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PREFACE

In writing this book in English I am conscious of the problems of cultural
translation that beset my every move. One person’s mental map of another
culture is necessarily idiosyncratic and, since many readers of this book will
not be familiar with the Hausa language, to a great extent I am clearly asking
them to take my word for it. Nevertheless, while the emphases and preoccu-
pations may be mine, I hope it will become clear, through extensive citation
of the wide-ranging and substantial work by my Hausa-speaking colleagues,
that the picture, even if not the shading, is one shared, to a greater or lesser
extent, by a considerable body of scholars in Nigeria and abroad.

So why am I writing this book? Apart from the exigencies of my position
on the treadmill of late twentieth-century industrial academe, I have three
prime motivations. The first is to bring together disparate pieces of teaching,
writing and understanding that I have deployed over some years in teaching
Hausa literature. During that time I have tried to bring out the features of
the various literary genres of Hausa and to describe and analyse the relation-
ships between oral and written forms, the effects of the colonial and post-
colonial experience, continuities and disjunctures as literary genres have
developed over time, and the relationships between literary forms and the
intellectual and political texture of Hausa society.

My second motivation arises from a sense that a debate is taking place
about post-colonial literature and society in Africa in which writing in
English about writing in English or French is pursued without any acknowl-
edgement that a whole other world of debate has been going on vigorously
and at length in African languages. Since it is not in English it cannot be
listened to by critics, writers and commentators who do not themselves
know those languages. Yet writing in African languages is a potent political
totem in that first debate, whether it is Ngugi promoting writing in Gikuyu
(Ngugi wa Thiongo 1986), or Chinweizu and Madubuike (1985) attacking
what they see as obscurantism in Nigerian writers writing in English. In their
seminal book The Empire Writes Back (1989), Ashcroft, Griffiths and Tiffin
propose the term ‘post-colonial literatures’ because ‘it points the way
towards a possible study of the effects of colonialism in and between writing
in English and writing in indigenous languages’ (Ashcroft, Griffiths and
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Tiffin 1989: 24) . Yet, when they consider such indigenous languages, it is in
terms of arguments about such matters as whether it is better or worse to
gloss non-English terms when writers are seeking to appropriate metropoli-
tan English to their own purposes (1989: Ch. 2). It is as if all post-colonial
discourse is focused in one way or another on what to do about English.
There is a complete absence of any recognition that there is a long-standing
debate to which English as a language and English as a variety of cultural
traditions is pretty nearly irrelevant. Turning to African languages is seen as
representing a false attempt to rediscover an unattainable pre-colonial
purity that ignores the reality of the colonial experience (Ashcroft et al.
1989: 195) . Yet, in fact, the idea of an ‘authentic’ indigenous tradition and
the nature of the colonial experience are small parts of a debate about society
that has long been going on in a language such as Hausa, not as a peripheral
satellite world struggling to find itself in relationship to English and Euro-
pean culture, but as a vigorous arena in its own right relating to its own
cosmopolitan traditions of cultural thought. The adaptive, changing nature
of culture in which orthodox and heterodox tendencies tend to stake out
their claims to space does not necessarily mean, as is claimed by Ashcroft et
al., that the focus is for or against metropolitan culture:

Post-colonial culture is inevitably a hybridized phenomenon involving
a dialectical relationship between the ‘grafted’ European cultural systems
and an indigenous ontology, with its impulse to create or recreate an
independent local identity. Such construction or reconstruction only
occurs as a dynamic interaction between European hegemonic systems and
‘peripheral’ subversions of them. It is not possible to return to or to redis-
cover an absolute pre-colonial cultural purity, nor is it possible to
create national or regional formations entirely independent of their
historical implication in the European colonial enterprise. (1989: 195-6;
emphasis added)

Aspects of recent post-colonial theory have been trenchantly and percep-
tively discussed in a recent article by Karin Barber (1995) to which the
reader should refer. My intention here, then, is to provide the English-
language reader with some idea of the debates and representations of society
to be found in Hausa literature, some sense of the forms and traditions
which people deploy, some feel for the cultural architecture, the ‘dynamic
interactions’ and the ‘hegemonic systems and “peripheral” subversions’ that
operate within the Hausa cultural world. The problems of cultural transla-
tion to which I referred at the beginning start with this intention. The most
immediate and practical problem is rendering ‘texts’ in English. To what
extent will you, the reader, expect or want explanation and background?
How free or close should the translation be in relation to the original? Is it
doing a disservice to the original only to provide extracts or summaries?
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These are constant questions with no lasting right answers. In order to cover
a wide range of material and issues and yet produce a manageable text, I
have opted for a minimum of textual annotation, and a translation style which
I hope will be readable — avoiding quaintness or stiltedness — while adhering
reasonably closely to the original. I have used both extracts and complete
texts depending upon whether the accent is primarily upon content or upon
overall style in addition to content. I have been faced with a particularly
knotty problem in relation to prose texts. It is not feasible to present whole
translations and yet, in view of the fact that many of the stories are com-
pletely unknown to people who do not know Hausa, it has seemed to me to
be important to provide the reader with some sense of what these stories are
about. I have therefore provided summaries of some novels and novellas and
illustrative extracts. Constraints upon space have precluded the addition of
an appendix containing summaries of a broader range of prose texts.

An even more serious problem of cultural translation relates to the
insertion of this material into the world of English-language cultural pre-
suppositions. Time and again in teaching I have encountered, for example,
expectations of what the terms ‘poetry’, ‘song’ and ‘novel’ should mean but
which, even after redefinition on the basis of Hausa understandings of what
the terms signify, provoke a bewilderment when faced with an event, a text,
with which students are not familiar. The most recurrent of such impasses
occurs when a student is faced with the didacticism so integral to modern
poetry. Likes and dislikes are built upon a notion of poetry as directed
towards aesthetic pleasure conveying ‘heightened forms of perception,
experience, meaning, or consciousness in heightened language’ (Preminger
and Brogan 1993: 938); didacticism (a much older end within the European
tradition) is reacted to with discomfort. Poetry-writing in Hausa is going in
many different directions currently and Hausa reactions differ according to
the cultural conventions that are seen to be adhered to or contravened. I
have tried in this book to explain how such cultural forms are grounded in a
matrix of expectations in the hope that the reader will be able to understand
something of the cultural context and thereby have something with which to
fend off his or her own prejudiced reactions. Having made a plea for under-
standing these forms on their own terms, it is, however, clear that this book
cannot but be a bundle of my own presuppositions, constructs and partial
understandings. I can only hope that they will be reasonably obvious for the
reader to unpick.

My third motivation is a more personal one. In Ziguinchor, in the Casa-
mance region of Senegal, in late 1967, Xavier Badji and Justin Boissy first
introduced me to the pleasure of Diola song, round the fire, with roasted
oysters, under the stars. Three years later in Kano, Nigeria, Omar Hassan,
Dije his wife, their friends and children showed me the hospitality that had
me hooked on Hausa. Tilling the soil that year as the rains began, a group of
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friends were chanting under their breath as they worked. I asked what it was
they were ‘singing’. It was my first introduction to the poetry of Sa’adu
Zungur, and the beginnings of the interest that has finally seen interim frui-
tion in this volume. To them I offer back this book as my song.

Many individuals have been more than generous with their help, encour-
agement and support in the preparation of this book. For their criticism of
draft chapters, I am grateful to Neil Skinner, Stanislaw Pitaszewicz, Sa’idu
Ahmad, Jean Boyd, Umaru Balarabe Ahmed, Ziky Kofoworola, Murray
Last, Abdulkadir Dangambo and Russell Schuh. I am also indebted to
Karin Barber and Tony Kirk-Greene. For their guidance and help in Nigeria
in 1993, I owe an immense debt to Ibrahim Yaro Yahaya, Abba Rufa’i,
Dalhatu Muhammad, Abdulkadir Dangambo, Garba Magashi, Gidado
Bello, Ziky Kofoworola, Kabir Galadanci, Bello Sa’id, Sambo Junaidu,
Abdullahi Bayero Yahya, Omar Bello, Sa’adiya Omar, Haruna Birniwa, and
many other ex-colleagues and students. In preparing the manuscript in Lon-
don I have benefited from the suggestions of a number of colleagues and
friends: Philip Jaggar, Malami Buba, Murray Last, Liz Gunner, Richard
Fardon, Sulaiman Ibrahim Katsina, Edward Powe, Joe Mclntyre. Claire
Ivison was kind enough to prepare the maps. The long-standing friendship
of the late John Lavers and his wife, Baba, was a source of encouragement
throughout. Allah ya jikansa, amin.

I received the warmest academic hospitality from the Department of Ni-
gerian Languages and the Centre for the Study of Nigerian Languages, both
at Bayero University, Kano; from the Department of Nigerian and African
Languages and the Centre for Nigerian Cultural Studies at Ahmadu Bello
University, Zaria; from the Department of Nigerian Languages at the Uni-
versity of Sokoto, and from the Department of Languages and Linguistics at
the University of Maiduguri. I am grateful to these institutions and their
universities for their kind support.

For financial support in undertaking this project I also wish to thank the
British Academy and the Research Committee of the School of Oriental and
African Studies.

I am grateful to the following for citation permission: Tijjani Tukur,
Akilu Aliyu, Na’ibi Sulaiman Wali, Mudi Sipikin, Alhajiya Yar Shehu,
Ibrahim Yaro Muhammed, Sa’idu Babura Ahmad. For permission to repro-
duce extracts from my previously published papers, I am grateful to the
editors of Oral Tradition, Bulletin of the John Rylands University Library of
Manchester, African Languages and Cultures and Harsunan Nyjeriya.



NOTE ON TRANSCRIPTION

Hausa texts are rendered in the standard Nigerian orthography, but allow-
ing for dialect variation where appropriate. A small number of special char-
acters and particular pronunciations occur in the Hausa: 4/ D and 6 / B
represent glottalized stops; ’y represents a glottalized glide; £/ K and s are
ejectives; ¢ and j represent alveopalatal affricates. Vowel length and tone
have been marked only when they form the topic of discussion; in standard
Nigerian orthography they are not marked.

NOTE ON TEXTS AND TRANSLATIONS

Depending upon available space, Hausa texts and English translations are
sometimes laid out side by side and at other times sequentially. The prov-
enance of the Hausa is given at the bottom of the column of Hausa text.
Where both Hausa text and English translation are from a single source,
then the provenance is given below the English text alone. Occasionally the
English translation has been modified, and this is indicated by using the
phrase ‘adapted from’. Where a translation has been made by Sulaiman
Ibrahim Katsina and myself working together, then the following attribution
has been given: (GF & sik). Where no attribution is provided, the translation
is by myself alone.
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INTRODUCTION

A history of Hausa literature would, no doubt, adopt conventional organis-
ing principles whereby ‘early’ forms would be seen as the bedrock upon
which ‘modern’ literature has developed. Such an evolutionist view,
pedagogically standard in Nigeria and elsewhere, is widespread in the
discussion of African literature more generally. Out of ‘traditional’, oral
indigenous genres developed ‘modern’, written, European-type genres.
With such a framework in mind, this book would have started with oral
narratives, and proceeded chapter by chapter until we had arrived at
superseding modern prose- and poetry-writing. However, this book is not
organised according to such principles and its approach is quite different.
Genres are historically embedded and as later chapters will demonstrate,
have their own history of change and development, but the view that informs
the overall organisation of the book is one that sees genres as parallel
domains of discourse, constrained arenas in which we observe the simul-
taneous production of multiple, mutually allusive genres, all of which draw
on existing repertoires and all of which also innovate. Rejecting an evolu-
tionist perspective produces a concomitant shift of attitude towards one of
the major divides in the discussion of African literature. Rather than see
texts/performances as manifestly separated into two exclusive categories, the
‘oral’ and the ‘written’, by which the ‘oral’ is repeatedly raided for influences
upon the ‘written’, such a view entails an attentiveness to the migration and
overlap of textual materials between media of communication (speech,
writing, recited reading, written recension of oral improvisation and elec-
tronic media) in the process of working and reworking theme after theme.
A central focus of this book, then, is on the interaction of genres operating
within particular social and ideological contexts. Interaction goes beyond
‘influence’ to encompass circumstances where some genres are at least
partly composed out of other genres: a situation which single-genre scholar-
ship has been incapable of addressing. Thus, karin magana ‘proverbs,
proverbial speech’, for example, can be cited in isolation as complete texts;
but they can also be viewed as the building blocks of numerous larger
genres, functioning as key points from which an entire oral or written narra-
tive may be suspended. Allusion and parody, as well as incorporation, are
pervasive and can only be understood through an intergeneric perspective.
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The operation of genres within specific contexts leads the discussion to con-
centrate not upon the classification of genres solely according to formal
features but rather to consider the function, focus and intent of different
kinds of utterance. This permits a more flexible and dynamic account of
what writers and speakers are doing when they write and speak in particular
forms and contexts. The focus upon individual communicative acts is com-
plemented by an attentiveness to the social location of different genres.
Going beyond a simplistic ‘popular’ versus ‘aristocratic’ dichotomy, the
discussion illustrates, for example, the difference in ideological tone, in
mode of address, and in degree of accessibility and incorporativeness
between the Arabic-inspired written religious verse of clerics and the satiri-
cal songs of street entertainers. The discourse of cleric and entertainer is one
in which they, along with many other voices, speak in contradistinction the
one to the other while they, and millions of others, listen, agree, disagree,
laugh and answer back.

HAUSA SOCIETY AND ASPECTS OF NIGERIAN HISTORY

The Hausa language is spoken by more than 50 million people in Nigeria,
Niger, northern Ghana, and in communities from Kaolack in Senegal to
Khartoum in the Sudan.' The Hausa-speaking ‘heartlands’ are in the areas
of Kano, Katsina, Sokoto (generally north-central and north-western
Nigeria) and the southern strip of the Republic of Niger, with Hausa com-
munities and minority groups in northern Ghana and in many towns and
cities from Senegal to the Sudan. Much of the discussion in this book relates
to cultural forms from precisely that ‘heartland’: Kano, Katsina, Sokoto, as
well as Zaria, and other parts of northern Nigeria. Little is said here about
the literature and popular culture of Hausa communities of Niger (although
there is discussion of a study by Janet Beik of theatre in Niger),? or of Ghana
(see, for example, Schildkrout 1978), Chad (see Works 1976), or other parts
of West Africa (see, for example, Cohen 1969). The language and culture of
some communities in the Hausa diaspora are little known to outsiders: the
Hausa-speaking communities in the ancient desert towns of Ghat and
Ghadames are a prime example.

From before the sixteenth century, city states emerged in Hausaland with
an urban aristocracy whose lifestyle depended upon the surpluses produced
by a rural agricultural hinterland.?> Administration depended upon complex
structures involving royal families, district heads, village chiefs and ward
heads. A wide variety of titles distinguished rank and function within the city
state. Occupational guilds of metalworkers, leatherworkers, dyers and a
wide variety of other crafts were also organised into hierarchical structures
from chief down to youngest apprentice: cloth dyeing (see, for example,
Shea 1975, 1983), tanning, leather-working, textile manufacture, black-
smithing (see, for example, Jaggar 1994), sewing and embroidery, to the
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processing of agricultural produce.* Trading in such manufactured com-
modities, as well as in those such as livestock, slaves, salt (Lovejoy 1986) and
kola nuts (Lovejoy 1980), were specialised occupations. Long-distance
trade through the whole savanna region, across the Sahara and down to the
sea produced both a rich merchant class and a cosmopolitan heterogeneity
to Hausa cities. After the arrival of Islam in the fourteenth century, a class of
Islamic clerics emerged in the major northern cities whose activities had a
lasting influence upon the direction of state administration and upon popu-
lar adherence to Islam. The pre-existing indigenous religion involving spirit-
possession, bori, came under strong pressure from the new religion adopted
at the centre. Maguzawa, non-Muslim Hausa speakers, who adhered to the
earlier religious beliefs, became more and more isolated in remote rural areas.
Bori in the cities became relegated to the social margins. An Islamic religious
reform movement, led by the Fulani cleric Usman Dan Fodio at the begin-
ning of the nineteenth century, began both a centralisation of Hausa states
into the Hausa/Fulani ‘Sokoto Caliphate’ and a more widespread popular
conversion to Islam. From 1804, fifty years before Bismarck united the
thirty-nine German principalities, the leaders of the Sokoto Caliphate were
beginning the process of uniting the Hausa states under one flag. The
descendants of the reform movement of 1804 were faced with the arrival of
the British and the French at the end of the century. Lord Lugard’s forces
inflicted a measure of military defeat upon northern cities such that a com-
plex pattern of some resistance, some withdrawal and more accommodation
emerged in the establishment of British rule in Northern Nigeria. The deal
struck between Lugard and the leaders of the Hausa states involved confir-
mation, and often reinforcement, of the position of the chief in exchange for
allegiance to the crown through acceptance of direction from a local British
political officer, the Resident. One important component in this original
deal was the agreed exclusion from the North of Christian missionaries.
This was in contrast with the situation in Southern Nigeria where Christian
missionaries and their schools had been operating for a considerable period.
By the time that Nigerian independence was on the agenda in the years after
the Second World War, it had become clear to the small number of leaders
of the North who had experience of both Western education and Islamic
education that there was a great imbalance between the North and the
South in terms of Western education. While Islamic education remained a
moral and religious imperative for the North, it was clear that the reins of
political and economic power in independent Nigeria would lie in the hands
of those with Western education. Fear of domination by the South was a
major political factor in the late 1940s and 1950s. The political leadership
of the North at that time lay in the hands of Ahmadu Bello, the Sardauna of
Sokoto, who saw clearly the need to raise his own political cohorts. Political
consolidation of the North, which contained many different ethnic and
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interest groups, was a priority for him, along with organising a political élite
for Nigeria as a whole. He had the overwhelming support of Northern tradi-
tional rulers, and Hausa-isation was one of the planks of his policy at the
margins. In the main, regions of Nigeria in those years voted en bloc; the
population of the North was assessed as being larger than the combined
West, dominated by the Yoruba under Chief Awolowo, and East, under the
leadership of Chief Nnamdi Azikiwe. Political control of Nigeria, after inde-
pendence in 1960, was in the hands of Ahmadu Bello’s Northern People’s
Congress (NPC). Some six years later, the Sardauna and the prime minister,
Abubakar Tafawa Balewa, were killed in the first military coup and so began
a series of military administrations of Nigeria until the re-emergence of a
civilian administration, under Shehu Shagari, in 1979. The tensions be-
tween the regions boiled up into the secession of the East, as Biafra, in 1967.
The ensuing civil war ended in defeat for Biafra and its reincorporation into
Nigeria in 1970. In seeking to defuse the tensions between the three major
regions, the federal government, under Yakubu Gowon, sought to split the
regions into smaller states, a process which was repeated a number of times
over the years, going from 12 original states to some 30 states at present.’
The prospects for Biafran secession had been predicated to a large extent
upon the presence of major oil reserves in the east.

