men and women, and dancing and singing (ghina’) together is a
sign of deviation from the way of God, because the devil is misleading them. All
of this is forbidden by the Qur’'an and the Sunna.
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VIII

‘Uthman b. Fudi
Bayan wujub al-hijra ‘ala ’l-‘ibad
The exposition of the obligation of emigration upon the servants of God

This is one of the Shehu’s major works of figh which he completed in 1806.
Besides Misbah (X) it is the only source discussed in the present study which
devotes an entire chapter to music. Both the text of this chapter and the
translation are quoted from the edited version by El-Masri (Fudi 1978b), but I
inserted some of the musical terms in paranthesis.

Text
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Translation

Chapter 21
On the Law concerning the beating of Drums (tubil) in a jihad to frighten the
unbelievers

I say, and success is from God: It is permissable to beat drums (rubil) in a jihad if
the intention is to frighten the unbelievers and strengthen the Muslims. Ibn al-
‘Arabi’® said in his Ahkam: ““The drum (rabl) is of two types: the war drum (rab/
al-harb), to which there is no objection since it raises morale and overawes the
enemy; and the wedding drum (zabl al-nikah), such as the tambourine (duff),
which is allowed, if accompanied by decent words, avoiding obscenity and not
leading women to uncover themselves before men”. It is stated in Diya’ al-
khulafa’*": ““If they go forth, let them beat the drum (7ab/) since it raises morale
and overawes the enemy”.

My view is that a drum (zabl) should be beaten only for some lawful purpose,
such as calling a meeting, announcing when an army departs, or pitches camp or
returns home and the like. For anything which is not a Sunna should be restricted
to what necessity calls for, as, for example the drum (7ab/) which was beaten on
the arrival of a caravan belonging to Dihya. It is related in Jalal al-Din al-
Mahalli’s '® commentary: “The Prophet was delivering the Friday sermon when
a caravan arrived, so the drum (zabl) was beaten (to announce this) according to
custom. The people went out of the mosque except for twelve men, so it was
revealed : ‘But when they see come merchandise or diversion they break away to
it’'? i.e. to the merchandise because this was what they were looking for, not the
diversion”.

See how He called beating the drum (zabl) diversion in spite of the fact that it
was being beaten for a legitimate purpose because it was not in itself essential.
How (much worse) then, is what the ignorant people do — playing musical
instruments (alat al-lahw) for entertainment and singing (ghina’)! It cannot be
disputed that this (forms part of what) is wrong, and is not of that which is right,
and what is there beyond that which is right save error? It is related in the
Madkhal?° that Ibn al-Qasim?’ said, ‘I asked Malik about singing (ghina’). He
replied, ““God has said: ‘What is there, beyond that which is right, save error’?2?
Is it (singing) right”? It is stated in A/-Mi‘yar?®: “Among the things a ruler
should forbid among his subjects are musical instruments (alat al-lahw) for
entertainment”. Again a little further on: ““Singing (ghina’) is not allowed under
any circumstances whether at a wedding or otherwise. “‘Umar b. ‘Abd al-"Aziz?*
wrote to the provinces forbidding all (kinds) of (musical) entertainment except
the (use of the) tambourine (duff) alone at weddings. Yahya?® said: ‘T am also of
this opinion’”.
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IX

‘Uthman b. Fudi
Kitab al-farq bayn wilayat ahl al-islam wa bayn wilayat ahl al-kufr
The book of the difference between the government of the Muslims
and the governments of the unbelievers

This pamphlet attributed to ‘Uthman b. Fadi was probably written late in the
Jihad, after 1806 (Last, al-Hajj 1965:239, n.2), and it is “‘a warning to the newly
appointed emirs and judges against following the Unbelievers (in this case the old
Hausa rulers) in their pre-Islamic ignorance” (Last, al-Hajj 1965:239). At the
same time, it is a detailed and valuable, though not quite independent and
entirely reliable source of information on customs in Hausaland immediately
after the jihad. Unlike other manuscripts of the period, this pamphlet “is not
limited to general accusations of corruption and impiety, but specifies in some
detail the shortcomings which prompted these accusations’ (Hiskett 1960:559).
Topics range from marriage customs, bribery, and commercial practices to
foodways and luxury. The excerpt given below is quoted from the text edited by
Hiskett, but part of his translation was amended.

Text
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Translation

One of the ways of their government is their being occupied with doing vain
things by night or by day, without legal purpose, such as beating the kettle-drum
(dabdab), (and playing) shawms (mazamir), and drums (tubiil). The Muslims only
beat the drum, and similar instruments for a legal purpose, such as wishing to
gather the army together, or to signify its departure, or the setting up of camp,
and its arrival, and as a sign of the arrival of a caravan, as when the drum was
beaten on the arrival of a caravan belonging to Dihya, and they confine
themselves to what necessity requires.
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X

‘Uthman b. Fudi
Misbah li ahl hadha "l-zaman min ahl bilad al-Stidan wa man
sha’ Allah min ahl al-buldan
A light to guide the present people of Sudan and whoever else
from the peoples of the world God wishes to guide

This work was completed on 20 November 1808. It is unedited and the copy used
is MS 2410, No. 177 of the De Gironcourt Papers at the Institut de France,
Paris. No other copy of the work has yet come to light, and the present copy
consists of 54 folios in various hands, rubricated, 10-29 lines per page. Chapter 8
given below discusses very much the same issues as Bayan wujub (VIII) written
two years earlier, and as another manuscript, Nasihat ahl al-zaman, written in
1811, an original of which is also among the De Gironcourt Papers (MS 2416,
No.211).

Text

See folio 22, line 7 to folio 40, line 8 (PLATEs I-XX).

