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1. The Mada people: Location, Origin and Classification

1.1 Location and Name

The Mada people live primarily in the region between Anjida and Akwanga on and around the road leading from Fadan Karshe to Akwanga in Nassarawa State, Central Nigeria. Their numbers are hard to estimate but probably now exceed 50,000.  Earlier literature refers to the Mada as ‘Yidda’ (e.g. Temple 1922:260) but no such term is used today. In colonial times a distinction was made between ‘Hill Mada’ and ‘Plains Mada’. The ‘Hill Mada’ were however, part of the Eggon people and not related to the Mada proper. These terms have now been dropped and today’s Mada now refers to the ‘Plains Mada’ of earlier sources. Mada was classified as part of the Plateau language group by Greenberg (1963). Williamson (1971), Hansford et al. (1976), Gerhardt (1989) and Crozier and Blench (1992) have all followed this view. Mada was put together with Ninzam, Ayu, Che, Ninkyop and some other languages as part of Plateau IV or Ninzic. 

1.2 Mada society

Little or nothing has been published about Mada society and what is available is very old. Temple (1922:260) has some short paragraphs although these also refer to the ‘hill Mada’. Ames (1934:258) mentions Mada in the context of Wamba district. Historically, Mada lived in dispersed villages, with little or no central authority, and these villages were often at war with one another. They were extensively victimised in the era of save-raiding, with the consequence that some groups became Islamised. The majority of the population either adhere to traditional religion or have become Christians. The Mada are divided into two major clans, the Karshana and the Tatra, and marry between the clans.

Mada people are basically farmers, and their major crops are maize, sorghum, millet, beans and yams. They depend on the oil-palm and grown extensive banana plots. Much of their musical life is organised around the agricultural year, with certain instruments only played at certain periods. Initiation for boys still plays an important role in Mada society and the Rínnzē festival, when the major masquerades appear, is probably the single most important musical event in Mada society. 
2. The Sound System of Mada and its Orthography

The principal modern work on the Mada language is Price (1989)
. This work covers the phonology and orthography of Mada spoken in Rija, a village central to Mada country and the dialect chosen for New Testament translation. Mada has an extensive dialect network and there is quite high level of variation from village to village.  Price (1989) gives a valuable comparative wordlist in different dialects, which shows that at least some of them have markedly different phonology from Rija Mada and probably have been influenced by Eggon. The following dialects are recognised; Rija, Gbugyar, Anjagwa, Ancho, Buhar, Akwanga, Ungwar Zaria. Of these, Akwanga and Ungwar Zaria are markedly different from the others. Nonetheless all dialects are easily mutually intelligible and Mada speakers are used to adjusting to different lects. The present document is based on the language and music of Rija, Sər Rija and Ngga Wuza, which are important centres of Mada culture.

The Mada language has been written in some form since the 1980s and the musical terms in this paper are written using the current orthographic system. This section therefore explains the basis of the writing system.

2.1 Sound system

Mada has twenty-two consonant phonemes:

	
	Labial
	Labio-
dental
	Alveolar
	Velar 
	Labio-
velar 

	Plosives vls
	p
	
	t
	k
	kp

	               vd
	b
	
	d
	g
	gb

	Fricatives vls
	
	f
	s
	
	

	                  vd
	
	v
	z
	
	

	Affricates vls
	
	
	ts
	
	

	                  vd
	
	
	dz
	
	

	Nasals
	m
	
	n
	ŋ
	

	Laterals
	
	
	l
	
	

	Vibrants
	
	
	r
	
	

	Approximants vls
	
	
	
	
	ã

	Approximants vd
	
	
	y
	
	w


The voiceless approximant, /ã / is written ‘hy’ in the orthography but always sounds labialised. It is often written hyw in other Plateau languages, but there is no contrast with /hy/ so it is redundant.

There are eight vowel phonemes:

	
	Front
	Central
	Back

	Close
	i
	
	u

	Close-Mid
	e
	ə
	o

	Open-Mid
	ε
	
	�

	Open
	
	a
	


but five corresponding nasalised vowels;

	
	Front
	Central
	Back

	Close
	ĩ
	
	ũ

	Open-Mid
	ε
	
	�

	Open
	
	ã
	


In the original orthography of 1985, the symbol ñ was adopted to mark nasalisation following a vowel, but this has been simplified to n. Thus ã is written ‘an’.