With the major rise in world oil prices in 1973, Nigeria began a decade of
unparalleled expansion. Huge amounts of hard currency oil revenues were
accruing daily to the central government coffers. Bureaucracies at national,
state and local level burgeoned and money was easily to be made through
government contracts. Major expansion in infrastructure was accompanied
by high salary increases, accelerated promotion for many and the bulk ap-
pearance of consumer goods such as radios, televisions, motor bikes and
cars. Petrol was cheap and the urban well-to-do watched the meteoric rise of
a class of super-rich. The boom was followed in the mid-1980s by a crash
and the bleak austerity of a structural adjustment programme. The fall in the
value of the naira produced expensive and scarce imported goods and spare
parts, depreciating salaries, and rising unemployment. The civilian regime
of Shehu Shagari was overthrown by the military in 1983 and a proposed
return to civilian rule was thwarted by the military once more.

For the Hausa-speaking northern states, the years since independence
have seen many changes. In politics, the hegemony in the North of the NpC
and its direct successor in the 1979 elections, the National Party of Nigeria
(NPN) was dented by the electoral strength of the northern opposition under
its leader, Aminu Kano. Populist anti-establishment tendencies in the North
had had little electoral success in the 1950s with the Northern Elements
Progressive Union (NEPU); but its successor, the People’s Redemption Party
(prp) still under Aminu Kano, took control of the governorship and state
legislature of the most populous northern state, Kano, in 1979, as well as the
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governorship of Kaduna State. The very fact that in 1979 the NPN clearly no
longer entirely controlled the North, although it put together a sufficiently
widespread alliance of conservative forces across Nigeria to take control of
the Federation, meant that radical political voices (see, for example, Furniss
1990) and a variety of factions and alliances could emerge within what had
hitherto been a solid northern bloc.

The post-independence period also saw the erosion of the direct power of
traditional rulers. Control of the police, the prisons, taxation and a variety of
other dimensions of local power were transferred to central state authority.
Military governors became the local controlling agents with their own state
bureaucracies. Traditional rulers performed ceremonial functions while act-
ing as occasional spokespersons for their communities; their information
networks remained unrivalled until recently, and their patronage was still
sought in a variety of social and political initiatives. In more recent years, the
state, through employing bureaucrats to head local authorities, has made its
presence felt down to village level through agricultural and other develop-
ment programmes. The sidelining of traditional rulers has also been part of
a process whereby a generational shift has transferred power and influence
to much younger men. In the last twenty years, time and again a newly
appointed local-government officer in his twenties or thirties has come to
have control over groups of much older traditional officials. The rise of the
young has been a direct consequence of the promotion in the 1970s of
Universal Primary Education. The imbalance, referred to earlier, between
the north and the south in terms of the number of people with Western
education continues to bedevil the relationship between them. Never-
theless, the growth in the numbers of northern school leavers, college gradu-
ates, trained people of various kinds, has produced both a great demand for
salaried employment and a pool of relatively young people who were able to
move, particularly in the boom years, into positions of great power and
influence. This has meant that alongside the more traditional patterns of
status and rank there are now complex sets of interlocking criteria by which
sometimes conflicting statuses can be ascribed and utilised; money, military
rank, bureaucratic position, religious affiliation and status, educational
attainment and ‘classmate’ status, all overlap with social class or genealogy.
Twentieth-century northern Nigeria is now a society in which old social
distinctions are overlaid with new social formations — an urban working class
(Lubeck 1986), a large bureaucracy of salaried government employees, a
commercial class, alliances between military, civilian and traditional élites,
and a complex national economy where oil revenues have become the key
driving force® — and it is a world in which the position of women is under
continuing debate.”

The boom years also saw a move into the cities by young people seeking
fame and fortune. Government initiatives have, from time to time, tried to
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return people to the villages. Long before the boom years, a common
pattern in the cycle of rural activity was to move from work in the fields
during the rains and harvest (May to October) to dry-season trading or other
craft occupation in the remainder of the year, often involving temporary
migration to town. A number of agricultural development projects sought to
expand on irrigated farming to allow all-year production. In the 1970s,
Operation Feed the Nation sought to expand local food production
sufficiently to reduce food imports. While many young people may have
been encouraged to remain on the land and, in the face of the recent
recession, may have decided so to do, nevertheless, the cities of the northern
states have grown dramatically in the last two decades. The 1991 census put
the population figure of Nigeria at 88 million with some 40 million in north-
ern states.

LANGUAGE, CULTURE AND IDENTITY

To a degree unusual in societies where one or two languages predominate,
many ordinary citizens in Nigeria are multilingual and operate with a
number of languages on a daily basis. With some 400 languages spoken in
Nigeria, Hausa as a lingua franca, particularly in the north of Nigeria, brings
together people from many different language backgrounds. Switching
languages and cultural styles is a commonplace for many Nigerians. In such
circumstances any individual may have a portfolio of fragments of identity
that they may deploy according to the demands of the moment — Nigerian
English, Fela and suit in the morning; Hausa, Shata and babbar riga ‘long
gown’ in the afternoon; and Igala, drums and wrapper at night. Cosmo-
politan culture is increasingly the order of the day in the cities and towns of
Nigeria. In this environment ‘being Hausa’ is not necessarily a fixed
attribute: identity is by no means convergent with language, for example.
Simply to say that someone speaks the Hausa language is to say as little
about identity as saying that someone speaks English or Serbo-Croat.
Determining whether you are Serb or Croat depends not on the language
you use, because it is the same language, but on what you say in Serbo-Croat
and which heroic epics you subscribe to, and your life may depend upon it.
Being Hausa is, in addition to a myriad other social factors, a question of
what you hear, know and understand of parts of ‘Hausa culture’ and what
you yourself contribute. In this book I try to indicate some of the parts of the
cultural jigsaw map expressed through the Hausa language, upon which
people orient themselves to differing degrees in making themselves more or
less ‘Hausa’.® It may be a jigsaw that does not fit together: some parts mesh
with others, some do not; different people and groups see different parts,
and certainly different people discern different pictures from the half-
completed images. Nevertheless, it is manifestly the case that many different
people are concerned to put such a jigsaw map together. An effect of the
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cultural nationalism of the 1970s, spearheaded by academics in northern
Nigerian universities, was to rehabilitate some marginalised pieces, tradi-
tional tales, and pull them back into the cultural mainstream, represented by
the curriculum of northern schools, as we shall see in Chapter 3. Many
textbooks have been produced in English and in Hausa in Nigeria which
spell out the components that go towards making up ‘Hausa culture’, every-
thing from religious verse to traditional handicrafts (for example Dangambo
1984b; Madauci, Isa & Daura 1968; M. B. Umar 1978; 1. Y. Yahaya et al.
1992).

Culture in this sense, then, is not a given entity, but a resource that is
being constantly re-worked, both by jigsaw-makers and by jigsaw-doers. As
tradition is reinvented so culture is also reconstructed.’ An approach that
takes as its focus the constant construction of both oral and written literature
within culture necessarily considers the ‘text’ as a component within a
variety of processes, one of which is the marking-off of particular pieces of
communication as special, focused expressions that have a specific purpose.
This process is fundamentally political and ideological: the agency of
individual voices — regardless of whether the text is presumed to be original
or a handed-down text of supposedly communal origin — relates to what is
being said with what purpose by whom to whom and why. To consider these
questions is not simply to describe the physical circumstances of perform-
ance. It is to examine the relationships between the content of the text, the
exigencies of its form, the agency of its aesthetic and expressive dimensions
and the politics of the debate in which it is situated. Each chapter
approaches these issues somewhat differently depending upon the nature of
the material under discussion.



THE ARCHITECTURE OF LITERATURE
AND THE INTERPLAY OF VOICES

The Introduction has placed an emphasis upon the relations between
parallel domains of discourse and the communicative acts involved in the
production of literature. At first sight, it would appear that the chapter that
follows, on prose-writing, is perhaps furthest away from this immediate
communicative-event focus. Nevertheless, as a literary form created ab nitio
in the 1930s, imaginative prose-writing was cast in a particular mould that
held sway for some forty years: the structure of stories was repeated, and the
characters and their interactions were of a particular kind. At the same time,
the early novels work with the stuff of popular discourse, the stereotype
characters, styles of language, and recurrent interactions that come from a
wide variety of sources: ‘traditional’ narratives, historical and religious
traditions, as well as recognised rhetorical forms. It was only in the late
1970s that the nature of the novel form and the thrust of character inter-
action and description changed. But in the make-up of the original set of
novels there were two very different voices represented: the laughing, whim-
sical, satirical voice of popular humour; and the serious, didactic, moral
representation of upright, honourable behaviour. These counterpoint voices
recur again and again across many different genre boundaries and on a wide
variety of subjects.

Later chapters, such as Chapter 7 on ‘tied’ singers, set individual singers
and groups at the centre of the discussion, looking at the nature of the utter-
ance in the communicative context. The cardinal characteristic of such sing-
ers is that, in their capacity as ‘tied’ singers, they are acting within the con-
straints of patron—client relationships. Their words are currency in an ex-
change that involves recompense by the patron. But in looking at famous
‘tied’ singers it becomes clear that some of them have moved up-market
from patron to patron, and some have worn different hats in different cir-
cumstances, acting as established singer for a particular emir in one context
and as singer for other temporary patrons in others. The negotiation of such
relationships will carry with it the deployment of differing types of
information and the adoption of differing styles of language. Yet, through-
out, an underlying body of skills in the use of language is infinitely adaptable
to the demands of particular circumstances. Moreover, a fundamental
characteristic of such clientage relationships, is that the currency will be the
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two-sided coinage of praise and vilification. The power of speech, and the
politics of speech, in such circumstances relate to the latent ability to move
backwards and forwards across that boundary between praise and vilifica-
tion. The creativity of the artist in such circumstances lies as much with
manipulation of these two categories in context as in the ‘text’ itself of the
language deployed.

POPULAR AND SPECIALISED CULTURE, INCORPORATIVE
AND EXCLUSIVE TENDENCIES

It would be tempting to see, in the courtly praise-song of these famous
praise-singers, a manifestation of a class-defined ‘high art’ as opposed to the
‘popular art’ of the talakawa ‘ordinary people’. However, there are complex
issues here, and such a bipartite division may not necessarily help us in
capturing some of the key relationships between cultural forms. In terms of
performance skills and artistic techniques there is little to separate the praise
of emirs from the praise of farmers or of hunters. There is occasionally
apparent, in the content of courtly praise, information relating to
genealogies, and other esoterica, which may be less comprehensible to the
ordinary listener; however, the content of hunters’ or wrestlers’ praise-song
may be equally esoteric, if not more so. Clearly, the degree to which the
content of a form is intended to be special, separate, esoteric and perhaps
secret will reduce its potential to constitute an inclusive, incorporative form
which is available to people of many different backgrounds and classes. This
characteristic, its degree of esotericism, may be a ‘defining’ feature of a
genre or indeed may constitute simply one pole on a continuum of styles
within a genre. (Within written poetry, for example, one well-known poet,
Mudi Sipikin, is acknowledged to be clear and straightforward in his use of
language, while Akilu Aliyu is known for his use of unusual, specialised and
older vocabulary; these characteristics are then part of the critical debate
about the aesthetics of poetry that goes on in Hausa.) Courtly praise-song,
then, may deploy esoterica that are fully understood only within the orbit of
the local aristocracy and, furthermore, the values being promoted in such
song may be institutional values primarily attached to the office rather than
to the individual, such as power, authority, lineage, prosperity, tradition and
influence (M. G. Smith 1957). Nevertheless such praise-song is not a
private pastime simply to amuse the courtiers. It is directly intended to com-
municate such values to the population at large every time the emir makes a
public appearance. It marks the patron off as being different, the communi-
cative context is one in which an audience is being told how different they are
from the emir. Not only are they being told about it, the very act of singing
makes them publicly different from the emir.

The same internal tension within a genre between the expression of
esoteric and technical/specialised knowledge and the desire to communicate
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with people who do not already have that knowledge is to be seen in the field
of poetry-writing. On the one hand there are many poems written which
discuss and present religious ideas of considerable complexity with which
the average person is perhaps unfamiliar. These ideas are often the subject of
long years of teaching within the Koranic system of education, and the pro-
ducers of such poetry are members of the cleric class, the malamai, who can
debate theological issues at length among themselves. Poetry about tauhidi
‘theology’, figh ‘law’, nujum ‘astrology’, may represent a form of debate
within the nearest thing to a hermetically sealed social environment. Never-
theless, ever since the Jihad (lit.) ‘struggle’ of Shehu Usman dan Fodio at the
beginning of the nineteenth century, one of the prime functions of religious
poetry-writing has been to battle for the hearts and minds of ordinary Hausa
people, as discussed in Chapter 8. From that time it was necessary to write
in such a form of Hausa that the strong messages of reform and renewal were
not drowned in a sea of incomprehension. As we shall see as this book
progresses, that didactic thrust has formed a dominant characteristic of
expressive culture across a number of literary genres. This purposive thrust
may be more apparent in some genres than others. Nevertheless, it is clearly
apparent that in poetry, as in song, theatre and much prose-writing, there is
often a message to be put over; and that didacticism has been, in some
senses, a stamp of ‘public culture’. It is only in recent years that the private
musings of individuals, the love poetry and the pulp novel have begun to
make an appearance on the public stage.

If courtly praise-song and religious verse veer toward the specialised,
exclusive end of the cultural spectrum (and they are, to some extent, voices
that speak for the aristocracy and the cleric class respectively), then there are
other forms which sit clearly at the other end, the popular, incorporative,
eclectic end. Freelance song, market-place burlesque, other market-place
entertainment by such as ’yan gambara ‘rap artists’, operate as commentary
upon the daily life of ordinary people, occasionally providing a satirical
counter-voice to the discourse of the clerics or the court, but for the most
part painting pictures of events, types of people, actions that typify everyday
northern Nigerian life. Some performers define themselves in relation to the
concerns of the didactic culture to which I have already referred. The singer
Dan Maraya Jos, for example, a very popular solo performer who appears
regularly on Tv and radio, has a strongly didactic streak in his singing, but his
concerns are distinctive: he sings of the lot of manual labourers, of the
ordinary man, of the rich and the poor. Other performers, such as the
burlesque artist, Malam Ashana, consciously satirise other singers and
recognisable rhetorical styles of public discourse.

It would be an oversimplification to identify too closely non-esoteric,
non-specialised culture with the culture of ‘ordinary people’. The songs,
litanies and music associated with the spirit-possession cult, bori, are very
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much part of a widespread popular culture, yet deal with esoteric informa-
tion which is fully comprehended only by initiates, although many people
will have some familiarity with the names and characteristics of some of the
major spirits. At the same time, bori, and all that is associated with it, is one
of the prime ideological targets of the didacticism of Islamic religious poetry.

Another factor which enters into this discussion of specialised versus
popular culture and which, to a great extent, determines the degree to which
a particular form, or a particular performer, gains wide currency, is the rela-
tionship between the cultural product and the media through which it is
transmitted.