Translation

Chapter 8
On the law concerning the playing of musical instruments, the blowing of wind
instruments for the jihdd and other occasions, and concerning singing

I say, and success is from God: Musical instruments are of three types: the
forbidden, the blameworthy, and the allowable ones. Ibn Hujr al-Haythami?®
says in Al-Zawajir and Al-Hawi al-malahi: *“The forbidden musical instruments
are such as the lute ( %d), the pandore (tunbir), the reed-pipe (mizmar), and those
musical instruments producing a pleasant sound when played alone. The
blameworthy instruments are those whose pleasure is enhanced by singing (i.e.
when used to accompany singing), but which do not provoke pleasure when
played alone, like for instance the castanets (sanj) and the flute (gasab). Both are
blameworthy when accompanied by singing, but not when played alone. The
permissable instruments are those which are not among the instruments of
diversion, but among instruments for information, as for instance the trombone
(big), the war-drum (tabl al-harb), or [instruments] for assembly and proclam-
ation like the tambourine (duff) at a wedding”.

I say: Trombones (biigat) are wind instruments. Some are frightening, others are
pleasant, as is said in Al-Jami® Sharh al-Mukhtasar®”. On this third type Ibn al-
‘Arabi’® said in Ahkam: “The war-drum is not forbidden, since it raises morale
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and overawes the enemy. The wedding-drum such as the tambourine, is allowed,
if accompanied by decent words, avoiding obscenity and not leading women to
uncover themselves before men”.

I say: ma‘azif, in the statement by the Prophet ‘there will be in my community
people who consider silk and wine lawful’; ma‘azif belongs to the first ca-
tegory 28. As Ibn Hujr al-Haythami?® said in 4/-Zawajir, ma‘azif is the plural of
mi‘zafa, that is, all pleasure-giving instruments such as tunbur, ‘ud, mizmar ‘iraqi,
and others. It is also said that ma‘azif refers to the songs of female slave singers
when accompanied on the lute ( i“d)- otherwise it is not applied to them. It is also
said that it refers to any stringed instrument, for these are instruments which
invite to drinking (wine). Al-Mawardi?® says: “Some of our friends say that
among string instruments the lute ( %d) alone is allowed. According to them, the
lute is not forbidden, since it banishes grief, strengthens morale and enhances
activity. But their views are isolated and without reason”. In A/-Madkhal?°,
Ja‘far, the son of Muhammad, related on the authority of his father on the
authority of his grandfather on the authority of ‘Ali that the messenger of God
said: “I was sent to break reed-pipes (mazamir)”. And in another transmission
on the authority of Ibn ‘Abbas?3 it is said: ““I was sent to destroy reed-pipes”.

On the first type, Jalal al-Din ‘Abd al-Rahman al-Suyuti?! said in Ta'rif al-fi'a bi
ajwibat al-as’ila al-mi’a: ““The most wide-spread view of all four legal schools is
that all instruments of diversion are forbidden. A minority, including the
Zahirites *2, say that they are permissable, but the true opinion on this subject is
that held by the veritable scholars. Among them is Shaykh ‘Izz al-Din Ibn ‘Abd
al-Salam3®3: “They are allowed specifically for the Sufis, and are forbidden to
others”. Then he [Abd al-Salam] recited: “We shall not allow to anybody any
known instrument, save (the Sufis) who achieve trance, the adepts of divine
love™ 34,

Abu °l-Hasan al-Maliki®® says in Tahgiq al-mabani, where the author says
‘listening to any kind of instrument, such as the lute (%d) and the reed-pipe
(mizmar)’, that it is related that Malik permitted listening to music. Then he said
that both the scholar and the common man should avoid it absolutely, and
similarly the Sifi, unless for some obvious reason or compelling circumstance.
Concerning the first type of musical instruments there is also a statement of ‘Izz
al-Din Ibn ‘Abd al-Salam in Qawa‘id al-ahkam: **Among the Sufis are some who
achieve deep knowledge and trance states through listening to instruments which
give pleasure and which are among those instruments on which the learned hold
divergent opinions as regards their legality, such as listening to the tambourine
(duff) and flutes (shabbabat). The one who listens to these instruments reckoning
that it is forbidden to listen to them, is in error in listening (to what he believes is
forbidden), but acts correctly because of the knowledge and the trance he
achieves (through listening). If he listens to these instruments believing that it is
permissable according to the scholars who maintain their legality, then he is
neglecting his pious duties by listening, but he is doing well due to the knowledge
and trance he achieves through listening to them. Among this sort of people are
those who achieve knowledge through listening to instruments giving pleasure,
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like stringed instruments (awtar) and reed-pipes (mazamir), which are considered
forbidden by the great majority of scholars. The one (who does so) is a wrong-
doer who satisfies his mind through what is forbidden. If he achieved knowledge and
a corresponding state of trance through this, he is mixing benefit and harm, use
and abuse. This applies to the one who reckons that it is forbidden to listen to
music. If he follows those who allow it, then there is no objection to it”.

I say: Such musical instruments must be forbidden by a ruler to his subjects. It is
stated in A/-Miyar?3: “The ruler must ban musical instruments to his subjects”,
and then, shortly after, “““Umar Ibn ‘Abd al-Aziz?* wrote to the provinces
forbidding musical instruments except the tambourine (duff) alone at weddings.
Yahya 2® said: ‘I am also of this opinion’”

Isay: Certainly, ‘Umar Ibn‘Abd al-Aziz acted in this way and Yahya said that he
is also of this opinion, because musical instruments are forbidden according to
the views of the Islamic scholars, even when not associated with other forbidden
acts: only what is said in the chapter on marriage is excepted, as is well known in
our Maliki rite. Abii’l Hasan al-Maliki says in Tahgiq al-mabani, when the author
says ‘Be not present where a professional wailing-woman (na’iha) is lamenting or
where there is a reed-pipe (mizmar) or lute ( @d), or instruments of amusement
comparable to these, except for the wedding-drum (duff)’, that there is a dispute
as to the legality of this instrument outside weddings, for other occasions such as
religious festivals, circumcision and the return of a traveller, and that the most
accepted view is the one prohibiting this, such being the obvious meaning (zahir)
of the words of the author.