Mada has three level tones and a rising and falling tone. Tones are marked as follows: 

high tone is unmarked

/ˉ/ mid tone is shown by a macron

/`/ for a low tone 

/ˆ/ for a falling tone 

/(/ for a rising tone. 

The rising tone is uncommon compared with the other times. Mada is highly tonal and many lexical and grammatical distinctions are made only by tone. The orthography therefore marks tone on all syllables.

2.2 Letters of the Mada alphabet

The alphabet is phonemic and is made up of 34 letters. These are arranged as follows:

a, b,  c,   e, E,  ə,  d,  f,  g,  gb, h, hw,  i,  j,  k,  kp,  l,  m,  n,  ng,   ny,   o,  �, p,   r,  s,   sh,   t,   u,  v,  w,  y,   z,  zh.

These correspond to the IPA symbols used in the phonology via the following conventions;

	Written
	IPA
	Rule, if any

	ng
	N
	

	c
	tsy
	

	j
	dzy
	

	sh
	sy
	

	zh
	Z
	

	ny
	Ny
	

	h
	ã
	before o � u

	hw
	ã
	elsewhere


3. Mada music

3.1 Musical forms

Mada music
 can roughly be divided into three types; songs for personal amusement, rejoicing songs and ritual music. Typically, individuals may play certain instruments along for their own entertainment, such as the musical bow, kànggǔ, and the transverse clarinet, kùkùkpur. Songs and dances of rejoicing are for marriages (e.g. nz�#n) and general entertainment for young people (bwər). Ritual music is first and foremost the music that accompanies funerals, glǒkyū,  the initiation cycle, Rínnzē, and also the appearance of the masquerades, njwě.

Mada music is predominantly pentatonic, and the panpipes generally illustrate the typical scale found in songs. Although the panpipe music is highly polyphonic, almost all other musical forms are monodic although accompanied by complex rhythmic patterns. The underlying motif of Mada music is the call and response pattern. Almost all instrumental forms are divided into ‘call’ and ‘response’. The response is usually an ostinato-like fragment repeated over and over again, while the ‘call’ is semi-improvised and may change form verse to verse. As a consequence, instruments are often found in pairs, or else the pairing is within single instrument, as in the case of the panpipes.
3.2 Musical instruments

The Mada have numerous musical instruments which are in general similar to most neighbouring peoples in this area. The most surprising instrument they have is probably the pan-pipe, which is uncommon in Africa as a whole, although recorded from Nigeria and Cameroun. The musical instruments are classified here using the Sachs-Hornbostel system. The name of each musical instrument is given in bold, together with its plural, since this is often marked only by a change of tone. ‘ —’ indicates that a word has no plural.
Mada life is still strongly dominated by a complex ceremonial cycle and in particular some instruments are associated with masquerades and therefore could not be filmed for this presentation. The most important of these is the kùcūn voice-disguiser which only is heard on the occasion of the Rínnzē. 

Instruments are also quite seasonal and some could not be filmed because they are only prepared on the spot in a certain month of the year. The most important of these is the kùkùkpur, a transverse clarinet, made from freshly harvested sorghum stalks. The kpəkpalə#gà rattle is only used when the sword-bean is mature at the end of the wet season.
Mada musical instruments are predominantly played by men; only the kpəkpalə#gà rattle and the sūswE&  ankle rattles are used by women. Women’s role in music is principally singing and dancing.
3.2.1 Idiophones

lə$lǎ pl. — An iron clapper-bell played during the dance, nz�#n. 

shə# pl. shə A very large flat iron clapperless bell beaten in pairs during the funeral dance, glǒkyū. The bell is held against the chest and the mouth is damped by moving the open end close to and then away from the chest. This is an iron bell similar to the Hausa kuge, beaten with a short stick which provides the rhythm to accompany the drum gə$nggān. The shə# is about 30cm. tall and 20 cm. wide.
məÜnggla pl. mənggla An iron clapper consisting of an iron ring looped around the wrist and struck with an iron clapper, played by men for the festive dance nz�#n. 

kpəkpalə#gà pl. — A rattle made from the dried pod of the sword-bean, Canavalia ensiformis. The large pods are used by women as rattles to accompany songs for pleasure and personal amusement. The kpəkpalə#gà is usually about 60 cm. in length.
sūswE& pl. — Ankle rattles made from tree seeds on strings. Both sexes put them on for the funeral dance glǒkyū. 