COMMUNICATION MEDIA AND THE DEVELOPMENT
OF ARTISTIC FORMS

Long gone are the days when the only way of seeing and hearing a verbal art
performance was by being physically present as the story was told, the song
was sung, or the play enacted. It is commonly held among a number of
academics and commentators in Nigeria that performances of some ‘tradi-
tional’ literature (and part of the programme of some cultural commentators
is to identify and revalue al’adun gargajiya ‘traditional customs’) have all but
ceased under the deleterious effects of radio, television and ‘modern
culture’. One effect of this view has been the establishment of state- and
federal-level bureaux/ministries of arts and cultures, which have seen it as
their function to protect and enhance ‘culture’. To some extent the effect
has been to allow some security and freedom to particular artists who have
been able to write and perform poetry, sing their songs, or whatever, with
remuneration being provided by these organisations. In some cases, it has
had the effect of simply transferring the clientage relation from previous
‘customers’ to the state with all the consequent effects upon content and
performance occasion. State co-option of art forms is, however, nothing
new. It has a long and illustrious history going back at least to the early
nineteenth century. One consequence of the ‘cultural revival’ movement,
whether through state organisations or elsewhere, has been to ‘fix’ a notion
of ‘tradition’ and this is most evident in the formation of dance troupes,
often labelled as representing particular ethnic groups, that are bussed from
one state event to another to put on repeated disembodied performances.
Nevertheless, the very fact that there has been a movement to revalue what-
ever is seen to constitute ‘traditional’ culture has meant that opportunities
and sponsorship have been offered to artists of many different kinds. Three
generations of novels, in 1933, 1979 and 1982, were the product of organ-
ised creative-writing competitions. State festivals of arts and culture have
been fora in which a wide variety of artists have been able to perform before
large audiences. And most important of all, the radio and Tv stations have
taken with alacrity to the broadcasting of performances by singers and poets
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in addition to the sponsorship of their own Tv drama shows. While Tv has
remained primarily an urban phenomenon until very recently, radio has
been ubiquitous in city, town and village for at least thirty years. Regardless
of whether we are concerned with oral song or written poetry, the dominant
medium for their transmission is oral and visual — poetry is written to be
recited (the key focus for a group of poets writing in the mid-1970s was their
access to radio once a week for the recitation of their poems); some of the
early prose texts from the 1930s have now resurfaced as frames for Tv series
and adaptations.

In similar fashion, the picture of what constitutes written poetry and
imaginative prose-writing in Hausa is intimately bound up with the history
of the development of written media. In the nineteenth century, poetry
circulated within the cleric class, a ‘restricted literacy’ (Goody 1968), in the
form of Arabic script (Hausa ajamzi)! manuscripts that were copied by hand
and then passed on. Annotation and adaptation were part of that process.
With the introduction of printing presses in the colonial period there was the
possibility of setting poetry and producing editions by the hundred or
thousand. However, the first presses functioned primarily in roman script to
produce government publications of one kind or another. A printing press
established in Kano was able to set the standard Arabic script, and the early
Northern Provinces Newssheet was produced in roman and in Arabic script,
but most gjami poetry was written in the Maghribi script, quite different
from the standard typeset form. Nevertheless, handwritten manuscripts still
circulated in the colonial period with the occasional printing undertaken
privately in the Middle East or Egypt. As far as poetry was concerned, the
key technological development came in the early 1960s with the intro-
duction of offset printing both into government presses and into commercial
presses in the Sabon Gari quarters ‘new town/strangers’ quarters’ of north-
ern cities. Offset printing meant that no special skills in setting type in Arabic
script were required. Any original manuscript in any script style could be
photographically copied and any number of copies reproduced, so long as
the printer could read the order of the page numbers and knew which way
up the pages were. This technological development produced a great in-
crease in the availability of religious and other poetry which was privately
printed with money provided by either the author or a patron. Networks for
the distribution of such material existed through the book-traders in major
markets and, in the case of sect literature, through the sect organisation
itself. Established publishing houses have rarely realised the potential of
such small-scale distribution activities, preferring in the main to deal with
the very few Western-style bookshops that are familiar with the accounting
and bureaucratic conventions operated by such publishers. Nevertheless, a
glance at the books for sale in market stalls will always produce the odd
second-hand copy of a ‘published’ work either of prose or poetry that has
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crossed the boundary between the two worlds. The problems of distribution
for Western-style publishers are not new. Skinner (1970b) outlined the
problems faced by NorLA (Northern Region Literature Agency) in the late
1950s, when a large staff with a fleet of landrovers was distributing material
to all corners of the Region: material that was often priced below cost in
order to encourage sales. As Skinner indicates in his review of the history of
NORLA, the commercial potential of publishing for people literate in Arabic
script was considerable, and NORLA started to take advantage of it before the
scale of the losses being incurred brought its eventual closure in 1959. Reli-
able and creditworthy distribution networks were at that time particularly
problematic.

The major publishing houses, among them Longman, HudaHuda,
Evans, Oxford and most particularly the Northern Nigerian Publishing
Company (NNprc), with their formal distribution networks through book-
shops, have been hit by the recession in Nigeria and have consequently cut
back drastically on publishing in Hausa at least. The NNPC has a unique
position in northern Nigeria as the inheritor of the booklist of what was, for
many years, the sole Hausa-language publisher in Nigeria. The first novels
and roman-script poetry were published in the 1930s and 1940s by the
government-owned Literature Bureau. The first Hausa language news-
paper, Gaskiya Ta Fi Kwabo “Truth is Worth More than a Penny’ was
founded under its auspices in 1939, and much poetry first saw the light of
day in its columns under the editorship of Abubakar Imam. This agency
later became the Gaskiya Corporation, which was intended by its founder,
Rupert East, to be a literature-producing co-operative on a large site,
practically a village, in Zaria. In the 1950s, the publishing side of the Gaskiya
Corporation, by that time known as NOrLa, produced a large amount of
Hausa poetry and material in other northern Nigerian languages. Publish-
ing, and the growing backlist of Hausa publications, reverted to the Gaskiya
Corporation until after the closure of NorLA in the 1960s, publishing again
devolved to another company (NNPC), a partnership between Nigeria and
Macmillan. It was only in the 1970s and early 1980s, with the oil boom in
Nigeria, that other publishers entered the field in earnest hoping to take
advantage of the boom in literacy which would take place as a consequence
of the federal government’s introduction of Universal Primary Education in
1979. With the fall in the value of the naira during the recession since the
mid-1980s, most of these publishers have pulled back drastically and many
manuscripts, the product of the growth years, lie gathering dust on editors’
shelves. So the enterprising have reverted to private publication if they can
afford it. Down the years it has been the editorial policies, the sense of pur-
pose, and the commercial circumstances of the Gaskiya Corporation that
have had the major influence on the picture of what has come to constitute
Hausa written literature. It was Rupert East’s view, expressed in the terms of
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his day, that it was important to produce indigenous creative writing in
Northern Nigeria, which saw the production of the first novels:

there is a moderate, and rapidly growing number of literates in the
vernacular, particularly Hausa, written in roman script. But until
recently there has been no literature, and very little ‘reading matter’,
for them to make use of their ability when they have got it. We have
taught them to ride, but have given them no horses. (East 1936a: 351).

Abubakar Imam’s view of the social usefulness of poetry influenced his
selection of poems to publish in the newspaper (Furniss 1977: Ch. 2). Skin-
ner describes the influence of the government-inspired adult-literacy cam-
paign that lay behind the founding and direction of NorLA (Skinner 1970b).
Husaini Hayatu sets out the commercial and political difficulties that have
recently impacted on book production at the NNpc (Hayatu 1991: 184-90).

SPEAKING AND WRITING, PROPOSING AND ANSWERING

Oral and written literature have sometimes been seen to be two separate
categories of material. In this book, the emphasis is not upon the oral and
the written as categories but as communicative media having their own
particularities and processes. Different genres may have a variety of different
ways in which they are expressed and communicated. Written poetry, for
example, has characteristics relating to the processes of composition, reten-
tion, reformulation and transmission which are directly related to the fact
that such processes are carried out, or can be carried out, in writing.? At the
same time, such poetry is often recited in particular circumstances to
particular audiences with particular intentions. The rhetoric of the oral
performance of such poetry may or may not be related to the apparent
patterns inhering in the ‘text’. In contrast, oral performances which do not
relate to any pre-existing ‘fixed’ text will raise many further issues about the
processes of composition, memory, creativity in performance, illocutionary
force, and the aesthetic and other reactions of the audience.

While orality and writing raise their own sets of questions about process
and product,? it is also clear that many Hausa performers and commentators
consider that the difference between certain categories, for example, song
and poetry, is predicated upon this division into oral and written. Poets
describe what they do as being different from what singers do according to a
number of criteria, and this distinction is one of them (Muhammad 1979).
And in so doing they draw attention to the processes of borrowing, adapta-
tion and reworking that go on across that particular divide at many levels, in
content, in style and in form. (Schuh (1994), for example, has pursued the
metrical borrowings that have taken place between song and poetry.) Never-
theless, even if I am not deploying the terms ‘oral’ and ‘written’ with any
confidence as terms for categories of material, it is clear that genre definition
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in Hausa, by commentators, students and academics, more often than not
starts with a primary classification into adabin baka ‘oral literature’ and
rubutaccen adabi ‘written literature’; a neat shorthand for a descriptive classi-
fication but which obscures issues of process.

One characteristic of orality pertinent to much of the Hausa literature
discussed in this book is the fact that so often the event, the performance, is
directly involved both in making propositions and in answering other people.
Not only is there necessarily an audience present, whose external reactions
can, to some extent, be described, but the very nature of the text, and the
rhetoric that accompanies it, is clearly directed. Rarely is there a text which
appears simply to be a narrative or a reflective expression seemingly uncon-
scious of its listener. Time and again, the text and its performer are clearly
involved in a purposive relationship of advocacy or ideological engagement.
Religious didacticism, praise, vilification, social comment, propaganda,
satire — all these are the stuff of Hausa literature and stake out a claim in an
ongoing dialogue about society. Oral performance is the most apparent con-
text in which to see this process in action, but it is also to be seen in written
literature, and in all the media both oral and written. In this sense, then,
creating a feeling of what is going on, and what should be going on, in Hausa
society is an intensely political process in which singers, poets, writers and
performers are creating an image for other people to recognise, relate to and
adopt. Whichever way those other people react, it is the power of symbolic
creativity in the words of the artist, be they poets or politicians, which stands
at the core of social knowledge.

PERCEPTIONS OF GENRE

In the earlier part of this chapter I use the terms, ‘song’, ‘poetry’ and ‘narra-
tive’ without any discussion of what it is I am referring to in Hausa and the
distinctions that are recognised in the Hausa language. While this book is
organised around these genre distinctions, the purpose behind the use of
such genre distinctions perhaps needs some comment. First, genres consti-
tute bundles of features relating to a wide variety of criteria, deployed differ-
ently according to the genre under discussion — aspects of form, immediate
circumstances and style of performance, social context of creation and per-
formance, status of performer, nature of content and illocutionary intent,
among others. A prime concern of a number of commentators in Nigeria has
been to define and group genres as they have sought to enumerate those
things that go to make up ‘traditional’ culture (see above, p. 7). Genre
theory has been a subject of discussion for many years, but the characteristic
I wish to single out here is the idea of genres not as categories of cultural
‘object’ but as sets of ‘appropriateness conditions’ for certain kinds of mes-
sages. In other words, if you wish to say a certain kind of thing, there are
certain ways in which you can say it more appropriately than others. To
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praise yourself in Hausa there are certain rhetorical techniques available to
you in the form of epithetic speech (kirari) which has its own conventions
about form and content. You can dip into that cultural pot, and borrow, or
make your own, or even satirically subvert, but that resource has a name and
set of circumstances in which it is usually and typically, and therefore
recognisably, deployed. In the context of the ensuing discussion it is the fact
that, for example, poetry has certain expectations attaching to it allowing
didacticism as a dominant tone that assigns cultural legitimacy to any voice
that teaches and preaches certain kinds of messages if that voice is using the
genre known here as ‘poetry’.

A simple list of the genres of Hausa literature, as I am admittedly about to
provide, obscures an important characteristic of the dynamic relationships
between such forms. Not only are genres defined by their practitioners in
relation to one another (‘we do this and they do that’), the practitioners
operate complex networks of borrowing, countering and redefinition which
means that the genre is never an entirely fixed set of features even if the label
appears to stay the same. Furthermore, any listing obscures the fact that
some genres constitute the building blocks of others and may appear as
performed events in their own right in one context and then, in another
context, appear as constitutive elements in another genre. Some are inclu-
sive overall terms for a type of discourse, others are strictly specific and
exclusive. Epithets may be strictly specific to the self-praise performances of
wrestlers in one context, and be merely a passing device in a novel where a
character nods in the direction of that ‘other’ language code external to the
narrative.

Similarly, the relation between genres may involve the satirical subver-
sion of a dominant form by another. Burlesque performers play with the
recognised features of certain speech styles, undermining the seamless join
between appropriate form and expected content, substituting inappropriate
content and thereby highlighting the form which no longer has the gravity
which it originally possessed when it was hidden away as the unnoticed
vehicle of its usual content.

With these caveats I set out the Hausa terminology for the major genres of
literature. A number of prose forms are usually distinguished — among prose
narratives labari and ratsuniya contrast as ‘presumed real’ and ‘fictive’
respectively. While the term ratsuniya is predominantly therefore ‘traditional
tale’, it is sometimes also used to denote a conundrum or riddle, more often
referred to by ka cinci ka cinci ‘pick-up-pick-up’ which acts both as name
conveying the interactive nature of the genre and as introductory formula.
Tatsuniyoy: (pl.) ‘tales’ refers to animal/trickster tales, to narratives of
‘human to human’ interaction, and of ‘human to supernatural being’ inter-
action. Within short-form verbal art, karin magana distinguishes ‘proverbs/
sayings’. (The Hausa term implies ‘folded speech’ thereby ‘allusive diction’,
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which requires, on the part of the listener, interpretation of imagery or sec-
ondary reference.) A functional distinction among short-form expressions
identifies kirari as ‘epithet’, often used in praise, and habaici as ‘innuendo’
depending upon the presumed intent of the speaker. Rhythmic or non-prose
language is generally represented by the term waka which, in common par-
lance, is a single term covering both instrumentally accompanied, solo or
‘lead and chorus’, oral song and also another genre: written poetry intoned
without accompaniment. Muhammad (1979) has set out the distinctions,
terming them waka I and waka II respectively. In drawing the distinction in
normal Hausa parlance they would be distinguished as wakar baka ‘oral
waka’ and rubutacciyar waka ‘written waka’.

There is a further range of labels for creators of such genres and for other
performers. Mai tatsuniya simply implies ‘story-teller’, but the term maroki
‘one who begs’ for ‘singer’, implies specifically a praise-singer in search of
reward for his services; mawaki ‘one who sings’ on the other hand could be
applied to a singer or a poet. There are further terms for public entertainers
of various kinds, ’yan kama ‘burlesque players’, ’yan gambara ‘rap artists’,
and a wide variety of types of musician (see Ames 1973b), including those
musicians and performers associated with the spirit-possession cult, bori. A
forthcoming book in Hausa by Abdulkadir Dangambo (1996) will, I under-
stand, examine a range of Hausa genres covering prose, poetry and drama.

LITERATURE AND THE NATURE OF HAUSA SOCIETY

In the Introduction, modern Nigeria is presented as a fast urbanising world
of cosmopolitan cities and towns. Such cities are surrounded by a rural
hinterland that is, in places like areas of Bauchi State, as cosmopolitan as any
city, with a patchwork of different languages spoken in small areas in close
proximity the one to the other. Even the relatively homogenous Hausa
heartland rural areas are by no means undifferentiated. M. G. Smith (1978:
30-4), for example, writing about the Daura emirate in 1952, describes, in
addition to Hausa and Fulani populations (some of the latter being nomadic
cattle herders, others being settled town dwellers), villages that were pre-
dominantly Kanuri, descended from immigrants from Zinder which had
been a vassal state under Borno; villages that were Buzaye, serfs of Tuaregs
from Asben who had been settled on agricultural land by agreement
between the Tuaregs and the Daura aristocracy; and villages, or rather
scattered settlements, that were populated by Maguzawa, non-Muslim
Hausa speakers pursuing their own way of life. And among the general
population some groups had emigrated to settle in Gumel and Kano, while
other villages were populated by descendants of slaves who, in the nine-
teenth century, were involved in agricultural work for their absentee owners.
(Lovejoy 1978).

Nigeria of the last thirty years has seen myriad local distinctions overlaid
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with a variety of national cultures, of which Hausa is only one. Nevertheless,
the national media, through their local radio and TV stations, have created
of people like Mamman Shata and Dan Maraya Jos, figures who have, at the
least, a regional presence in the states of the old North, and, to some extent,
a national presence. This creation of a ‘cultura franca’ has gone on, not in
place of local cultures, but in addition, as an extra Hausa-based element of
northern identity. As I have intimated above, this complex cultural world,
cosmopolitan and eclectic, has within it people who are looking to reconsti-
tute and define what was, at some supposedly earlier period, a ‘traditional’
Hausa culture and society. This is manifested in moves towards insistence
on supposedly truly Hausa terms in place of borrowings, particularly from
English and to ‘strengthen traditional culture’. One small manifestation of
this mood, commented upon by S. B. Ahmad (1986: 109-10) was to be seen
in the way in which a radio presenter, who had solicited ‘traditional tales’
from his audience, would then edit out any reference to any marks of
modernity, such as radios, schoolrooms, cars, and so on, thereby ensuring
that the world of the traditional tale remained firmly grounded in a semi-
mythical, pre-modern view of society where there were emirs, malams,
villagers, pagans, country bumpkins, courts, markets and walled cities, but
little of the twentieth century.