And it is equally obvious, as we have seen before in the words of Jalal al-Din al-
Suyuti on the views of the community (of the learned) on the answers to “The
100 questions and the clarification which assuages the thirst (for knowledge)
concerning musical instruments” that the war-drum, the drum to gather an
assembly, and the wedding-drum, i.e. the tambourine (duff) are among the
allowed (instruments), as has also been said in 4/-Zawajir of al-Haythami when
he reports the views of al-Hawi: “The flute (gasab) and everything which is
similar to it, like the castanets (sanj), are blameworthy when played together with
singing, but not when (played) alone”, as is also said in A/-Zawdgjir of al-
Haythami where he reports again the views of al Hawi : “The flute (shabbaba) is
among those musical instruments giving pleasure on which the Islamic scholars
hold divergent opinions”. As is said in Qawa ‘id al-ahkam of ‘Izz al-Din Ibn ‘Abd
al-Salam, the details of this issue are as follows: “Some among the Islamic
scholars say that it is forbidden; others say that it is blamable and still others say
that it is allowed. But the arguments of those who say that it is allowed, are
weak”. It is said in Bughyat as-salik fi ashraf al-masalik written by al-Sahili®°:
‘“‘Abdallah Ibn ‘Umar reported: ‘I was with the messenger of God, walking
behind him, when he heard the flute of a shepherd (shabbabat ra‘i), and he closed
his ears. The he began to say to me: Do you hear anything (of the flute)? And I
would say, yes, until (eventually) when I told him that I did not hear anything
any more, he took his fingers out of his ears’”’. Some authorize (listening to the
flute) on the ground that the Prophet is said to have allowed ‘Abdallah Ibn “‘Umar
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to listen to the flute. And they say that if it were forbidden, the Prophet would
have ordered him to close his ears in order not to hear the flute, as the Prophet
did himself. They say that this might be peculiar to the Prophet. This is a weak
and feeble interpretation. Then he says a little further on: “Even if it is not
prohibited to listen to the flute (shabbaba), it is at least blameworthy™.

Abi’l Hasan al-Maliki says in Tahgiq al-mabani: “It is reported by “‘Umar:
‘According to my view the Prophet closed his ears and went on, when he heard
this (flute) of the young shepherds. Someone was with him and he said to him:
Do you hear, do you hear? Until they retired from the sound of the flute’”
Further on, he says: “What becomes clear in this case — and God knows best —
is that (listening to the flute) is not forbidden. For, if it were forbidden, the
Prophet would have ordered the one who was with him to close his ears, as he did
himself”’.

In Al-Madkhal the opinions of the learned differ on the playing of the frame-
drum (zar) by itself: is it allowed or not? Likewise, their views are different on the
playing of the flute (shabbaba) by itself. But as for reed-pipes (mazamir) and
stringed instruments (awrar) and the like which are associated with wine-
drinking, some [scholars] have related that there is no disagreement as to their
being forbidden — and we may assume that they have not disregarded any
contrary view; while others adduce the agreement of the legists that they are
corrupt and should be broken. Yet others state that the majority of Islamic
scholars declared these instruments forbidden, while only a minority say that
they are allowed if they are not linked with other forbidden acts.

The two Shaykhs?” say: “The opinions do not differ on the prohibition of the
Irakian reed-pipe (al-mizmar al-‘iragi) and all sorts of stringed instruments
(awtar)”. Al-Imam Abii’l-Abbas al-Qurtubi*® says: “But opinions do not differ
on the prohibition on listening to reed-pipes, stringed instruments and the drum
(kiiba). 1 have never heard of any respected man among the ancient scholars and
Imams who allowed this”. It is said in Bughyat as-salik fi ashraf al-masalik of al-
Sahili that the great Islamic scholars agree upon the corrupt nature of these
instruments, and that they must be broken.

I say: Recapitulating, all the rest of the instruments of amusement are forbidden
according to the community of Islamic scholars or the majority and there can be
no doubt that he who listens to them is a wrongdoer, quite apart from him who
plays them. Imam Abu’l-Abbas al-Qurtubi says: “In such circumstances, there
can be no doubt that he who acts so is a wrongdoer committing sins”. It is also
said in Bughyat as-salik that there is no disagreement that all that turns (man)
away from God and invites him to neglect the remembrance of God, and invites
to forgetfulness and to passion, is forbidden and is not allowed by the Law.