The pre-modern world, an image of which is being captured in the
‘invention of tradition’ to which I have referred, consisted of city states in
which hierarchical principles of organisation underlay both an urban society
and a rural world.” Hiskett summarised the nineteenth-century organisation
of Hausa society as follows:

Apart from the ulama’ and the wealthy merchants (Hausa artajiraz)
there were four main classes in Hausaland c. 1214/1800 and no doubt
they had been much the same for several centuries. They were: the
sarakuna, ‘chiefs’, and fadawa, ‘courtiers’, who together made up the
ruling class; the ’yan birni, the town and city population, both slave
and free; the people of the countryside comprising free peasants and
both the slaves of the rumada (sing. runji/ringi), ‘slave-villages’, and the
agricultural slaves who worked the gandaye (sing. gandu), ‘farms’,
ranging from large holdings owned by the sarakuna, fadawa and rich
merchants, to the small-holdings of individual freemen and freed
slaves. Finally, there were the nomads, the people of the rugage (sing.
rugga), the Fulani cattle-encampments. (Hiskett 1984a: 97).

The broad characterisation of earlier Hausa society into sarakuna ‘an aris-
tocracy’ and talakawa ‘commoners’ itself encompasses great complexity in
social status and position. The position of slaves, for example, varied greatly.
There were trusted slaves of the emir, men of responsibility and power, who
could themselves own slaves, and who could amass considerable wealth;
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some were cucanawa ‘persons born into slavery’ rather than slaves acquired
through purchase or raiding. Bayin gida were domestic slaves in well-to-do
households. In addition to slaves living in urban environments with their
owners, the rural world saw a variety of slave positions. We have already
referred to rumada ‘slave villages’ producing agricultural goods for their
absentee urban landlords; small-scale, free peasants would also often have a
few slaves who worked their land alongside them.®

Within urban environments, and to some extent in rural areas, the craft
organisations — metalworking, tanning, dyeing and many others — were, as
we have seen, involved in the production and marketing of a wide variety of
commodities. The picture of this pre-modern world being formed in the
current notion of ‘tradition’ features such occupations, along with arche-
typal kin relations and classic aristocratic figures, and picks up on the cam-
eos provided by, for example, the ‘traditional tales’ so favoured by our radio
presenter. In these cameos, for example, in the stories recorded in Edgar’s
Litafi na Tatsuniyoyi na Hausa, moments of confrontation between stere-
otypes in this world are recorded and played out: “The chief and the wife of
his slave’, “The slippery trader and the boy’, “The malam [Islamic cleric] and
the bamaguje [non-Muslim Hausa)]’, “The head butcher and the leper’, ‘A
city man and a country man’, “The poor man and the buzu [Tuareg serf]’
(Skinner 1969). These stereotypes remain the currency of much contempo-
rary social comment in a wide variety of oral and written genres, and al-
though new directions are being taken in assessing and characterising the
modern world, there remains a sense of security and groundedness in the
knowledge that there once was a ‘Hausa’ world, and ‘Hausa’ values to rely
on. Much of the discussion in the chapters that follow traces different voices
and their contributions to the constitution of the expressive, literary, dimen-
sions of this entity, ‘Hausa culture’.
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IMAGINATIVE PROSE-WRITING

THE FIRST HAUSA NOVELS: ABUBAKAR IMAM AND
THE WRITING OF RUWAN BAGAJA

Between April and August 1934, Abubakar Imam, a 23-year-old teacher at
Katsina Middle School, was engaged in revising his manuscript entitled
Ruwan Bagaja “The Water of Cure’ for publication.! A year earlier, the first
creative-writing competition had been organised by Rupert East, super-
intendent of the Translation Bureau in Zaria, through the Education
Department of Northern Nigeria. The field was not huge. Most potential
writers, now junior teachers, were the product of one training college in
Katsina where East had taught history and geography. Revisions to Imam’s
manuscript had been suggested by Rupert East. On 30th April 1934, East
wrote comments to Mr Allen, then in charge of Katsina Middle School, to
be relayed to Abubakar Imam:

Many thanks for your note, and for sending back Malam Abubakar’s
manuscript. I sympathise with the author, and quite understand if he
feels a certain amount of resentment at having his book cut about so
much. At the same time I don’t see how we can publish it as it stands,
as he has taken many of his stories almost word for word out of other
books, and if we published these under his name it would set a bad
precedent. I made a special point of the work being original, when I
came round.

Apart from this the book is very well written, quite one of the best
that have been sent in, and it would be a great pity if the trouble he has
taken were wasted for the lack of the small extra labour required.
Actually all that is needed is for him to write five or six short stories out
of his own head to replace those which have to be cut out, and adjust
the connecting passages so that the narrative runs on continuously.
(Mora 1989: 23)

By August, East was writing to Abubakar Imam as follows:

Greetings and good wishes from Mr. East to Mallam Abubakar
Kagara. I wish to inform you that we have nearly finished editing your
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book. The stories you have sent have been included to replace those
removed earlier. However though the ending of the book appears
similar to stories from ‘A Thousand and One Nights,’ I have decided
to leave it without any cutting.

There is only one thing which I hope you will try and do; that is to
change page one which sounds like the beginning of ‘Sindbad the
Sailor!” This is in order to avoid reader’s disinterest if they should feel
they know the story already. What you should do is write a brief intro-
duction about the story teller up to the point where you wrote, ‘At that
stage the host cleared his voice and said, “First of all my name is Alhaji
Imam”.’

R. M. East
Superintendent of Education
i/c Translation Bureau
(translated from Hausa in Mora 1989: 24)

Early editions of the book lacked the later divisions into chapters and
employed section headings that broke the text up into sometimes as little as
half-page pieces. The exchanges between Imam and East reinforce the view
that the underlying framework for the book was a string of episodes with
‘connecting passages’.

RUWAN BAGAJA

Ruwan Bagaja “The Water of Cure’ is a story within a story.? The narrator,
the central character Alhaji Imam, tells his own life story to an audience that
has assembled to hear a visiting story-teller. From East’s letter it is clear that
the ‘story within a story’ frame was added to what previously had been sim-
ply an autobiographical narrative. Yet that later addition sets the tone for
features of the internal story. A competitive relationship between characters
is set up by Alhaji Imam’s claim that the story-teller hardly lives up to his
name, having asked for a break after talking for only one day, whereas Alhaji
insists that his own story, heavily abridged, might just squeeze into ten days.
Exaggeration, bluster and banter, so typical of much humour in Hausa, is
captured both in this response by Alhaji Imam and in an earlier moment
when the story-teller, having made a simple enquiry as to who lives in Alhaji
Imam’s house, is addressed by one of the household servants: ‘Is there any-
one in the whole wide world who does not know Alhaji Imam?’ While East
never, as far as I am aware, set out what it was about Imam’s writing that so
impressed him,? it must surely have been Imam’s ability to capture the wit
and humour of everyday banter in his writing that set him apart, to some
extent, from other writers, as well as his strong comic sense and ability to
characterise through action and dialogue.

The episodic pattern of the story develops through a quest narrative? in
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which our hero goes in search of ruwan bagaja ‘the water of cure’, moving
from youth to adulthood, and from home in Kwantagora to India and a
fantastical world of jinn and then back home again. That main section of
the book is encased in a double frame. First, at the beginning of the story
Alhaji Imam’s real father is murdered by a stepson, Sakimu, and towards
the end of the story Alhaji Imam avenges the murder by killing Sakimu.
Second, and following upon that frame, Alhaji vows to vindicate his
adoptive father, the mam, who has been humiliated at court by the king.
This entails his departure into the big wide world in search of the ‘water of
cure’; then the acquisition of ruwan bagaja provides the means to conclude
the narrative. The travels of Alhaji Imam form the core of the book, and it
is in this section that we see features that have since been echoed time and
again in Hausa prose-writing. A mix of realism and fantasy permeates the
book (Skinner 1971a). On the one hand, the book begins in Kwantagora
not far from Abubakar Imam’s birthplace, Kagara, in present-day Niger
State. The characters are recognisably stock figures in representations of
Hausa society, the imam, the sarki ‘chief’, malamai ‘Islamic clerics’, as well
as our hero and his mother. But by the end of the book our hero is encoun-
tering monsters, being assisted by jinn and flying through the air. The text
is also full of implausibilities and coincidental encounters (Pweddon 1977)
which add to the unrealistic, whimsical tone of much of the text.

The implausible coincidences often involve the repeated meeting and
parting of Alhaji Imam and his partner/competitor Zurke dan Muhamman.
As Don Quixote had his Sancho Panza, so Alhaji Imam has his Malam
Zurke, sometimes a travelling companion, sometimes a disguised
adversary.” Pweddon (1977) sees the adversarial relationship between
these two characters as part of a broader pattern of conflict in the book
between appearance and reality, man and the physical world, Islam and
‘unconventional beliefs’ (Pweddon 1977: 44) as well as internal conflict
within characters. The characters’ first encounter is typical: Alhaji has told
us of his complete inability as a child to master even the basics of Koranic
education. But on his travels he arrives in a town, Saburi, inhabited by the
uneducated. (Pweddon (1977: 5) situates this encounter between Islam
and non-Islamic communities in Abubakar Imam’s experience of the
relationship between Islam and the Kamuku pagans of the Kagara/
Kontagora region. Abubakar Imam’s own father had been a respected
malam from Sokoto who settled among the Kamuku.) Welcomed by the
townspeople he makes himself out to be a learned scholar from ‘the lands
of the Arabs’, although the phrase from the Koran muduhammatan: ‘with
dark green foliage’ (Pweddon 1977: 48 and fn. 41) is all that he knows.
Having spent six months teaching the inhabitants a variety of ways of
intoning the phrase, a new malam arrives in town who quickly recognises
him for a charlatan and a rogue. Determined to best him, the new malam,
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Zurke dan Muhamman, challenges Alhaji Imam to a public demonstration
of learning. The contest takes the form of mutual questioning upon points
of Islamic learning and law. Dismissing Zurke’s baskets of tomes, Alhaji
draws a crescent shape on the sand and demands an interpretation. Each
attempt to relate the sign to letters of the Arabic alphabet are met with
derision by Alhaji who, finally, when Zurke admits defeat, reveals the sign
to be the shape of the new moon. The assembled multitude of the ignorant
immediately recognise this answer as the ‘truth’ and acclaim our hero while
driving the ignominious Zurke out of town. Following each such encoun-
ter, Alhaji Imam accumulates goods and cash which he leaves with a local
patron for safe keeping and then moves on. Frequently, he gets the better
of Malam Zurke in one way or another, but confrontations occur with a
Lebanese merchant, an emir’s chief bodyguard, a woman in a market, a
Fulani traveller, a European. In repeated encounters Alhaji is involved with
the manipulation of appearance and reality (Pweddon 1977). Seemingly
honest, he gains the trust of the Lebanese merchant only to cheat him;
feigning madness before an emir he escapes punishment; by deceit he
performs wonders, thereby convincing another duped community that he
must be a saint. His duplicity does not always work to his advantage:
having been blinded, temporarily, he claims confidently to be able to see,
cantankerously upbraiding any who try to help him, with the result that he
steps off a boat into the middle of a lake when told by Malam Zurke that
they have arrived at the bank. Interspersed among these conceits and
deceits there are the briefest of funny stories: chased up a tree by a crazy
camel he shouts abuse at passing Fulani who, approaching in fury, distract
the camel into chasing them; feigning aggressive madness he dupes Malam
Zurke and his wife into conscientiously waving away flies from one of his
recently deposited turds.

These brief episodes, strung together to create one of the earliest exam-
ples of imaginative prose-writing, resonate with and pick up on other forms
of oral humour.® When Alhaji Imam is released from the madhouse, the text
makes reference to his being appointed the ‘king’s fool’, a courtly position of
entertainer, wit, licensed critic and go-between particularly associated with
the Zaria emirate (Kofoworola 1982). Within the repeated sequences of
pretence where Alhaji and Zurke insinuate themselves into serious social
occasions — the Friday prayers, the alkali’s ‘judge’s’ court, the emir’s court —
there are strong echoes of the behaviour of the ’yan kama, the traditional
burlesque entertainers (Furniss 1991b; Gidley 1967). It is the interactive
nature of the trickery between Alhaji and Zurke and others which most
directly evokes such performers. Pweddon indicates that the character
Malam Zurke was in fact based upon a market entertainer whom Abubakar
Imam knew from Katsina market:
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But Zurke was a certain funny man in Katsina market. We were young
(but) we would often like to see him wear rags going round the market
playing music, dancing. Well, he was the one called Zurke. He was not
referred to as Malam. It is I who called him Malam Zurke to make the
story balanced and interesting. In other words, I just took Harith and
Abu Zayd who were in Magamatr (The Assemblies translated by Thomas
Chenery; London 1867 and republished in 1969), two people each
trying to trick the other. (Pweddon 1977: 86-7)

Abubakar Imam, in his discussion with Pweddon, furnishes a neat example
of the way in which Imam drew both from his familiarity with Hausa oral
tradition and from literary sources such as the many books of Middle
Eastern and European tales and stories that were available to him through
Katsina College and through Rupert East.’

Resonances of the performances of popular entertainers are supple-
mented by echoes of recognised oral genres: the ‘funny story/joke’, such as
the one about the camel and the Fulani youths, is termed labarin raha ‘amus-
ing story’ (Katsina 1984). Katsina (1984) juxtaposes labarun raha , which
can be told at any time, with tazsuniyoyi ‘tales’ which he claims are tradition-
ally more restricted in performance. In his discussion, Ruwan Bagaja and
the later three volumes of Magana Fari Ce are termed labarun raha.

Within Ruwan Bagaja, our hero moves effortlessly from a ‘real’ world in
which people ride in boats across water to one in which our hero, on sinking
to the bottom of a lake, encounters water spirits with huge heads who cure
him of his blindness, shower him with gifts, and take him back to dry land.
Later, on seeing jinn open up the earth with secret words, he copies them, to
reveal an entrance into which he goes, discovering his arch-enemy Sakimu
who begs for mercy. Finding a convenient sword he dispatches Sakimu, only
to find, on rubbing the sword, a jinn to obey his every command. With the
aid of the king of the jinn, our hero finally finds the object of the quest, the
water of cure, and returns home miraculously by taking a water-borne
journey which brings him up in a well in Kano city. While in Ruwan Bagaja
there are clearly references to motifs from The Thousand and One Nights and
other works (although the parallels are more precise in Magana Fari Ce
where, for example, the Pied Piper of Hamelin story is rendered in a particu-
larly successful episode), the interaction between people and jinn or spirits is
particularly reminiscent of the tale tradition in Hausa where the logic of
character and motivation takes precedence over any pretence of verisimili-
tude. Tatsuniyoyi deploy stock human characters, animals and supernatural
beings in abundance, as we will see later in this chapter.

Finally, in October 1934, the book was ready and East wrote again:

We have finished your book at last, and sent it off to the printers. It
should be ready in about three months’ time. I am sorry that you have
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had such a lot of work to do on it, but I am sure it was worth the
trouble. Now that parts of it have been re-written it is quite one of the
best which have been sent in.

I have sent a voucher for £1 (One pound sterling) to the Provincial
Superintendent of Education by this mail, which is your share of the
prize. You will get some more money as a percentage on the sale as
soon as the book starts to be sold.

I hope you will write another book. If it is as good as the last I will
certainly get it published for you. I think you have got the gift of writ-
ing, and there is no reason why it should not be a very profitable hobby
for you. As soon as people get the idea of reading and buying books we
shall be able to publish larger editions, and give a bigger percentage to
the authors.

If you do think of writing another book you needn’t make it as long
as the last, 15 to 20 thousand words is enough. But you must make up
your own stories, or if you take other people’s, disguise them so that
they look like your own! You might write a sequel — ‘Further Travels of
Alhaji Imam’ — if you like, or else something quite new. I hope you will
try to do this sometime. (Mora 1989: 24-5)

Rupert East clearly meant what he said when he expressed admiration of
Imam’s writing style for he went on to encourage Imam to continue writing:®

These books (the five produced for the competition) proved to be
quite useful reading material in schools. Having realised the potential
of my writing skill, Mr. East decided to request my temporary transfer
to the Literature Bureau, Zaria. He collected several types of books on
European fables and Arabian nights stories for me to use as back-
ground material. I spent about six months in Zaria in 1936 during
which time I wrote the three volume Magana Fari Ce.