If you ask whether all instruments of amusement are allowed on occasions like
weddings and festivals, as these are occasions of Muslim joy — as ‘Tyad >’
says — I say that there are detailed distinctions to be made. It is said in A/-
Mukhtasar®” in the chapter on marriage that the distribution of almonds and
sugar is blameworthy, but not [playing] the tambourine (ghirbal), even when by a
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man. Regarding the kabar and, thirdly, the lute (mizhar), the kabar is permitted
according to Ibn Kinana. The zummara and the trombone (biig) are [also]
allowed. In Al-Khirashi*°, where the author says ‘not the ghirbal’, [the word
ghirbal i1s said to be] of the same grammatical status as the subject of ‘is
blameworthy’ [i.e. almonds and sugar]. The words ghirbal and duff are synonym-
ous, since they are both round with a skin on one face. The sense is that there is
no dispute that the playing of the above-mentioned [instruments] by women is
not blameworthy, nor, according to the majority, by men. It is for this reason
that the author of Al-Mukhtasar exaggerates when he says: “Even if the
tambourine (ghirbal) is played by a man (it is allowed)”, contrary to Asbagh*!
who prohibits it. But as for the playing of the kabar ([pronounced] with [the
vowel] a after the k& and a after the b), which is the big, round drum with both
openings closed with skin, and of the lute (mizhar) which is a lute in two parts
which are joined together, and covered on both sides, there are three points of
view about these instruments: that they are permitted, like the ghirbal, which is
the view of Ibn Hubayb“?; that they are both disapproved of’; and that the kabar
is permitted, while the mizhar is not, it being disapproved of because it diverts
attention away from God. Ibn Kinana*® says that the zummara and the
trombone (big), which is the nafir, are allowed. It is said that this means all sorts
of small trombones (bigar) and flutes (zummarat) which do not give much
pleasure (when played). According to ‘Abd al-Baqi*4, where the author says
‘ghirbal’, this is the tar, which is covered with skin on one face, and is not
blameworthy; and where he says ‘even if by a man’, this is the authour’s clear
meaning, both text and hadith demonstrating that its presence is desired at
wedding feasts. Where he says ‘the kabar’, the commentator says it is a large
round drum with a skin on both faces, and where he says ’the mizhar’ [the
commentator] says [the word mizhar is morphologically] like [the word] minbar,
as is stated in the Qamas al-muhit dictionary by Firuzabadi*®. Al-Ubayy*®
further says that it is well known in Arabic that it is the %d, and that nothing has
been mentioned to the contrary. But the legists have written to the contrary. He
then said that it is a lute in two parts which are joined together, and covered on
both sides. And where he says ‘the zummara and biig are allowed’, views here are
equally divided, as is well known; and it is said that [they are of the category of]
permitted things for which omission is preferable to commission, i.e. they are
disapproved. Such is the view of Malik in A/-Mudauwana*’ where he disap-
proved of the tambourine (duff) and stringed instruments (ma‘azif) when played
for weddings or elsewhere. Then...*® says in Al-Shamil fi al-Shahadat: “The
testimony of a player of stringed instruments, a female singer, or wailing-woman
is rejected. Listening to the @d, according to the best authorities, is also [rejected],
except at weddings, childbirth or circumcision ceremonies at which no intoxicat-
ing drink is present, when it is merely disapproved of”’. He then said -‘and
[similarly] other string instruments’.

In Al-Shabrakhiti*® where the author says ‘not the ghirbal’, it is [defined as] a
round tambourine (duff) which is closed at one of its openings. It is not
blameworthy when played for weddings, according to the Islamic scholars. It is
even desirable in this case.
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Where he says ‘concerning [the kabar]’, this is [pronounced] with [the vowel] a
after the k and a after the b; and where he says ‘mizhar’, this is with i after the m.
Al-Fakihani 5° says: “I do not know what he means by kabar, but I think it most
likely that it is a drum. According to Ibn Muzzayin 51 it is a large drum and the
mizhar has both its openings closed”.

According to Yusiif Ibn ‘Umar 32, kabar is a drum made of pottery or wood. It
has two openings, one narrow, one large. The large one is closed with skin and
the narrow one is open. The mizhar is a lute (‘@d) in two parts which are joined
together and closed at both ends.

He says: “Where he says that according to the third opinion the kabar is allowed
and the lute (mizhar) is blameworthy, there is not in fact a single one of the three
opinions which states (their) prohibition; and in his words, permission is the
contrary of prohibition. See the commentary in the margin”. He says: “Where
the author says that according to Ibn Kinana the flute (zummara) and the
trombone (biig) are allowed under the condition that they do not lead to frivolity,
he should have realized the faultiness of this condition, for the statement that
they are allowed etc. is weak. See the commentary”.

In Al-Jami® Sharh al-Mukhtasar®” where the authour says ‘the tambourine
(ghirbal) is not blameworthy — it is a tambourine (duff) covered at one of its two
openings — it is because the Prophet said: ‘Proclaim the marriage, and beat the
tambourine (ghirbal) for this’”. He says that where the authour says ‘even when
played by a man (it is allowed)’, this is so even when played by a man, contrary to
those who say that it is only allowed when it is played by women, and not by
men. The most widespread opinion among the learned is that there is no
distinction between man and woman. And he says: “Where the author says
regarding the kabar and the lute (mizhar) that according to the third opinion the
kabar is allowed, al-Fakihani (said): ‘I do not know what kabar is. But according
to my view, it is a drum’”. Al-Anfasi®? (says that) the tabl is made of pottery or
wood. It has two openings, one large, the other narrow. The large one is covered
with skin, the narrow one remains open. He did not refer to the mizhar. He says:
“Where the author says that according to Ibn Kinana the flute (zummara) and
the trombone (bitg) are allowed, the commentator says: ‘Ibn Kinana who is an
important man among the friends of Imam Malik *%, and is called the ‘Stick of
Malik’, says that the flute (zummara) and the trombone (bitg) are allowed. The
zummara is everything which can be compared to the flute (gasab). The trombone
is a wind instrument. But trombones (bigat) can be different; some are
frightening, others are pleasant”.

The verdict on singing (ghina’) is that it is forbidden according to all great
ancient Islamic scholars. It is said in 4/-Mi'yar?*: “Singing is not allowed”. In
any case, whether at a wedding or otherwise, it is at least blameworthy.

It is said in AJ-Madkhal?® that Imam al-Shafi‘i®%, in a work entitled Adab al-
gada’ said: “Singing is a blamable amusement, comparable to unreasonable
vanities”. I say: The proof that singing is forbidden is that God said (addressing
himself to Satan): “Seduce of them with your voice whom you can”*°.
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Mujahid *7 said that ‘voice’ here means song and reed-pipes (mazamir). Again,
God said in this connection: “There are men purchasing humurous stories in
order to lead astray from the Path of God’ %%. ‘Abdullah Ibn Mas'ad *° says:
“Singing and the listening to it are meant here”. But Abui’l-Hasan al-Maliki says
in Tahgiq al-mabani where the authour speaks of listening to instruments and
singing: “I do not know a verse in the Holy Book nor a sound hadith in the Sunna
showing clearly the prohibition of that what the authour spoke of. These are
merely preferred interpretations which are adduced as proof of prohibition, and
general indications which are adopted in support, rather than decisive proofs;
just as there are preferred interpretations which some of our fellow scholars
adduce in favour of permissibility. Certainly, the ancient great scholars have
listened to verse set to melody. Among the defenders of the legality of this are
Malik Ibn Anas®*; and all the scholars of al-Hijaz state the permissibility of
singing. As for the huda’°°, they all declared its legality : In the Sunna there are so
many traditions cited in this matter. Al-Ghazali®' spoke much of this, and he
cited all the arguments of those who declared (singing) forbidden, and he refuted
them with answers which leave no doubt as to their cogency among those who
hear them”.

In Bughyat as-salik written by al-Sahili (it is said): “This is the path of the
majority of ancient scholars, but a few of these scholars stated the legality of it”.
He said a little before this passage: “What has been reported of the messenger of
God that he listened to poetry, does not mean that singing is allowed. For poetry
is measured words. If these words are chaste, the poetry is chaste, and if they are
disgusting, the poetry is disgusting, too. But singing consists of melodies and
notes which disrupt the metre”.

Again, in Bughyat as-salik, it is said a little before this passage (the distance
between the two does not exceed two leaves/folios): “This is divided into three
kinds: one kind is forbidden by all Islamic scholars, one kind is allowed
according to all Islamic scholars, and as to the third kind, the views are different.

The kind which is forbidden by all the learned, is that which is accompanied by
musical instruments such as reed-pipes (mazamir) and the like. But the kind
where divergent opinions exist, concerns singing without musical instruments,
but which is accompanied by hand-clapping and the like. As for those who
consider this hand-clapping the same as reed-pipes, they assign this second kind
to the same category as the first forbidden kind, while those who consider this
second kind less (reprehensible) in degree than the first, but comparable to it, are
of differing opinions, some saying that it is approved, others that it is blamable,
and others that it is legally indifferent.

The permissable kind of singing — according to all Islamic scholars — is the one
which comprises only poems corresponding with the Law, without musical
instruments, hand-clapping, nor anything comparable to this, nor melodies.

It is said in Sunan of Abui ‘Abdallah Ibn Majah®? in the chapter on singing and
the tambourine (duff), that Anas Ibn Malik said: “One day the Prophet walked
in the city of Medina and came across a group of young girls playing their
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tambourine (duff) and singing: ‘We are girls of the Banu Najjar, what a fine
neighbour is Muhammad’! The Prophet said: ‘God knows that I really do like
you’”’. Again, in the same book, it is reported on the authority of Ibn’Abbas that
‘A’isha gave a girl of her family in marriage to one of the Ansar. When the
Prophet came, he asked ‘A’isha: ‘Did you lead the girl (to her groom)?’ She
answered, yes. He said: ‘Did you send her a singer’? ‘A’isha said, no. Then the
messenger of God said: ‘The Ansar are people of poetry. Y ou should have sent
with the girl someone who would say: We came to you, we are here with you,
may God grant us life and may He give life to you’” o2

It is said in A/-Madkhal that the great Islamic scholars said that singing is
forbidden that is singing which is used by professional singers and which
inspires the mind, occasioning frivolity. Above all, this holds true of love songs
which speak of women and their beauty, and of wine and that which is forbidden.
Such are strictly forbidden, according to the entire community of Islamic
scholars.

But songs which are free of these attributes are allowed in moderation on
occasions of popular joy such as a wedding, a religious festival, or to fortify men
at heavy work, as during the digging of the ditch at Medina.

I say: He said that singing is allowed in moderation on occasions of popular joy
such as a wedding or a religious festival, because playing is allowed at
weddings — such as beating the frame drum — and approved at festivals. For it
is said in Al-Yawagit®* written by ‘Abd al-Wahhab al-Sha'rani®® that Ibn al-
‘Arabi, when speaking on marriage of the prayer at both festivals, said in the 68th
chapter: ““Playing, joy, and embellishment are desirable on the day of the
religious festival. It is done in the memory of the joy of the inhabitants of
Paradise and their well-being”.

He said a little before this passage: “‘As the day of the religious festival is a day of
gaiety and embellishment when people satisfy their desires, the Prophet strictly
forbade fasting and he allowed playing and ornamentation. Certainly, the
Prophet let the Abyssinians play at the mosque on the day of the religious
festival. He stood there, he and A’isha, and they watched the game. ‘A’isha was
behind him. And, on the same day, two female singers entered the Prophet’s
house and sang in his house and the messenger of God heard them. When Abu
Bakr ©° tried to stop them, the messenger of God said: ‘O, Abu Bakr, let them be,
it is the day of the festival’. The Shaykh®7 has spoken on this matter at length”.

I say: As the day of the religious festival is the day of joy and happiness, the drum
(tabl) was played in front of the messenger of God on that day. It is said in Sunan
of Abii ‘Abdallah Ibn Majah in the chapter concerning al-gals °®, as reported by
Amir: “ ‘Tyad al-Ash‘ari assisted at a festival in al-Anbar®®. He said: “Why did I
not see you play al-gals, as it was played in front of the messenger of God’”?
Again, it is reported that Qays Ibn Sa‘d said: “At the time of the messenger of
God, there was nothing I have not seen, except one thing, for al-gals was played
for the Prophet on the day of Td al-firr”. Abii’Abdallah 7 says: “People say that
al-qals is a drum”.
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The author of this book [i.e. ‘Uthman] says: O, Brethren. I advise you to be pious
against the Mighty and to follow the example of our Prophet Muhammad. I
recommend to you not to adopt bad assumptions about Muslims and not to
refuse any of the points where the opinions of the learned differ. Do not consider
such points as prohibitions.

XI

‘Uthman b. Fidi
‘Ulam al-mu‘amala
The sciences of behaviour

This is one of the Shehu’s numerous short works on theology, jurisprudence, and
Sufism. No original text is given in the published version by Tarjumana (Fudi
1978a), but copies of the manuscript are kept in a number of Nigerian libraries
(Last 1967:240). The date of origin is unknown.