I was given an house at Kofar Tukur Tukur near the offices of the
Literature Bureau. I would spend most of the mornings reading stories
and discussing various writing approaches with Mr. East. In the eve-
nings I would go down to the Native Authority orchard near the Gen-
eral Hospital at Tudun Wada. There I would sit under a tree or go to
the footbridge over Kamaca stream to watch the running water. There
I did all my writing. The following morning Mr. East would go over
what I had written and suggest changes or other stories to be read. In
this way all the stories were completed within the six months and I was
happy to be back at my teaching post in Katsina. (Mora 1989: 26)

A more elementary general-science reader was required for schools and so
East spent a period in September and October of 1938 in Katsina working
with Imam on the two volumes -of Karamin Sani Kukumi Ni ‘A Little
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Knowledge is a Dangerous Thing’ (Mora 1989: 27; Pweddon 1977: 10). East
tried to arrange for a more permanent secondment to the Literature Bureau
in Zaria. After some resistance from Imam, which entailed East getting the
governor to write to the Emir of Katsina, Alhaji Muhammadu Dikko, the
Emir directed Imam, in November 1938, to go to Zaria to take up a position
with Rupert East as the Hausa editor of the fledgling Hausa newspaper,
Gaskiya Ta Fi Kwabo ‘“Truth is Worth More Than a Penny’ (East 1943;
Mora 1989; 1. Y. Yahaya 1988/9). The first issue of the newspaper appeared
in January 1939. Abubakar Imam put the purpose behind the publication of
the newspaper as follows, ‘Dr. East ... told me that they were planning to
publish a Hausa language newspaper in order to counter the German propa-
ganda on Hitler’s activities and plans for Africa’ (Mora 1989: 31).

GANDOKI, SHAIHU UMAR AND THE OTHER EARLY NOVELS

As a result of the Literature Bureau competition of 1933, four manuscripts,
including Ruwan Bagaja, were submitted to East® and, along with a fifth text
co-written by East and John Tafida, were published as the first pieces of
creative prose writing in Roman-script Hausa (Cosentino 1978). Abubakar
Imam’s elder brother, Bello Kagara, wrote a 45-page work carrying the
name of its hero, Gandoki, combining historical description of the arrival of
the British with fantastical exploits of stirring deeds and great victories.!°
Abubakar Tafawa Balewa,!' a graduate of Katsina College who had
returned to his adopted home town of Bauchi in 1934 to begin teaching at
Bauchi Middle School (Clark 1991: 23), wrote a novel of some 50 pages,
Shaihu Umar, in which the hero of the title, and his mother, endure hardship
having been taken as slaves across the desert.!? The fourth text, 47 pages,"’
entitled Idon Matambayi “The Eye of the Enquirer’'* was by Muhammadu
Gwarzo (1911-91) and related the escapades of a trio of robbers and
villains, Idon Matambayi and his two sidekicks, Dauke and Kwace. The fifth
book, Fiki Magayi, is a story of thwarted love transformed into an over-
whelming desire for vengeance. Retribution, in the end, brings destruction
on-the wronged and the wrongdoer.'®

Gandoki by Bello Kagara

Gandoki, the name of the central character being the title of the book (the
name implies ‘avid spectator/excitable person’), is accompanied in the first
part of his adventures by a contrasting pair of sidekicks, his valiant son,
Garba Gagare, and his feckless servant, Inda Gana. As with Ruwan Bagaja,
the story is framed as an autobiographical narrative told at the request of
some children, and the thread leading through the story is the bravery and
prowess of our heroes during many travels and exploits.’®* Where Alhaji
Imam’s path intertwines with Zurke in Ruwan Bagaja, in Gandoki the
equivalent of Zurke is split into two contrasting characters, more compan-
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ions than opponents. Again, like Ruwan Bagaja, the story moves from a
‘real’ world to a fantastical world of jinn, to the island of Ceylon, and to
magical exploits, and then at the end of the book back to a new reality in
Nigeria. In contrast to Ruwan Bagaja, the first ‘reality’ is not of a timeless,
‘typical’ Kontagora world but is historically grounded in the period of the
arrival of British military forces in northern Nigeria. In an unpublished in-
terview with the author, Bello Kagara, conducted by Bala Abdullahi
Funtuwa working with A. Neil Skinner,!” it is clear that the author is draw-
ing on his experience, as a young man, of moving, in the company of people
opposed to the British, from Kontagora to Birnin Gwari, then to Fatika in
Zaria emirate, and on to Kaya where, he says, the British finally captured the
Sarkin Sudan, Nagwamatse. In the story, Gandoki fights with the forces
opposed to the British and when the Sarkin Sudan indicates that, to avoid
further bloodshed, they should lay down their arms, Gandoki will have none
of it. At this point his servant Inda Gana leaves him to go off and join the
British forces; his son, on the other hand, remains stalwart at his side. He
joins the forces of the Sultan of Sokoto and fights at the battle at Bima Hill,
one of the final battles between Sultan Attahiru and the British. After forag-
ing for food, Gandoki returns to find his son asleep, having fought off a
horde of heavily armed strangers. The transition from a world marked by
reference to the real battle of Bima Hill and the eastward flight of the Sultan
Attahiru to a fictional world of flight through the air and jinn is attained
through the device of going to sleep in one world to awake in another. In this
new world, the second part of the story, our two heroes are repeatedly victo-
rious over one enemy after another and leave behind them an ever-growing
list of successful conversions to Islam. Finally, determined to return home
and drive out the infidel Europeans, Gandoki and Garba Gagare arrive to
find a peaceful and happy society. Accommodation with this new way of life
is finally reached, and Gandoki determines to turn to study and prepares to
go on pilgrimage, putting Garba Gagare into school. They encounter mar-
vels of modern life such as aeroplanes, telephones and artillery. Being a
military man, Gandoki is stirred to see soldiers on parade, reminding him of
old times. At the barracks in Zaria, Gandoki comes across Inda Gana, now
gunner sergeant and, on being asked how his wars had gone, he replies that
‘ignorance was the cause of their opposition to the British’.!® This last note
of accommodation may have been an afterthought, in response to the cir-
cumstances of 1930s Northern Nigeria. However, it is clear from both the
text and the interview by Bala Abdullahi Funtuwa that the central theme of
the story is the notion of combat, whether in the real or the fantastical world,
and the need to deal with being driven out and defeated.’®

Gandoki is implacably opposed to the British forces. When the alkali of
Waushishi (a place on the route taken by the British from Bida to Kontagora)
sends the British gifts against the wishes of senior people in the town, then
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Gandoki dispatches him and takes his head back to Kontagora. Repeatedly
Gandoki dispatches traitors of one kind or another as well as the forces of the
enemy. When finally the Sarkin Sudan considers conceding defeat,
Gandoki’s response is ‘Never!” Defeated physically, the Sarkin Sudan is
taken by the British to Yola before being returned to Kontagora. Kagara
compensates for this setback by describing magical and wondrous powers
that the Sarkin Sudan was able to deploy, such as miraculously appearing
outside a room into which he had been locked, or appearing on the further
bank of a river without having crossed. These powers astonish the British.
Physical defeat is matched by magical success. Similarly, a contradiction
appears between a notion of success in combat that relies upon an impres-
sive appearance, physical prowess and skilled horsemanship as the keys to
victory on the one hand, and the technological, mechanical superiority of
the gatling gun and artillery on the other. Gandoki and his son Garba
Gagare embody the cultural stereotype of the combatant. In the story, the
characteristics of this stereotype are conveyed in the actions of the hero but
most particularly and pervasively by the way he speaks. Impressive effect, in
the warrior, is conveyed to a large extent by the aggressive and stylised man-
ner of his speaking. In this respect Gandok: draws heavily upon a dimension
of Hausa oral literature which Powe (1984) has termed ‘combat literature’.
Powe’s discussion centres on the cultural forms associated with boxing,
wrestling, hunting and other such activities that he investigated in the 1980s.
In the current context it is the act of identification, and specifically self-
identification, combined with a competitive, aggressive, laudatory intent
relating to the role of the warrior which concerns us. At the beginning of the
story Gandoki identifies himself as Na-Garba katsalandan ba da ruwanka ba
‘Father of Garba, there is nothing that is not my business!” This appellation
is after the manner of kirari, often rendered in English as ‘praise-epithet’.?°
Shortly thereafter Kagara writes:

Ya tashi tsaye ya yi kirari, ya ce, ‘Sai ni gyauro mai ganin badi! A gaya
wa yara Gandoki, yaya halaka za ta same ni bayan an tsare ni daga gare
ta? Ga ni kuma tare da layar kaka-ka-yi-ka-fita. Ni da ni ke shirin fada
da aljannu balle mutane? Maridin aljanin da ke cikin duniyan nan duka
ni ne kansu ni ne Karfe ci karafa na Garba! Ni ne dodo, ko da na goye
na tsoronka!’ (Kagara 1934: 1-2)

‘He stood up to his full height and proclaimed his kirari, “It is no one
but myself — the self-sown groundnut crop which survives to see the
next year. Tell the boys it is I, Gandoki, how can destruction overtake
me when I have been protected against it? Here am I with my charm
that lets me cscape from any peril. I who am preparing to do battle with
jinn — what should I care about human beings? All the worst jinn in the
world are no match for me. I am the blade that breaks all blades — the
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father of Garba, I am the ogre which even the baby on its mother’s
back is afraid of!””

Dialogue in the narrative is permeated with the style and manner of Hausa
oral combat literature as Gandoki praises himself or, as the story develops,
his son Garba Gagare. From Gandoki’s perspective, defeat is not an option,
it is not part of his vocabulary. As with the combat literature studied by
Powe, defeat is spoken of only when it relates to the rival or the opponent,
not to the self. From this position there is only one place to go when faced
with the reality of defeat, and that is into the world of imagination where
great victories remain possible.

In Kagara’s interview with Bala Funtuwa, he indicates that Alfu Laila
“The Thousand and One Nights’ was an important influence upon his writ-
ing of Gandoki (see also Skinner 1971a: 173) and it can be seen in our
heroes’ flights through the air, battles with jinn, marriages to princesses and
sojourns in India and Ceylon. The transition back to the ‘real’ world is ef-
fected in stages. From a world peopled by jinn, Gandoki moves to a world of
people, still in India, who cannot see the jinn who accompany and assist
him. In that world he defeats, admittedly with difficulty, a mighty chief,
Goringo, and his son. The son he manages to convert to Islam; the intransi-
gent father he kills. The final move is back to Hausaland without any of the
trappings of the previous world.

Within the first section of the story, in Nigeria during the early years of
the British conquest, a moral contrast is drawn between Gandoki’s son and
his servant, Inda Gana. Inda Gana, the servant acquired by Gandoki in
Bida, assists Gandoki in murdering the alkali of Wushishi by night, and
subsequently shows himself to be untrustworthy and ungrateful. While trav-
elling with Gandoki’s wife and small child, Inda Gana hogs the water they
are carrying with them; he becomes a liability when he is bitten by a snake
and has to ride; when responsible for looking after the wife and child, he and
they fall off the horse in a steep gorge and are unable to get out. His useless-
ness is compounded by his disloyal decision to go and join the British forces.
In contrast, Garba Gagare, a true son, goes out to find food and water for the
family on that same journey, cares for his mother, and remains utterly loyal
to his father. During the latter part of the story he elects twice to go with his
father ‘so that we may die together’, and in battle comes to his father’s aid.
Gandoki tends Garba after a battle, they both have protective charms and
they pray together. Gandoki heaps kirari upon his son: Duka wanda ya goye
ka bai yi aikin banza ba. Da haihuwar yuyuyu, gara da daya kwakkwara. Karo
da goma kalacin safe! “‘Whoever carried you on her back was not wasting her
time. Better one strong child than a myriad births. Defeat ten strong men for
breakast!” (1972 edition: 17). Yet at the same time there is a latent rivalry
between them. At one point Garba, disguised, takes on Gandoki in combat
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and, when he reveals himself, Gandoki, attributing his actions to high jinks,
is told by Garba that he fought to show him that Gandoki’s son is not a
nobody, and to give him a taste of what it is like to be on the other side in
battle. Within the terms of the warrior stereotype, Garba Gagare is repre-
sented by Gandoki as the model of the ‘good man’.

Shaihu Umar by Abubakar Tafawa Balewa

The third book in our list, Shathu Umar, presents a very different model of
the ‘good man’. Again, the title of the book is the name of the hero, and
again, in response to a questioner, the hero narrates his own history.?! The
most striking parallel between all three books is, however, the journey which
structures the story to produce separation, trial and reunion/return
(Cosentino 1978: 24). In the case of Shaihu Umar, separation is more than
departure into the big, wide world. Captured by slave-raiders he is separated
as a child from his mother. The relationship between him and his mother
provides one of the central points of the whole story. Shaihu Umar is finally
briefly reunited with his mother while in exile, but her death, soon after,
means that his return to Nigeria is not accompanied by a rounding off of all
outstanding issues. He does return to Nigeria to become a scholar/teacher,
but only after years of struggle and hardship as a slave in Libya, followed by
a period of success and liberty through the support of a benevolent patron,
Abdulkarim. Commentators have focused upon the way in which the person
of Shaihu Umar represents an ideal of the exemplary Muslim: patient, good
tempered, resilient, conscientious and moral (Cosentino 1978: 22; Skinner
1971a: 173—4; Pilaszewicz 1985: 219-20). Abdulraheem (1979), discussing
the novel and the play adaptation by Ladan and Lyndersay,? situates Shaihu
Unmar in the context of the religious leadership role of a shaikh in Islam. In
similar vein, Nasr (1984) sees the major themes of Shaihu Umar in the
elevation of the role of the malam (the Islamic scholar/cleric), the propaga-
tion of Islamic values and the condemnation of slavery. In an important
essay, Kirk-Greene sets the character of Shaihu Umar within a broad moral
framework summarised in the notion of mutumin kirki ‘the good man’:

The threads of his immaculate character are woven, page after page,

into this final composite pattern of Umar in his old age, back in

Hausaland as a venerable malam:
None who had studied under Shaihu Umar had ever known him
impatient, nor had they ever known a day when they had come to
his study and he had said that he was tired, except perhaps if he were
unwell ... This Shaihu Umar was a man beyond all others, the lik2
of whom is not likely to be found again. Whatever evil thing befell
him, he would say, ‘It is God who relieves all our troubles.” He
never became angry, his face was always gentle, he never interfered
in what did not concern him, and he never wrangled with anyone,
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let alone did he ever show the slightest cantankerousness. Because
of his hali, this character of his, it came about that in the whole
country no one ever criticised him. And many people began to say,
‘Surely this is no mere man, he is a saint’.
It is my contention that in Shaihu Umar we may see the very apotheosis
of mutumin kirki, of the good man in Hausa. (Kirk-Greene 1974: 17-18)

Shaithu Umar contrasts with the other books discussed above in eschew-
ing the fantastical flight and the miraculous world of jinn. Where, on the one
hand, Ruwan Bagaja draws from, and is, in some senses, directed at the
familiar world of earthy jokes, a bantering style and tales of the fantastic, and
Gandoki addresses both tales and the ‘combat literature’ referred to earlier,
deploying the rhetorical style of the Hausa kirari, Shaithu Umar taps into a
different set of references. As Cosentino (1978: 22) remarks, ‘Balewa has
attempted to work out in prose the kind of homiletic themes which are the
hallmark of nineteenth century Hausa poetry’.?* Shathu Umar is a serious
work with a strong didactic streak. We will examine later in Chapters 6 and
8 the ideological gulf created and reinforced by the poets of the nineteenth-
century Jihad between serious literature, typified by homiletic poetry, and
frivolous Aululu ‘idle chatter’, typified by tales and scurrilous song. Cultural
evaluation and revaluation has been adjusting the boundaries and arguing
the toss about such distinctions ever since. But clearly, in the moment when
this new form, imaginative prose-writing, was being forged, to some extent
Shaithu Umar looked one way and Ruwan Bagaja looked the other.

Idon Matambay: by Muhammadu Gwarzo

Idon Matambayi is a much less well-known work and is, like Shathu Umar,
without the fantastical elements of Ruwan Bagaja and Gandoki.** But the
story-line stands in contrast with Shathu Umar in taking as its central charac-
ters a group of thieves. Rather than the good man faced with adversity and
tribulations which are overcome, here we see the ‘bad men’ and their decline
into punishment for their misdeeds. The central character, Idon
Matambayi, falls in with two, and eventually three, other thieves who then
proceed to move from highway robbery to mounting a raid on the well-
defended house of a rich merchant. Their plans to raid the house involve
them in making preparatory sorties into the strongly policed town during
which they compete to see which of them is best at outwitting the town’s
renowned police chief. Through pretence, they gain access to the house and
the confidence of the house owner. Three of them carry out the robbery
leaving the fourth to take the blame. Finally, the thief who took the blame
gains his revenge by deceit on two of the others, and the eponymous hero,
who has returned to his home town to settle down, has all his money and
property destroyed in a fire. In Skinner’s (1980: 50) classification of the
tales in Edgar’s (1911-13) Litafi na Tatsuniyoyi na Hausa, undertaken in
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conjunction with Skinner’s translation that appeared as three volumes of
Hausa Tales and Traditions (1969), he proposed a distinct category for sto-
ries about thieves. Such reworked stories are also to be found in chapters,
such as ‘Banza ta Kori Wofi’ and ‘Jarrabawar da aka yi wa Sarkin Barayi
Nomau’, of Abubakar Imam’s classic-three volume Magana Fari Ce. While
Idon Matambayi appears not to be widely known, it clearly drew upon a well-
worked theme of Hausa stories, and a number of later novels in the late
1970s and early 1980s were of a similar type. The text is also noteworthy in
that it deploys direct speech to a very considerable extent; nearly a
playscript, it relies upon the dialogue between characters for much of its
characterisation and for the plot development. In that respect Idon
Matambayi is reminiscent of the graphic forms of television drama which
appeared some thirty years later.