Translation

You should know that in general, wrong actions are of three types: 1) One of
them is to abandon your obligations to Allah ... 2) The second are wrong actions
between you and Allah — glory be to Him! like drinking wine, playing wood-
wind pipes, consuming usury, and things like that. You regret those actions and
keep it in your heart never again to repeat it. 3) The third are wrong actions
between you and the slaves of Allah (Fudi 1978a:106).

XII

‘Abdullah b. Muhammad
Tazyin al-waraqat bijam" ba'd ma li min al-abyat
The adornment of the papers by the collection of some of my verses

Compiled in 1813, this major work of the jihad-period quotes many poems by
‘Abdullah written before this date, referring to conditions in Hausaland before
the reform. Tazyin is considered the best source for the early life of ‘Uthman b.
Fudi and a standard account of the jihad. The first excerpt given below is from a
poem written in 1807, while the following excerpt is quoted from a later section
of the work in which ‘Abdullah reports of his reform efforts in Kano in the same
year. The text has been edited by Hiskett (Muhammad 1963), but some of the
musical terms had to be amended in the translation.




52 Texts and translations

Text
1) s Py R Y u:t.'“‘:" - o
23070 gl @3 g el

oL HRL0 Y G 3L
r £ . 9% G. Poko Shive
:.f;&fq_‘s C_—‘J“)-‘U’JH‘J*
’ %0 - LK) . - - L
‘——’)JL—-i Yy rL_" r:OJ Wt
ALY 3 2 Y o,
Ul Gl rol 205
B, BN e S
- o B

Y o 4=l <k | ;;L:. %
R b R B Lo A s ;
Uedaly s wXl ST

oo -

N 25 o Lal
<<l VRIS :,\_‘;‘: e
PO o Bl v [ v i R e 1
b O TG )N LD
U A | PP I TP e P o
WD B G G J—”‘3
- ) -f v - -0 - ) -
ol Coafy ajay M2y

2) ' Bl b Ol Ly

Translation

1) When my companions passed, and my aims went awry
I was left behind among the remainder, the liars
Who say that which they do not do, and follow their desires,
And follow avarice in everything incumbent upon them,
And who have no knowledge and who do not ask for it,
And each one of whom delights in his own interpretations concerning beliefs,
And who has broken with his own people and scorned knowledge,
And who has preferred the crowd of rabble to his own relations,
Whose purpose is not the affairs of the mosques,
Nor the schools of learning, nor even the affairs of the Qur’an schools,
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But whose purpose is the ruling of the countries and their people

In order to obtain delights and acquire rank,

According to the custom of the unbelievers, and the titles of their sovereignty.
And the appointing of ignorant persons to the highest offices,

And the collecting of concubines, and fine clothes

And horses that gallop in the towns, not on the battlefields,

And the devouring of the gifts of sanctity, and booty and bribery,

And lute (ud), and reed-pipe (mizmar) and kettle-drums (dabadib).

2) [(The people of Kano) ... sought from me that I should teach them how they
should act in order to establish religion, for I found that God had driven the
unbelievers from them, but their affair(s) had become confused among them
because of their preoccupation with the world. I saw among them that from
which I had fled in my own country, and ... put their affair(s) in order, and
broke the instruments of diversion which I found with them,]”! and made the
wooden parts of their drums (rubul) into containers for their horses’ fodder.

XIII

Muhammad Bello
Shifa’ al-asqam fi ma'rifat madarik al-ahkam
Cure of illnesses by knowing the true rules of the law

This unedited work was written between 1817 (anon. 1965:53) and 1839 (Vajda
1950:232). The copy consulted here is in the Archinard Collection of the
Bibliothéque Nationale, Paris, and bears the number 5669, folios 25-31. The
following four excerpts are as follows: 1) folio 29, lines 7-10; 2) folio 30, line 1;
3) folio 30, lines 5-9; 4) folio 30, lines 10-11.

Text

See folio 29, line 7 to folio 30, line 11 (PLATES XXI-XXII).

Translation

1) Ibn Hujr al-Haythami?® says: “Ma‘azif is the plural of mi‘zafa. It comprises
those musical instruments giving pleasure, such as the pandore (tunbir), the lute
(‘éd), castanets (sanj), the Irakian reed-pipe (mizmar ‘iraqi) etc.” Some say that
ma‘azif refers to the voices of female slave singers (specifically) when ac-
companied by the lute (‘%d) — otherwise they are not so called. Others say that
this term is used for all stringed instruments, for they are musical instruments
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used by (wine) drinkers in order to encourage them to drink. All this is strictly
forbidden ...

2) It is an act of disloyal people to attend the playing of stringed instruments
(awtar) ...

3) It is said in Kitab al-zawajir ' and in Al-Hawi: “Musical instruments are either
forbidden, such as the lute ( %d), the pandore (tunbiir), the barbiton (mi‘zafa), the
drum (tabl), the reed-pipe (mizmar), and everything producing a pleasant sound
when it is played alone (without singing); or blameworthy, such as those which
enhance the pleasure of singing but are not so pleasant when played alone,
examples being sanj and gasab — these are disapproved when together with
singing, but not when alone; or allowed: these are not in the category of
instruments of pleasure, but of those which give warning — such as the
trombone (biig) and the war drum (¢tabl al-harb) — or (are used) for an assembly,
or to make a (public) announcement, such as the frame-drum (duff) at
weddings ...

4) In Irshad al-mu minin Tbn al-Arabi'® says: “The drum (tabl) is of two types.
The war-drum (zabl al-harb), to which there is no objection since it raises morale,
and overawes the enemy. The marriage-drum (tabl al-nikah), such as the
tambourine (duff) which is allowed, if it is not accompanied by indecent words
and if it is not leading men and women to gather on this occasion ...

XIV

Muhammadu Tukur
Sharifiyya
The noble

This short poem of two stanzas of which only the first lines are given below, was
written after the jihdd by Muhammadu Tukur, a contemporary of ‘Uthman b.
Fiidi who wrote many Hausa poems for the less proficient Hausa-speaker
‘Uthman. Sharifiyya belongs to the wa'z genre of eschatological poetry and in
style and imagery is indebted to such classical Arabic verse works as Al-
Ashriyyat, of al-Fazazi, which is very popular among Hausa poets. The Hausa
text follows Hiskett’s published version (Hiskett 1975:233), but I have slightly
altered his translation so as to include the original Hausa musical terms.

Text
Ku san mutuwa di za ta kai mu cikin k’asa

Ba a k’ara bisa ma baré ka ji tambari
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Translation
You should know that death will take us under the ground.

No longer will wind-instruments be blown for you, nor will you hear the tambari.

XV
Muhammadu Tukur
Bak'in mari
Black leg-irons
Like Sharifiyya, this poem is in the wa'z tradition. It is more than eighty couplets
long, of which Hiskett has published forty-three (Hiskett 1975:207-209). The
Hausa text of the lines quoted below follows Hiskett, but his translation was
slightly amended for the word masu biishensu.
Text
Ko da Majikira yau kushéwa tana kira
Da masu ka'da-ka’'de da masu bishensu sun wucé
Karen bik'i gyaré si ka gaje wurin zari
Translation
All mortal men, today the grave is calling.

Their drummers and their wind instrumentalists have passed on,
The jackal and the cricket have inherited the place where the zari jingled.

XVI

Asim Degel
Wak'ar Muhammadu
Song of Muhammad

This poem in the Islamic sira tradition was written in about 1845. Asim Degel,
who lived in Kano for some time, is a well-known Hausa poet, and his ‘Song of
Muhammad’ ‘‘has been recited before Friday mosque, and on other occasions in
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Kano, for more than a hundred years’’ (Hiskett 1975:58). The lines given below
are quoted by Hiskett from a manuscript kept in the National Archives, Kaduna,
Nigeria (Hiskett 1975:17).

Text
Mawak’a, ku bar wak’a ta banza cikin gari,
Ku z6 nan, mu taru, mu zam yabo ga Muhammadi.
Translation

Singers, leave your idle singing in the town.
Come, let us gather together, let us constantly praise Muhammad.



APPENDIX

I1

MUSICAL TERMS USED IN THE SOURCES







1. HAUSA TERMS

goge (‘one-stringed bowed lute’) Vv
madihu (‘panegyric poem of the Prophet’) v
mai wak 'e-wak e (‘singer’) IV
masu biishe (‘wind players’) XV
masu ka'da-ka’'de (‘drummers’) XV
masu kirari (‘praise-shouters’) IV
mawak'a (‘singer’) XVI
molo (‘three-stringed plucked lute’) VI
tambari (tambari) (‘wooden kettle-drum’) XIV
wak’a (wak’a) (‘song’) XVI
zari (zari) (‘circular iron percussion instrument’) XV

For more detailed information the reader is referred to Ames’ and King’s
Glossary of Hausa Music and Its Social Contexts (1971).

2. ARABIC TERMS

alat al-lahw (‘musical instruments’) VIII, X
awtar see watar

bug, pl. bugat (‘trombone’) X, XIII
bugat see bilg

dabdaba, pl. dabadib (‘kettle-drum’) IX, XII
duff, pl. dufuf (‘frame-drum”’) VII, VIII, X, XIII
dufuf see duff

ghina’ (‘song, singing’) VII, VIII, X
ghirbal (‘frame-drum’) X

huda’ (‘camel song’) X

‘idan see ‘ud

kabar (‘drum’) X

kuba (‘drum’) X

ma‘azif (‘stringed instruments’) X, XIII
mazamir see mizmar

mizhar, pl. mazahir (‘lute’) IX, X
mizmar, pl. mazamir (‘reed-pipe, shawm’) X, XII, XIII
mizmar al-‘iraqi (‘Irakian reed-pipe’) X, XIII
mughanni (‘singer’) X

nafir (‘trumpet’) X

qasab, pl. qasabat (‘flute’) X, XIII

sanj (‘castanet’) X, XIII
shabbaba (‘flute’) X

tabl, pl. tubul (‘drum’) VI, IX, X, XII, XIII




60

tabl al-harb (‘war-drum’) VIII, X, XIII
tabl al-nikah (‘wedding-drum’) VIII, X

tar (‘tambourine’) X

tunbir (‘lute’) X, XIII
tubul see tabl

‘ud, pl. ‘idan (‘lute’) X, XII, XIII
watar, pl. awtar (‘stringed instrument’) X, XIII
zagharit (‘ululation’) I

zummara (‘reed-pipe’) X

The translations of Arabic musical terms given above are primarily meant as first
broad guidelines which do not take the rich polysemy of these terms into
account. For more detailed information the reader is referred to Lois Ibsen al
Faruqi’s An Annotated Glossary of Arabic Musical Terms 1981).




NOTES

! One of Baba’s works has been edited by Bivar, Hiskett 1962:141-143. Furthermore, I
was unable to consult printed editions of some important works such as Ahmad Baba:
Nayl al-ibtihaj bi-tatriz al-dibaj (on the margins of Ibn Farhun: A/-Dibaj al-mudhahhab fi
ma'rifat a’yan ‘ulama’ al-madhhab, Cairo A.H.1351) and al-Maghili al-Tilimsani: Ta'rif
fima yajib ‘ala ’l-muliuk (Trans. by T. H. Baldwin as The Obligation of Princes. Beirut 1932).