Jiki Magayi by John Tafida and Rupert East

The final work in this original group of five, fiki Magayi, is nowadays
credited to John Tafida, although originally it went under the joint names of
Tafida and East.?” Again involving a quest for a magic potion, but intended
for destruction not cure, the story is ‘of a great and tragic love, of hatred and
the growth of a thirst for revenge’ (Pitaszewicz 1985: 220). Zainabu is
betrothed to Abubakar but, before they can marry, an older man, Shehu,
uses a charm to alienate her affections from Abubakar. Abubakar swears
revenge and goes off in search of an equally potent charm with which to
avenge himself. His search takes him into a fantastical forest where he finally
acquires the potion he is looking for. Meanwhile Shehu and Zainabu have
had a child, Kyauta, to whom Abubakar administers the potion on his
return. Kyauta turns from a well-behaved child into a thief and a liar. In
order to get away from the shame of their son’s behaviour, Shehu and
Zainabu go to another town to settle. Kyauta, having come by chance to this
same town, breaks into Shehu and Zainabu’s house not knowing who lives
there. Being surprised by Shehu in the dark, Kyauta kills him. On hearing
from his mother that he has killed his father Kyauta vows to find Abubakar
and kill him. When finally he does find him, Abubakar dies moments before
Kyauta can dispatch him.

Both Skinner and Cosentino, in commenting upon this book, emphasise
the expiation of original crime through implacable revenge producing,
thereby, the restoration of order. The fantastical element of the quest into
the forest becomes secondary to the working-out of the relationships
between the characters, ‘On the whole, this is a tale of satisfying realism in its
description of human weakness and passion, with the fantastic element used
to color and deepen the tale of single-minded search for revenge’ (Skinner
1971: 175). Nevertheless, the progression from original crime through to
retribution is a well-established sequence in the tale tradition, as we shall see
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later, and while Cosentino points out the differences between Jiki Magay:
and tales, he also acknowledges the underlying continuities between them
(Cosentino 1978: 26).

DESCENDANTS OF THE 1934 VINTAGE

Prior to these five books published in 1934 there had been a number of
publications of translated material as well as anthologies of tales and other
narratives, the most notable being Edgar’s (1911-13) Litafi na Tatsuniyoy:
na Hausa. Translations of the Thousand and One Nights had started to
appear as early as 1924 (Edgar 1924; Kano 1924). In 1931, an anthology of
stories, tales and proverbs, entitled Labaru Na Da Da Na Yanzu ‘Stories of
the Past and of the Present’, had been published for the Translation Bureau
in Zaria by the Education Department of Nigeria (Hadeja and Whitting
1931),%6 The three-volume Magana Fari Ce by Abubakar Imam published in
1938 and 1939 was, in many ways, a continuation of the writing he had
started with Ruwan Bagaja. His role in the Literature Bureau and his in-
volvement with the newspaper Gaskiya Ta Fi Kwabo and the successors to
the Literature Bureau are discussed in the next section.

After 1934, imaginative prose-writing can be divided into a number of
periods. Little was published in the 1940s;%” a number of books appeared in
the early 1950s to be followed, in the late 1960s and early 1970s, by a new
generation of writers. The most recent flowering of prose-writing is to be
seen in the products of the Nigerian boom of the late 1970s and early 1980s,
which departed radically from the earlier styles of writing. These ‘boomtown
novels’ were also stimulated by writing competitions, the first organised by
the successor to the Literature Bureau, the Northern Nigerian Publishing
Company (NNPC), and the second by the Nigerian Federal Ministry of Culture.

Magana Jari Ce
Sitting by the Kamaca stream in the Native Authority orchard near the
Tudun Wada General Hospital in Zaria, Abubakar Imam put together the
stories which became Magana Fari Ce. He reports that it took him about six
months during 1936 (Mora 1989: 26). The three volumes contain a little
over eighty stories some of which are clearly derived from the books which
Rupert East lent him. Pilaszewicz (1985: 222) credits Grimms’ fairy tales,
The Decameron, Arab and Hindu tales, and legends about the Jihad leader,
Shehu Usman dan Fodio, as being among the sources. Imam himself says:
‘He [Rupert East] collected several types of books on European fables and
Arabian nights stories for me to use as background material’ (Mora 1989:
26). Westley (n.d.) has examined the stories in some detail and comes to the
conclusion that none of the Magana Fari Ce stories can be directly attributed
to the Thousand and One Nights, postulating that most of the stories are
extensively reworked, although some can be more directly attributed, such



34 POETRY, PROSE AND POPULAR CULTURE IN HAUSA

as the judgement of Solomon being from the Old Testament, and stories of
Usman dan Fodio being taken from written versions in Edgar (1911-13).%8
In any case, many commentators over the years have echoed East’s com-
ment on Abubakar Imam’s facility as a writer expressed in a discussion
about the Hausa newspaper Gaskiya Ta Fi Kwabo: ‘It is without question
that the new colloquial and vivid style of writing Hausa, invented by the
editor, Malam Abubakar, but now increasingly imitated by writers all over
Northern Nigeria, is the main cause of the paper’s popularity’ (East 1943:
73). Magana Jari Ce has been held to be one of the best examples of Hausa
writing style to date.?

The book is constructed after the manner of the Thousand and One
Nights, in that a narrator relates story after story, not in this case to delay
execution but to delay the imminent departure of a headstrong prince. The
narrator is a parrot who, being charged with the care of the youth who wishes
to join his friend in going to war, tells him stories and keeps him from leaving.
On returning from battle, the king appoints the parrot to the viziership in
place of his treacherous human vizier. In the second volume the parrot becomes
involved in a story-telling competition with the parrot of another king. And
in the third volume the parrot is teaching his son the art of story-telling.

The stories told by the parrot cover a variety of topics and styles. There is
a retelling of the Pied Piper story, funny stories of confrontations between a
variety of classic Hausa stereotypes, the country bumpkin and the city
slickers, the three thieves, the Fulani man and the butcher, and many more.
Most of the stories have a moral, but nearly all are amusing in one way or
another. Westley (n.d.) sees in Magana Jari Ce a lively re-telling of fables,*
as compared with the lifeless ‘collection of bits and pieces’ represented by
Labaru Na Da Da Na Yanzu. Like so many of the anthologies of Hausa tales,
the latter is a collection of plot summaries that do not, and cannot, do justice
to the oral performances that they purport to represent. Imam, on the other
hand, was able, in Westley’s view, to create successfully a new way of telling:

It was his ability to adapt his materials not only to the characteristics of
the Hausa language and the circumstances of Hausa culture but to the
context of literacy itself that made Magana Fari Ce a success. The
transition from the oral to the written clearly involves more than the
preservation of oral features in a literary matrix. Literacy itself
demands a transformation of the process through which meaning is
achieved. The relationship of the composer both to audience and to
tradition is ineluctably altered by literacy. Ruwan Bagaja is a reflex of
the oral tradition preserved by writing but not enhanced by it. The
leisure of writing with its potential for the development of language
creates new opportunities that span the distance between writer and
reader which literacy itself creates. Abubakar Imam realized many of
these potentials in Magana Jari Ce. (Westley n.d.)
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THE EARLY 19508

As indicated in Chapter 1, the development of creative writing in Hausa is
intimately bound up with the history of the institution which was in turn, the
Translation Bureau (1930-4),*! the Literature Bureau (1934-45), and the
Gaskiya Corporation (1945 to date) but whose publishing side was at one
time NORLA (Northern Region Literature Agency, 1954-9) and then later the
NNPC (1966 to date).?? This institution dominated publishing in Hausa until
the late 1970s when a number of other publishers entered the field.

From the late 1930s, East had been pressing the colonial government to
expand the activities of the Literature Bureau. East’s dream was the founda-
tion of a community of Nigerians and Britons living and working together,
working side by side on the various crafts and skills of the publishing busi-
ness: writers of school books, journalists, editors, illustrators, managers,
printers, binders, distributors and sellers. This was the idea behind the
Gaskiya Corporation which he finally managed to sell to the then governor
of Nigeria, Sir Arthur Richards, as the Second World War came to an end.
Fine buildings were put up at a site near Tudun Wada in Zaria — with print-
ing presses, offices and surrounding houses for both European and African
staff (Skinner 1970b). The ideals behind the Corporation, framed in the
colonial views of the time, were set out by East in 1946, focusing upon the
development of the Corporation’s newspaper, Gaskiya Ta Fi Kwabo (East
1946). In time the ‘pairing’ of European and Nigerian individuals, such as
L. C. Giles, European Editor, with Abubakar Imam, Hausa Editor, of the
newspaper, which gave rise to questions as to status, salary and control, was
succeeded by other arrangements. Abubakar Imam was made Editor in
1948 after a dispute involving a large proportion of the Nigerian staff of the
Corporation over ‘conditions of service’ (Mora 1989: 113-51). The Cor-
poration did bring together a number of Nigerians who went on to become
significant figures in the North, Nuhu Bamalli, Abubakar Tunau and
Abdulkadir Makama among others, in addition to Abubakar Imam.

The early 1950s saw the production of a number of prose works in addition
to a wide variety of other types of material.®> The Corporation published three
novellas, Iliya Dan Maikarfi by Ahmadu Ingawa in 1951,* Gogan Naka by
Garba Funtuwa and Sihirtaccen Gari by Amadu Katsina in 1952.

Iliya Dan Maikarfi is the story of a disabled and weak child visited by
angels who transform him into a great warrior. He goes on to perform
stupendous feats of arms in defence of Kib and its ruler, Waldima, before
finally praying to God to be turned to stone. Pitaszewicz (1985: 224) points
out the apparent similarities, noted by Sceglov, to a Russian epic poem in-
volving Kiev and Prince Vladimir. Like Iliya Dan Maikarfi (J. Mohammed
1989), Gogan Naka “Your Hero’ follows the pattern of Gandoki (Mustapha
1992) in that the central character, Dangana (later discovered to be called
Abdul Bakara) and his son Indo, accomplish wondrous feats, in Bokhara
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and other far-off lands, defeating armies of elephants. Finally, Indo finishes
up as a great king in Egypt. Sihirtaccen Gari “The Enchanted Town’ is an-
other story of magical places and fantastical events. Gaskiya Corporation
was producing other materials at this time including tracts on health, educa-
tion, hygiene and many other ‘public enlightenment’ themes. A book that
reformulated many of these didactic themes in the form of a story of two
people, Bala and his wife, Babiya, by Nuhu Bamalli was first published in
1950 and reprinted frequently thereafter.

These three stories were followed by a series of others that came out
under the imprint of NORLA, and they too followed the tone and style that
had been set by the early novels. NORLA, whose Vernacular Literature divi-
sion was headed by A. Neil Skinner, supported the publishing both of original
writing, and translations into Hausa of foreign books.** Thus in addition to
Da’u Fataken Dare ‘Da’u, Traders of the Night’ by Tanko Zango in 1952
and Bayan Wuya Sai Dadi ‘After Pain Comes Pleasure’ by Abdulmalik
Mani in 1954, translations were published of Robin Hood, Baron
Minchausen, and the adventures of Hajji Baba of Isfahan.*®

Da’u Fataken Dare tells the story of a band of thieves whose hideout in the
bush is the base from which they raid the town. A fight with a powerful
adversary produces a result in which the leader of the gang, Musa, is
destroyed by jinn inhabiting a lake into which he has fallen. The theme of the
story is reminiscent of Idon Matambayi from 1934, and the amalgam of
human and fantastical forces is a feature shared with both Gandoki and
Ruwan Bagaja. Bayan Wuya Sai Dadi! is another novella that deploys the
quest theme. In this case the pot of gold at the end of the rainbow is a well in
the desert that is full of treasure finally discovered by another pair of
characters, this time Tuareg men.

CIRCA 1970: 1934 REVISITED

The late 1960s and early 1970s saw a new crop of novellas published by the
Gaskiya Corporation and its successor, the NNpc. The first, Tauraruwar
Hamada “The Sahara Star’ by Sa’idu Ahmed, appeared in 1965 to be fol-
lowed by Nagari Na Kowa ‘Good to Everyone’ by Jabiru Abdullahi in 1968,
Tauraruwa Mai Wutsiya “The Comet’ by Umaru Dembo in 1969 and Dare
Daya ‘One Night’ in 1973.3” These echo the earlier novels of 1934.

Tauraruwar Hamada tells of a thief’s quest to kidnap a girl at the behest of
a king who has been refused the girl in marriage. The bulk of the narrative
involves repeated episodic adventures in which the ‘hero’, Danye and his
sidekick, Dabo, inveigle their way into other people’s confidence and trick
them, or are entrapped only to escape, sometimes by magical means. With a
talking snake the mixture of realism and fantasy is again apparent, and a final
scenario in which our hero settles down rich and famous brings the parallel
with Ruwan Bagaja even more to the fore.
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Nagari Na Kowa tells the story of Salihi, another epitome of the resilient,
tolerant, pious, good man, and his struggle to bear misfortune when, follow-
ing the death of his parents and his patron, his patron’s money is found to
have disappeared and Salihi is unjustly blamed. He eventually rises from the
position of abused prisoner to become just ruler through a number of mi-
raculous events in which he is able to solve problems that had confounded
all others. There are close parallels between the picture of the good man in
Hausa presented here and that in Shaihu Umar.*® Dangambo (1974) com-
ments upon the social realism of the novel and its discussion of virtue, seeing
Salihi’s father as the central model of virtue. Dangambo’s discussion focuses
upon the moral dimensions of the main characters in the story.

Tauraruwa Mai Wutsiya tells the story of a boy named Kilba who, with
the aid of a visitor from outer space, Kolin Koliyo, makes a journey through
space where he encounters extra-terrestrial beings before finally returning
home. Commentators (for example Pitaszewicz 1985: 225) have remarked
that this constitutes the beginnings of a new type of novel in Hausa. Clearly,
the story displays the influence of news of spaceflights and the training and
activities of astronauts, but whether this marks a new departure in the novel
is debatable. A. G. D. Abdullahi (1984) has drawn attention to the mixture
of cultural influences in the story, from Indian cinema to Western science to
Islamic religious beliefs. In many ways, the journey is a familiar theme; the
transition from reality to fantasy, with jinn replaced by extra-terrestrial
beings, is also familiar; and the hero’s survival through tests and dangers is a
standard feature of novels that had gone before. On the other hand,
Pitaszewicz draws attention to the fact that many previous texts (with the
exception, perhaps, of the first section of Gandok: set in Nigeria of the
British conquest) are set in a ‘pre-modern’ Hausa world, a reconstructed
vision of an ahistorical Hausa society without planes, trains or telephones.
This ideological construct is perhaps more significant for the world of the
‘traditional’ tale, but it is noticeable also in the constitution of these early
Hausa novels.

Finally, Dare Daya tells an involved tale of rivalry between branches of a
ruling family, in which a beloved baby son is snatched away by the rival
faction and, as with Moses, is found later in a basket on a river by a poor
fisherman. As the boy matures, not knowing his true origins, he goes
through close encounters with his real family who are searching for him until
finally, as warrior champion for an enemy king, he is recognised in battle by
his opposite number, his real sister. All is revealed, peace ensues and the
original wrongdoers commit suicide. The movement from original wrong-
doing to eventual restitution involving the growth to maturity of a central
character and his discovery of a hidden truth, is very reminiscent of Fiki
Magayi although lacking the tragic element in Jiki Magayi whereby the hero
killed his own father in error.
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This period of the late 1960s and early 1970s, coinciding with the civil
war in Nigeria, saw the publication of novellas which, in many ways, were
closely similar to their forerunners from the 1930s. Framed by a quest, or
the movement from wrongdoing to restitution, they displayed many of the
typical earlier features: the episodic adventures of a hero and his sidekick,
the mixture of reality and fantasy, and the characterisation of a stereotype of
moral uprightness and fortitude. As in the earlier period, where one book
presented the exploits of a cheating, reprehensible counter-hero, a ‘trick-
ster’, another presented the ideal of the moral man. These two dimensions
of representation, the ‘praiseworthy’ and the potentially ‘reprehensible’, are
recurrent aspects of much of Hausa literature.

THE 1980S AND THE BOOMTOWN NOVELS

In the early 1930s it was a creative-writing competition that sparked the
original batch of stories. In the late 1970s and early 1980s, at the height of
the Nigerian oil boom, two further competitions produced a new crop of
novels, different in many ways from that which had gone before. The succes-
sor to the publishing side of the Gaskiya Corporation, the Northern
Nigerian Publishing Company, based in the same buildings in Zaria as the
Gaskiya Corporation, instituted a competition in 1979 for which they had
twenty-two entries. Four of the entries were translations, eleven manu-
scripts were turned down, three were declared winners and therefore went
forward for immediate publication, and four were kept for later publication
(Kudan 1987). The overall winner was Mallakin Zuciyata ‘Power over My
Heart’ by Sulaiman Ibrahim Katsina, and the other two were So Aljannar
Duniya ‘Love is Heaven on Earth’ by the woman writer, Hafsatu
Abdulwahid, and Amadi Na Malam Amah ‘Malam Amah’s Amadi’ by
Magaji Dambatta. All three appeared together in 1980.>° Two years previ-
ously the NNpPc had published a novel entitled Kitsen Rogo ‘Illusion’ by
Abdulkadir Dangambo.*

The earlier novel, Kitsen Rogo, has little of the previous mixture of fantasy
and reality and has taken a contemporary social and political issue as its
central theme. The story is about a village boy, Ibrahim, who comes to the
city in search of his fortune.*! Changing his name to Musa, he swiftly
becomes involved in dealing in stolen property, and the low life of bars and
hotels while living in a slum. Eventually arrested, he is finally released, after
serving a prison term, into the arms of his father who takes him back to his
village. Back home he is a reformed character, and ends up married and with
ajob in a local ministry. Strongly didactic, the story presents the problems of
rural-urban migration in graphic detail. Didacticism on contemporary
social, political and religious issues is a familiar feature of the poetry tradi-
tion in Hausa. Kitsen Rogo represented one of the most direct transpositions
of that style into imaginative prose-writing.
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Mallakin Zuciyata is a similarly didactic piece, tracing the life of a family
in a small town community. Mallam Kalla, a trader, lives with his family in
fictional Ginin Gwani. They suffer the depradations of thieves. They find it
difficult to obtain fertilisers for their farm when they need them. They have
a son, Usman, who is fostered by a couple, Sa’idu and Kilima when Kalla
dies. Usman meets a girl, Sakina, at school. A rich man sees Sakina and
wants to marry her. Sakina’s father holds out against her mother who wants
Sakina to marry the rich man. On graduating from university, Sakina
becomes a teacher and Usman, an agricultural officer. With the support of
Sakina’s father they succeed in getting married.

The story touches upon a number of common themes of recent novels:
the corrupt official who comes to grief (the fertiliser trader); the rich entre-
preneur and his use of wealth to gain a wife against the wishes of the girl and
her true love; the importance of education; monogamous marriage; and the
central concept of the good citizen (Pitaszewicz 1991/2). While these themes
are intertwined in this novel in equal measure, one of them, the conflict
between the wishes of the girl and boy in their pursuit of true love and the
pressures put upon the girl to obey her parents and to accept an arranged
marriage, is a theme which has produced a major growth industry in recent
years as love stories have sprung up through private printing, particularly in
Kano — a subject we will return to at the end of this chapter.

So Aljannar Duniya focuses upon this latter theme of love and conflicting
obligation, but in this case the love between two Fulani youths, Bodado and
Yasir, is thwarted by the intervention of a female jinn.*? Even when they are
married, the jinn proceeds to bring calamity upon them. Yasir has to go
through numerous tests and magical procedures before they are finally rid of
the jinn’s presence and are able to recover from the illnesses that have
afflicted them. This novel, while concentrating upon the more modern love
theme, harks back to the early novels in the degree to which fantasy and
fantastical trials and tribulations are an integral part of the movement
towards a resolution of the problem set by the intervention of the jinn.

Amadi Na Malam Amah follows the pattern of Ruwan Bagaja and others,
involving the hero in a journey during which he experiences magical
happenings and encounters fantastical creatures whom he manages to
defeat. Within this group of stories, features characteristic of earlier novels
are combined with strands that move more to realism in the description of
contemporary Nigerian society. These strands combine didacticism with
the acting-out of modern-day contradictions as, for example, between the
expectations of arranged marriage and the perceived countervailing force of
personal freedom, or of monogamy as against polygamy.

In 1980 the Nigerian Federal Department of Culture organised a com-
petition for creative writing in Nigerian languages and undertook the
publication of a number of Hausa-language works through Nigeria Magazine
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using the Gaskiya Corporation as printers. In addition to a play and a collec-
tion of love poetry, four novels were published; the winner of the competi-
tion being, as in 1979, Sulaiman Ibrahim Katsina with his novel Turmin
Danya ‘“The Strong Man’.** The other three novels were Tsumangiyar Kan
Hanya “The Driving Whip’ by Musa Mohammed Bello, Karshen Alewa
Kasa “The Discarded Left-over’ by Bature Gagare, and Zabi Naka ‘Choose
Yours’ by Munir Muhammed Katsina, all published in 1982.

The runners-up included the most substantial novel to date, the 342-
page thriller, Karshen Alewa Kasa which addresses one of the pressing issues
of post-civil-war Nigeria: the fate of thousands of demobbed soldiers.
Written in a racy, conversational style, the story traces the central character,
Mailoma, alias Kazunzum, alias Maguzi, as he brings together a cut-throat
band of ex-soldiers and forms a marauding force that indulges in murder,
robbery and mayhem, seeking to control the drugs trade and eventually to
take over the country. The scale of the intended enterprise can be judged
from the fact that Mailoma asks his associate, Markus, to supply him with
100 automatic weapons, 150 hand guns, grenades and tear gas. Eventually,
with blackmail, treachery and gruesome death at every turn, fit for the plot
of a bloodthirsty western, the main characters die of snake bite or in a hail of
bullets. Marking a major departure from previous writing, the story is brim
full of features of modern Nigeria: fast cars, booze, gambling, sex, violence;
and people representing various components of Nigerian society: girl friends
who speak their minds in no uncertain terms, Igbo ex-soldiers, Maguzawa
(non-Muslim Hausa) villagers in Mailoma’s home village, white Christian
missionaries, Christian converts, and a wide variety of stock characters from
northern Nigerian society. With little of the overt didacticism of Tura Ta Kai
Bango (a novel by S. 1. Katsina, discussed later in this chapter) or Mallakin
Zuciyata, this novel owes more to James Hadley Chase (a commonly avail-
able author in the English-language market in Nigeria), Frederick Forsyth
and the cinema of The Good, the Bad and the Ugly than to earlier Hausa
writing. ]

Tsumangiyar Kan Hanya represents the strand of writing, both in plays
and narrative, which sets out social and domestic issues and addresses the
conflicts that arise as “Western influence’ is seen to undermine the assump-
tions and patterns of Hausa social life. Framed as a ‘rise and fall’ story, the
central character, Sambo, is initially happily married to one wife, Hafsi, and
earning a living as a driver. As time goes by he becomes more affluent and
takes a second wife, Zinaru. With more money he goes on pilgrimage. Cor-
rupted by money, he begins to spend much of it on girlfriends and a succes-
sion of wives on whom he lavishes great wealth. When finally he ends up
deserted by these women and reduced to straitened circumstances, he real-
ises the error of his ways and goes to ask Hafsi to come back to him from her
parents’ house where she has gone. Returned to his original state, moral
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equilibrium is restored. The message is not, however, monogamy - right at
the end he marries a second wife, Fati — but rather that it is better to avoid
the profligacy and corruption that can be the by-products of wealth.

Zabi Naka, like Ruwan Bagaja, Shaihu Umar and others since, is set as an
autobiographical narrative, and like Karshen Alewa Kasa addresses the issue
of post-civil-war society and the fate of ex-soldiers. The central character,
Namuduka, joins the army after a childhood in which his parents, evicted, in
debt and with his father unemployed, are killed in a road accident. He
becomes a delinquent in spite of the care and attention of a foster parent and
spends a period in jail learning from thieves and rogues. He distinguishes
himself in the army, but after the war he, along with many others, is demob-
bed and finds himself unemployed and on hard times. Forming a band,
Robin-Hood-like, he proceeds to rob the rich and protect the poor. At the
end of the story he has become rich and returns to his home town. Punish-
ment for his misdeeds is commuted following the demonstration of support
by many ordinary people. Pitaszewicz provides a translated extract illustrat-
ing the philosophy behind Namuduka’s actions:

Although I encouraged you to give yourself up to the robbery, still we
are not going to harm anyone, but those who deserve it. Our robbery
will not damage the country, but rather will improve it. We are going to
harm only those people who do not wish the citizens any good, who
grab the money out of the country and make a profit out of its natural
resources which are intended for everyone. (Pitaszewicz 1991/2: 33)

This vision of a Nigeria at the mercy of plundering, powerful men — a
vision no longer bounded by northern Hausa village, town or city life, but
encompassing a nation state, with its ordinary citizens having rights and
obligations to each other and to the state — is a new construct represented in
this 1982 generation of novels.

Turmin Danya

Such a view of Nigerian society in which rapacious entrepreneurs along with
corrupt bureaucrats and their allies have taken control of every aspect of
social and economic life, is most graphically represented in the novel which
was awarded the first prize in the competition run by the Federal Depart-
ment of Culture, Turmin Danya. The oil boom of the 1970s in Nigeria pro-
duced rapid changes in the social fabric of Nigerian society. The particular
nature of wealth accumulation during that period produced anomalous and
contrasting perceptions of opportunity and social status. On the one hand,
there were those whose wealth-creating activities were clearly based upon
their investment in manufacturing, assembling and trade. Often these were
families and organisations who expanded upon a pre-boom base. On the
other hand, there were those who profited by their political control over the
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distribution of the oil revenues from abroad down through federal, state and
local organisations. These latter patrons established their clienteles through
the provision of government-funded contracts to undertake a wide variety of
projects — setting up schools, building roads, culverts and houses — and the
clients who undertook these contracts became rich on the profits. While the
pre-boom merchant class was also fully involved in the contract business,
there arose, certainly in northern Nigeria, a popular image of the incompe-
tent shyster, a jack-of-all-trades contractor, the dan kwangila, who fails to
build the culvert, or whose school falls down in the first rainy season, and
who becomes a ubiquitous figure on the northern social scene.

In Turmin Danya this rapacious entrepreneurial class is represented in the
personage of Alhaji Gabatari. Alhaji is portrayed in the early part of the book
as a man of great personal wealth who, in addition to his three wives,
employs a go-between to procure girls whom he then keeps in a number of
establishments around town. He pays Mista Samai, the chief customs
officer, to turn a blind eye to the smuggling of cigarettes and other contra-
band from over the border into the fictional town of Karaini, either in his
own vehicles or those of his associates. Anyone wishing to do any such deals
has to go through Alhaji Gabatari since he controls the customs and the local
police. Those who attempt to circumvent him or try to put the police on to
him are themselves caught in the act. In between his dalliance with his lady
friends he suborns the local authorities who have put various construction
contracts out to tender; squeezes those in his debt for every penny; quarrels
with his mother about money she has spent; arranges for a major cross-
border shipment; and fixes it so that the electricity is off when the shipment
passes through Karaini and the police are well out of the way. The arranged
marriage of his daughter to a big man in the transport business is the
occasion for a major bout of conspicuous consumption, and he plants
bribery money on an officer who has double-crossed him. Through all of
this, the occasional individual stands out against his web of corruption.
Muktari, the only uncorrupt, lowly customs officer, refuses to take a kick-
back from Alhaji. In the final stages of the story, an incorruptible building
inspector refuses to accept Alhaji’s money and declares the construction
undertaken by Alhaji to be unsound and fraudulent; one of the malama:
‘Islamic clerics’ who are being paid to produce success for Alhaji’s ventures
declares the process of getting spiritual forces on board to be un-Islamic;
Alhaji’s girlfriend, having been given the ownership of the house built for her
by Alhaji, declares her love for the go-between and proposes that she and he
set up in business together; and when Alhaiji falls ill from too much drug
consumption, no one wants him better. At the very end, a new national
leader orders the replacement of customs officials and a clamp-down on
smuggling. As a result of a letter from Muktari, the honest customs officer,
police from out of town are mobilised to stake out the border when Alhaji
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and associates are due to bring in a large consignment. The trap is sprung
and Alhaji’s network of collaborators is picked up; in the arrest of the smug-
glers, Alhaji pulls out a gun and during the ensuing exchange of fire kills a
policeman. At the trial, collaborators are given prison sentences and Alhaji is
sentenced to death for the killing of a policeman. Girlfriend and go-between
walk off into the sunset!

In constructing the image of the entrepreneur in this highly moralistic
book the author is at pains to capture not only typical characteristics which
the reader can identify in people around him or her, but also to summarise
and establish the stereotype. The typification presented here in this book is
assuredly not the only way the type is portrayed in the north of Nigeria: these
things are always the subject of debate and counter-characterisation. Never-
theless, this particular position represents a commonly held view among the
educated as well as many ordinary people, as far as I am able to tell. The
selection of translated extracts that follows picks out not key moments of the
action or plot but descriptions and verbal exchanges that summarise key
identifiers in terms of appearance and observable behaviour — Alhaji
Gabatari’s physical surroundings, his personal appearance, his ownership of
property, his treatment of neighbours, his control over commercial rela-
tions, his control over public officials, his method of obtaining contracts and
his involvement in smuggling.

In contrast to many previous prose narratives in Hausa, and like its 1982
contemporaries discussed above, Turmin Danya uses detailed description of
the immediate physical environment. The book opens with the office in
which Gabatari operates; status and the nature of social interactions
between Gabatari and visitors are determined by these surroundings. The
notion of an office as group workplace, with the pursuit of various business-
related activities and a division of functions, is consciously ruled out through
the image of the single desk, and the rolling-up of all functions in the one
man:

In the shade of the porch stood beautiful flowers in large earthenware
pots. The house was large, a concrete construction with shops on each
side. In the centre of the building was an office with a large glass door.
Fixed above, a signboard read, ‘Gabatari’s Trading, Transport and
General Contracting Company’. On the linoleum that covered the
floor lay a thick brown carpet that gave as you walked on it as if walking
on pillows stuffed with silk-cotton bolls. Lined up to one side were a
three-seater sofa and a number of matching easy chairs. Their colour
toned with the carpet.

Facing the chairs was a large desk of polished mahogany sporting a
shine in which you could see yourself reflected. It was embellished
with red leather tacked down with embossed gold-coloured pins. A set
of wire trays held a series of files intended for receipts and important
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letters. Some papers lay on the desk and to one side sat a telephone. A
swivel chair stood behind the desk.

Alhaji Gabatari sat at the desk and this was the office in which he
received guests, he was clerk, secretary, manager and director of this
company of his which, apart from contract work, conducted its trade
entirely on the black market. (trans. from Katsina 1982: 1)

Unusually again for Hausa narratives, there is a picture of the physical
appearance of the man himself, marking him out as a physical type, a ‘fat cat’
careful of his appearance, but, most significantly, not an outsider: not the
fair skin of someone of Fulani descent, nor Syrian trader, nor southerner.
Clearly, ‘one of us’, but, as the book goes on to show, no longer really ‘one
of us’:

Alhaji Gabatari was a man of medium build, so dark-skinned that his
skin seemed to glisten; his eyes and nose were of considerable size as
was his mouth. Although a smoker he took great care of his teeth and
they shone as a result. He was a young man of 37 but his opulence had
brought him the beginnings of a substantial paunch. (trans. from
Katsina 1982: 2)

Within a description of the town and its people, Alhaji Gabatari is such
that he is seen as representing the new affluent class: buying up property
close to the main roads thereby relegating the ordinary people more and
more to the overcrowded back streets or into dormitory suburbs:

Then he got into his car and headed for home. The house was at some
distance in the old part of the town within the old walls of Karaini. And
it was not at all like his office in the new part of the town. Although the
town had long since filled to overflowing, people were reluctant to
move outside because they seldom wanted to move to where they had
no relatives who could help in time of need. The town was surrounded
by a wall which had started to crumble and in fact in some places
buildings had been put up on top of it. But in other places the wall was
still high. There were places where the wall had been made into part of
a building. The town had nine gates, some new and some that had
been there for a very long time. But not one of them still had the origi-
nal doors. Through each gate went a major road that led into the town
and these roads nearly all joined up inside. They had all been made
after the arrival in the country of the Europeans. Apart from these
there were very few other large roads inside the town. Like in the old
Hausa cities the original streets of this town were narrow. Often they
were covered with refuse and thick with mud. Some were clean, where
people had directed the drainage out at the back of the house. The
majority of the houses were made of earth, and the spouts of the roof
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drains kept the streets looking good. Some houses were single storey,
here and there was a two-storey house. Some had been finished off
with a coat of cement on top of the earth construction. Others had seen
no cement at all. Modern times had seen the beginnings of building
with breeze blocks. Dotted around were such houses belonging to the
well-to-do, the ‘nice clothes and a pillow for the head’ people. As you
walk along the streets of the town you constantly come across people in
cars, on motorbikes, on bicycles, and on foot, and you see people sell-
ing things on the side of the road like groundnuts and boiled cassava.
And there are shops and stalls everywhere.

At one spot students are learning to read the Koran; at another
there are mechanics. And there are hotels where you can eat and places
selling food. Alhaji Gabatari was lucky that his house stood on a wide
street. His car could get right up to the door of his house so he did not
need to go asking other people for a place to leave his car. Although
there were streets in the town they generally had no names, only the
quarters of the town had names, though just recently names of streets
had started to be written up. The quarter where Alhaji lived was called
Fanyawa. It was a quarter filled with ordinary people; however,
because of the major road that ran through it the more affluent had
started to take over. They were for ever buying the best places from the
ordinary people thereby relegating them to the overcrowded lanes and
congested quarters. Money talks.