2 Besides these sources reference will be made from time to time to another MS which I
was unable to consult. It is the Najm al-ikhwan (The Star of the Brethren) (Najm), a work
by “‘Uthman b. Fudi written in 1812 (Martin 1967:50). Passages of it are cited and
paraphrased in Hiskett (1973:129), Last (1974:24), and Fudi (1978b:29f.). I would also
like to point to one work which does not seem to have been edited, but which is said to
touch upon questions of the allowability of music. It is Kitab adab al-"adat “ala sunnat al-
Rasul wa-tabiihi al-sadat by ‘Abdullah b. Muhammad, written at an unknown date (anon.
1965:72). Also among other books which probably discuss music one should cite the Bayan
al-bid‘a al-shaitaniyya by “Uthman b. Fudi which is in fact an abridged version of the /hya’
al-sunna (Last 1967b:6), “Uthman’s opus magnum, to which it closely corresponds (Balogun
1970:39).

3 Although, in 1826, Clapperton presented Muhammad Bello, first Sultan of Sokoto,
with a copy of Ibn Sina (Clapperton 1829:197).

4 In vernacular writing, on the other hand, the term algaita was at least known and
used.

5 The use of the term “wood-wind pipes” in XI — instead of the usual false “flutes” -
suggests that at-Tarjumana’s translation is correct and the original probably has mazamir.

¢ See also Euba 1971, but this study does not discuss ritual music as such.

7 See the bibliography in Hiskett 1975:262.

8 CAD 191, Microfilm Collection, Centre of Arabic Documentation, Ibadan (anon.
1969:84).

? Further studies of dhikr in West Africa would also need to have a closer look at
CAD 11, 16, 48-49, 56, 61 and 63 in the Microfilm Collection of the Centre of Arabic
Documentation, because they all seem to discuss Stfism.

10 See the numerous references under “‘Performance, occasions of: religious celeb-
rations and occasions” (Ames, King 1971:178-179).

1 Clapperton falsely speaks of the Vizier as the Gadado. See also Clapperton 1829:177,
where he reports of “‘the braying of their brass and tin trumpets” he heard on approaching
Sokoto.

12 The bamba’dawa of the Sarkin Gobir in Tibiri (Niger) sing in an unknown language
which is translated into Hausa during important events.

13 Bauchi had its first resident kalangu and algaita players only in the 1880’s (Adamu
1978:100).

14 See also Sa‘di’s report in the Ta'rikh Sokoto that Atiku, successor to Muhammad
Bello and second Emir of Sokoto killed any duff player (Houdas 1899:101, 1901:326).

15 This appears to be the ululation of women (Hunwick 1970:14, n.3), practised in
Suadi-Arabia, but which was also known in Hausaland as gud’a (Ames, King 1971:134).

16 Maliki jurist (1076-1148).

17 Authour unknown.

18 Shafii jurisprudent (1389-1459).
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19 Qur’an 62/11.
° Of Ibn al-Hajj, a Maliki jurist (d. 1336).
Student of Malik (749-806).
Qur’an 10/32.
Of al-Wansharisi, a Maliki mufti (c. 1430-1508).
* The eighth Umayyad Caliph (d. 717).
5 Yahya al-Masmudi, pupil of Malik (d. 848).
26 Maliki jurist (d. 1565).
27 Authour unknown. 4/-Mukhtasar is the much read legal text book of Abu’ 1-Safa’
Khalil (d. 1365).
28 The text for this sentence is dubious, but the logical connection between ma‘azif and
immoral silk and wine is clear.
29 The Shafi‘i legalist (d. 1058).
The cousin of the Prophet.
31 The celebrated Egyptian polymath (d. 1505).
32 7ahirites are those who adhere strictly to the obvious, surface meaning of the text.
33"°Died 1262.
34 «We shall ... divine love” is a verse in the metre basit, and the translation presented
here does not attempt to render it adequately.
3% Abu’l-Hasan al-Manifi (d. 1532).
36 Abu’l al-Sahili (d. 1353).
37 Jalal al-Din al-Mabhalli (d. 1459) and Jalal al-Din al-Suyiti (d. 1505).
38 Maliki jurist (d. 1258).
39 Al-Qadi ‘Iyad (d. 1149).
40 Could also be al-Kharashi (d. 1689).
Unknown authour.
42 Could also be Ibn Habib. See Sezgin 1967:47.
3 Possibly Abii’l-Abbas al-Kinani (d. 1471).
44 “Abd al-Bagi b. Yiusuf b. Ahmad Al-Zurqani (1611-1688), a Maliki scholar.
5 Unknown authour.
46 The name Ubayy is uncertain, and the text for the two following sentences until
‘... written to the contrary” may be assumed to be corrupt.
47 See Sezgin 1967:465p.
48 Tllegible name.
49 Unknown authour. The vowel qualities of Shabrakhiti are not certain.
50 Commentator of Ibn Abi Zayd (d. 1331).
51 Died 873. See Sezgin 1967:473.
52 Unknown authour.
53 Commentator of al-Qayrawani (d. 1360).
54 The founder of the Maliki school of law (d. 795).
55 The founder of the Shafi‘i school of law (d. 820).
56 Qur’an 17/64.
57 Abu Bakr Ibn Mujahid (d. 936).
58 Qur’an 31/6.
59 The great historian (d. 956).
60 The camel driver’s song of pre-Islamic and early Islamic periods.
61 The great philosopher (d. 1111).
2 Died 886.
63 See Farmer 1967:27.
84 Kitab al-yawagit wa al-jawahir.
65 Died 1565.
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66 The companion of the Prophet.

67 ‘Abd al-Wahhab al-Sha‘rani.

68 Al-Qals “embraces the whole notion of a ceremonial welcome for dignitaries
involving singing, dance, and the playing of frame-drums” (Wright 1983).

69 Ancient capital of the Caliphate in Irak.

70 Probably Ibn Majah, see n. 62.

7! This part of the translation has been added although it has been left out from the
Arabic text.

72 Of al-Haythami, see n. 26.
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