The road on which Alhaji’s house was situated ran from north to
south. It faced east. It was a large house with two storeys. There was a
patio outside the main door with flowers planted around and two
papaya trees with an open space beyond. To the left was a door leading
through to his wives’ rooms and beyond that the garage doors. (trans.
from Katsina 1982: 9-10)

While his appearance and his cars mark him out visually, it is his behaviour
that confirms his estrangement from the expected norms of social inter-
action. The contravention of norms of social interaction is most pointed
when Alhaji is involved in dealings, not with underlings, but with people to
whom normal politeness would be appropriate in circumstances where they
have nothing to gain from Alhaji nor he from them, such as neighbours:

Alhaji entered through the glass doors into his main reception room.
A number of well-built men sat around the front door. They did
nothing but eat and cause trouble for people who came to the house,
particularly those who had incurred Alhaji’s displeasure. It was diffi-
cult for someone to come to Alhaji’s house without being in some way
belittled; unless he came with his own army. Whenever Alhaji travelled
in his car he wound up the windows and turned on the air-conditioner.
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He payed no attention to the people on the street and wouldn’t dream
of lifting a hand in greeting. As far as he was concerned since he
needed nothing from anybody why should he waste his time with
greetings? (trans. from Katsina 1982: 10-11)

The key to the story of Turmin Danya is of course Alhaji Gabatari’s con-
trol over commercial activity in the town. As a fixer he is unparalleled and
wealth flows from the control of contraband, Karaini being a town close to
the border. In the following passage it is clear that a distinction is to be drawn
between wealth in cash that typifies the nouveau riche, the entrepreneurs,
and wealth in property and land that marks out the old élite. That old élite,
undifferentiated in terms of aristocracy or old merchant class, is followed by
specific reference to the aristocracy where Gabatari’s money now gives him
an entrée. To complete the picture, his influence based upon money extends
to the judiciary as well. But, and here we return to the authorial position, in
the end he is a bitter pill to swallow in the new social firmament:

When it came to this kind of dealing Alhaji Gabatari was way ahead of
everyone in Karaini, and in fact ahead of everyone in Tambuki and all
the towns that used Karaini as a route for their imports and exports.
Alhaji was the ladder on which you stepped to gain access to the cus-
toms men and reach an arrangement with them so that the goods
passed without hindrance. Any plan in which he was not included was
as good as ruined. The goods might be lost and sometimes even people
caught. The people of Tambuki had often tried to get round him but
their plans had always come to naught. He was like the rope that held
a parcel together, without it it would all fall apart. For this reason he
had become enormously wealthy and if measured in cash terms rather
than land and property then he had already overtaken everyone in
Karaini. The aristocracy had become his friends, a gathering was not
complete without him and if the law caught up with someone then it
was through him that the matter could be forgotten. When he stirred
the bowl everyone drank however unpleasant the taste. (trans. from
Katsina 1982: 7)

Corruption is the name of the game for both Alhaji and all those he deals
with and the author spells out for the reader precisely how it works in its
charming simplicity:

Alhaji’s tea arrived and he drank his fill. He began to feel sleepy but he
had things to do. Tenders had been invited on a new contract so he
had no time for a nap. Out of his bag he took a bottle of icD [codeine]
pills and swallowed two to give himself a lift. That was how he always
was, he always took two, sometimes even four. He called them ‘chalk’
so people would not call him a drug-taker. That was what others called
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them too. If he said, ‘Bansuwai go and fetch me some chalk’, then he
knew what he meant. After swallowing the pills he made for the office
taking tenders for the contract to build four office blocks. The contrac-
tors had to submit estimates of cost and whoever came nearest to the
amount allocated or was the lowest offer got the job. He went straight
to the chairman of the committee as soon as he arrived.

‘I hear you are inviting tenders.’

“That’s right. Are you wanting the job?’

‘Of course.’

‘Ah well, we do like to see your sort applying, who can do the job.
We are not too keen on the small men who are always looking for more
money.’

‘We are aware of the help you do give us. Had it been anyone else I
would not have bothered to come.’

‘Have you written in?’

‘I will do so.’

‘You must.’

Alhaji put his hand in his pocket and took out a thousand naira for
the chairman.

‘Something to buy the kids chocolate with.’

‘It is no trouble. Don’t worry yourself please.’

‘No, honestly, it’s nothing. We trust each other, that’s what brings
us together, and that is why I give you this, for no other reason.’

The chairman took it.

“Thank you. Stop by the secretary and he will show you the estimate
we made for the contract.’

“Thank you!’

According to the rules of tender, the ministry makes an estimate of
costs and under no circumstances are any of the contractors to see it
before the tenders are in ... Alhaji pulled his chair close up to the
secretary’s desk and said,

‘Long time no see.’

‘You are the one doing the boycotting. Unless there is a tender out
we never see you. We are very cross with you.’

‘Don’t be cross.’

‘Alright. Did you see the chairman?’

‘T’ve come straight from his office. We were talking about the con-
tract on offer.’

‘Do you want to know how much we estimated for the job?’

“That would be good. If you don’t see the estimate then you are
wasting your time.’

The secretary said he had put a copy aside for Alhaji in any case.
(trans. from Katsina 1982: 35-8)
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In this novel the author addresses the reader directly with comments
upon the morality of the story as it develops. Such direct didactic comment
is very typical of the tradition of poetry-writing in Hausa. The author, famil-
iar with English-language novels, has expressed the view that he would like
to expunge such direct comment from the text, feeling that it is not appro-
priate for the novel form (S. I. Katsina personal communication). In Turmin
Danya, an example of such comment is seen where the author remarks that
the crooked entrepreneur is equivalent to the smuggler and they are equally
criminal and corrupting, with the proviso, however, that not every entrepre-
neur is a crook:

Apart from smugglers there’s no one who cares less than contractors.
Some of them, like Alhaji Gabatari, do both. Money by any means.
They try any possible way to make money. The only thing they do with
money is to carry on their evil ways, trying to corrupt those who have
not yet succumbed to their style of doing things. Not every contractor
is a crook but every smuggler does damage to his country and to his
people. How can you say which does more damage to his country, the
smuggler or the contractor? (trans. from Katsina 1982: 65)

Turmin Danya establishes the salient characteristics of the new entre-
preneurial class through the picture drawn of Alhaji Gabatari, a new ‘reality’
for modern Nigerians far removed from the jinn-fighting joker or the
epitome of moral uprightness of earlier novels. And again, Alhaji Gabatari’s
domination of society is not an inevitability to which people have to resign
themselves. Isolated and ineffective at first are pockets of resistance to the
web of control spun by Alhaji, but in the end those who hold out form part
of the larger force unleashed by central government that sweeps away Alhaji
and his ilk. The symbolic importance of the few figures in the story who
stand against Alhaji cannot be underestimated. It is there that Sulaiman
Ibrahim Katsina reveals his agenda for the renewal of Hausa society, but
even there he comes up against the reality of individual powerlessness in the
face of concerted corruption. It might be suggested that the 2uthor’s fantasy
lies in the notion that central government will be the agent of reform. Listen
to one of the few voices in the story that resist:

Alhaji travelled on until he reached the border. He got out, greeted the
customs officers who were standing around and went in to see the
senior officers. The more junior officers were overjoyed because they
knew Alhaji would slip them money, so none of them wanted to go far
in case they missed him when he reappeared. All except one — Muktari
Mamman. One of them said, “Things have really dried up recently.
Nobody has been trying to bring stuff through. And I’ve got extra
mouths to feed at the moment.” Another said, ‘Yes, it’s the same for
me. Muktari won’t take anything out of fear of Allah. Any old gristle is
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good enough for me.’

... Muktari said, ‘What you don’t understand is that if Allah has
determined that you will be rich you will be rich without taking bribes.
So there is no reason to take money.’

Muktari Mamman was angry and upset. Crimes were being com-
mitted, goods were passing through without customs duty being paid,
and there was nowhere he could take his complaint. The criminals
enjoyed a lot more respect than he did. Thinking about it he decided to
hold on and consider a way to counteract it all. Or he might just have
to wait until Allah provided some remedy. Too much haste would be a
mistake. It was possible that he might be got rid of before he had a
chance to change things. (trans. from Katsina 1982: 58-9)

In the end Alhaji Gabatari is defeated through the deus ex machina of
central government acting on information provided by the local resistance in
the form of Muktari. Within the framework of the story, however, he has
built up enemies among rivals and among disaffected clients such that his
world has begun to come apart even before his arrest and execution. One of
the more intriguing aspects of this novel, that has not been addressed here,
is the relationship between Alhaji, his go-between, Bawale, and his favoured
girlfriend, Bebi, who eventually takes him for a lot of money; control in the
personal world of sex and clientage also slips from his grasp. The determina-
tion by the girlfriend and go-between to go it alone and dump Alhaji never
reaches testing-point because Alhaji is removed by others from the scene,
leaving them to enjoy the spoils of a different kind of war.

This novel sees the presentation to a Hausa-reading audience of a new
phenomenon in Nigerian society: the rapacious entrepreneur of the boom
years of the 1970s and 1980s. As Karshen Alewa Kasa and Zabi Naka
present the social phenomenon of ex-soldiers and their post-war activities in
Nigeria, admittedly from differing perspectives, so Turmin Danya draws a
graphic representation of another new social phenomenon of the 1980s. The
social realism and the ideological commitment evident in the didactic autho-
rial tone of Turmin Danya make it very different from the style of writing that
had traditionally been so typical of Hausa imaginative prose.

Tura Ta Kai Bango

Perhaps the most radical departure of recent years is represented by the
third book by Sulaiman Ibrahim Katsina, published by the NNPC in 1983,
Tura Ta Kai Bango ‘Pushed to the Limit’. This story is a thinly disguised
picture of a village near a northern Nigerian town, such as Katsina, during
the lead-up to the 1979 election in Nigeria. Two young local men, Hassan
Waurjanjan and his friend, Dawai, determine to set up a branch of the party
opposed to the dominant conservative party in their area. Local business
men, in alliance with the traditional ruler and his people, have the place
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seemingly under their control. When they discover that an opposition group
is forming they bring all sorts of pressure to bear on friends, relatives and
associates of the ‘traitors’. Blackmail and beating are all part of the process.
Nevertheless, popular support begins to grow and when it comes to the
election, the story describes in detail a series of ingenious fiddles and
electoral malpractices, from spoiling votes to switching ballot boxes to kid-
napping scrutineers. The victorious conservatives proceed to hound and
persecute the remnants of the opposition mercilessly. When finally the next
election comes, however, the opposition are prepared for all eventualities.
The people rise up and, through vigilance and force of numbers, prevent
malpractice. The conservatives are swept from power and Hassan and
Dawai, now in positions of power, dedicate themselves to helping their
fellow Nigerians. While the National Party of Nigeria (NPN) are clearly the
conservatives, the opposition remains unspecific as between the various par-
ties, People’s Redemption Party (prP) or Greater Nigerian People’s Party
(oNpp) which had inherited, to varying extents in different places, the mantle
of the old northern opposition, the Northern Elements Progressive Union
(NEpU) of the 1950s and 1960s. Where the business man, Gabatari, had
represented corrupt, oppressive forces in Turmin Danya, in this story Alhaji
Kaukai performs the same function:

Alhaji was nearly 47 years old. He was tall and fat with pale skin, a big
stomach and several chins. He was the type of man who wanted every-
one to think he was a kind man. He therefore went overboard in order
to give the appearance of kindness. This was the manner in which he
welcomed Hassan, and invited him to be seated on the mat; he
motioned to a plaited palm leaf of many colours. Cushions were put
out in case visitors wished to recline on their elbows. He said to
Hassan, ‘Now, Hassan, you are in town every day and yet I never see
you. Have I done something to offend you?’

‘No, nothing. You know how school can take up all my time in the
mornings. And then there is looking after the farm and clearing the
land.’

‘Since you do so much work on the farm perhaps I can give you 100
naira or so to help a little.’

‘I would be very grateful.’

‘The Conservative Party had a meeting recently. Were you there?’

‘Yes, I was there right to the end.’ )

‘I’ve been hearing rumours that maybe you and certain others are
planning to introduce that other wretched party to Koramu, here
where we live. When I heard this I said no, it couldn’t be you. How
could you, a Koranic student, an important man, do such an immoral
thing?’
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Alhaji listened attentively for Hassan’s response.

‘What you heard is true. The Conservatives have no policies aimed
at helping the common people. They only speak of protecting the
aristocracy and the rich, the commoners are simply abandoned.’

‘You don’t understand the aims of our party. The rich and the
aristocracy are the eyes of the common people. Where would you be
without us?’

‘No, Alhaji, the commoners are the mainstay of the rich and the
aristocracy. Without them who would the rulers rule? And who would
produce their wealth?’

‘Now we won’t argue, Hassan. You are like a brother to me, so I
won’t try to make you do something you refuse to do, but what I want
you to do is join our party so that we can together push for progress in
this town.’

‘Progress for this town or progress for some people in this town? Our
support will go to the party that represents the common people. I only
wish you would come and join us, so we could go forward together.’

‘I advise you to go and listen to your conscience and abandon this
evil. I don’t want to see you with the weight of such evil actions hang-
ing over you.’

‘Alhaji, if you have finished with me, I must be going.’

‘Listen to us, Hassan. Look, here is the 100 naria I promised you.’

‘You hold on to your 100 naira. If you think I am going to sell my
freedom and dignity, you are mistaken. I was born a free man, and I
shall die as a free man, not a slave, God willing.’

With that he departed, leaving Alhaji biting his nails and plotting his
next step. (trans. from Katsina 1983: 38-9)%

In contrast with the early Hausa novels, the women portrayed in Tura Ta
Kai Bango and Turmin Danya have some independence of mind, and consti-
tute important characters within the story. In Tura Ta Kai Bango, it is Alhaji
Kaukai’s wives who are organising support among the women of Koramu,
inviting them to lavish parties and social gatherings. Hassan’s wife Hadiza,
in consequence has considerable difficulty in countering the ‘propaganda’
put about among women by these conservative women:

When Hadiza went to Malam Garba’s house to show his wife, Gala,
where to put her mark on polling day, Gala said, ‘But will your party
hand out money if it is elected?’

‘No party has said it will hand out money if it is elected.’

‘What about this money sign here in this man’s hand [on the Con-
servative Party logo]. Is that, or is that not, money?’

‘It’s money alright. But they aren’t really saying they’ll hand out
money if they are elected; where would they find the money to give
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some to everyone in this country? They say it is their intention to make
everyone rich as soon as they are elected. But how? That’s something
they don’t say. They print pictures with money on them because they
don’t give a damn about us. They know that as soon as we see the
prospect of money then we are hooked. At the end of the day they will
give us nothing.’

‘Are you sure? You mean there will be no handouts at all?’

‘Who to? These capitalists simply fill their own pockets.’

‘Who are these capitalists?’

“Those who exploit us, for them money is all that is of value. People
mean nothing to them. Look at the wealthy people in this town, forever
enjoying themselves. Any ordinary person who stands up to them
always ends up in trouble.’

“‘You mean like when Alhaji Kaukai had the Sumaye boy impris-
oned when he claimed his inheritance of farmland on his father’s
death, and Alhaji claimed he had rights over it?’

“Yes, precisely those kinds of evil tricks; the damage they do knows
no bounds. That is why our party must win the forthcoming election.
We all know that Allah created both the emir and the rat in the emir’s
house. One person’s footstep is good enough for any other. When our
party is elected we intend to break the chains of misery and slavery that
have bound the common people.’ (trans. from Katsina 1983: 69-70)

The moral didacticism of earlier work is here translated into direct political
radicalism in a way which was entirely new to imaginative prose-writing.
Nevertheless, radical writing in Hausa was burgeoning with the rise of the
PRP and other political movements. Emanating, to some extent, from
northern higher-education institutions, political tracts and radical journal-
ism circulated widely during the early 1980s when this story was being
written.*

PUBLISHING IN HAUSA AND RECENT DEVELOPMENTS!:
LOVE STORIES

Chapter 1 indicated that the oil boom of the 1980s saw spectacular growth
in publishing in Hausa. The government introduction of Universal Primary
Education in 1979 combined with cash both in the pockets of ordinary
people as well as in the hands of Education Ministry officials charged with
purchasing school books in bulk meant that international publishers saw
opportunities in Nigeria, taking them sometimes into partnership with local
publishers and sometimes going on their own. Thus Thomas Nelson, Evans
Brothers and Longman, joined the longer established Oxford University
Press and Macmillan. For Hausa this meant a burgeoning list of titles, many
intended specifically for the school market, expanding on the long-established
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list belonging to NNPC in its partnership with Macmillan. Equally swiftly,
when the value of the naira dropped and the economy faltered, these multi-
national companies retrenched and cut back on their programmes or
handed them on to their Nigerian partners. Other Nigerian companies —
Triumph Publishers, Hudahuda Press (linked with Hodder and Stough-
ton), and University Press (previously our) — continued to publish in Hausa
but more sporadically. By 1989, the successor to the Gaskiya Corporation,
the NNPc, had practically ceased publishing, beset by internal political
wrangles and a harsh economic climate.*

The fact that such publishers have cut back drastically does not necessar-
ily mean that publishing in Hausa has thereby ceased. The production of
writing in Hausa has taken place over the years in a number of more or less
discrete spheres and in different ways. Technological and social factors have
affected the production of both prose and poetry so that the formal proc-
esses of Western-style publishing are not the only channels that have been
exploited.

During the nineteenth and early twentieth centuries, as was intimated in
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