3.2.2 Membranophones

cìnjǐ pl. cinji An hourglass drum played for funeral dances, glǒkyū. A drum open at the base with an hourglass-shaped body, but played with the hands rather than a curved stick. The drum has strings stretching between the two heads and when it is held under the arm, the strings can be squeezed, thereby changing the pitch of the head of the drum.  In Mada, the player of the cìnjǐ uses the drum to praise the name of the dead person. The cìnjǐ is about a 50 cm. tall and the head is only 25cm. wide. The skin of the drum is traditionally made from a monitor lizard, although these are increasingly hard to come by. The examples seen were all in disrepair, and it is said that they are no longer popular for glǒkyū. The cìnjǐ is used in a pair with the tànjǔ. 
tànjǔ pl. tanju A tall hourglass drum played for funeral dances, glǒkyū. A drum open at the base with an hourglass-shaped body, but played with the hands rather than a curved stick. The drum has strings stretching between the two heads and when it is held under the arm, the strings can be squeezed, thereby changing the pitch of the head of the drum. The tànjǔ is about a metre tall but the head is only 15cm. wide. The skin of the drum is traditionally made from a monitor lizard, although these are increasingly rare. The examples seen were all in disrepair, and it is said that they are no longer popular for glǒkyū. The tànjǔ is used in a pair with the cìnjǐ.
kələnggu pl. —. The Hausa hourglass drum, played with a curved stick, recently borrowed from the neighbouring Ninzo people and accompanies an entertainment dance, rawan baya, also borrowed.

gə$nggān pl. gə#nggān (also kə$nggān) A cylindrical drum with two heads slung from the shoulder beaten with hooked stick. The left hand is used to damp the head between drum strokes. The gə$nggān is played for festive occasions such as bwər, and also for the initiation cycle, Rínnzē. The drum resembles closely the Hausa ganga, as does the name, although it seems unlikely it was borrowed. The gə$nggān comes in three sizes. The largest size, generally made from wood, is played for the panpipe dance. The two smaller sizes are played as a pair to accompany the bwər dance, now often associated with Christmas. These are now often made from old oil-drums or metal tins. They are played in at least two styles, Ganà (now considered a bit out-of-date) and Mbāyà now fashionable.
kə$nggān pl. kə#nggān is another name for gə$nggān
3.2.3 Chordophones

gə$ntē pl. gənte A raft-zither made from grass-stems bound together and the strings are made from the raised up outer skin of the stem. It is usually made from the grass gə$ntsù, Pennisetum pedicellatum, and has seeds inside the hollow internodes that rattle during playing. The Mada raft-zither has eleven strings, as do most of the raft-zithers in this region. Very often it is attached to a spherical gourd resonator to increase the sound. The high pitched strings are called mpərεŋ and the low-pitched (an octave lower) gigyər. The raft-zither is strictly played by men only and is used for songs of entertainment, often when drinking palm-wine. The gə$ntē are often made in two sizes, one larger than the other and played in pairs to accompany songs. Very often a four-part group is assembled, with one singer taking the lead and the other repeating and ostinato-like chorus. A typical song is a lament: ‘the rain is falling, yet my hoe is broken, I cannot go to farm and my family will have nothing to eat’.
kànggǔ pl. kanggu A mouth-bow played by men to express sadness. The bow is made from a bowed stick, with a string of vegetable fibre stretched between the extremities of the bow. The player stretches the string between the lips and places either the finger or a small round stick against the string to shorten its effective sounding length. The other hand holds a  long thin stick which is beaten against the string in a rhythmic pattern. The player can change the fundamental of the string using the short stick and also change the sounding harmonics by altering the shape of the mouth cavity after the manner of a Jews’ harp. The mouth-bow is also played only by men and not combined with other instruments. It is strongly associated with sadness or the death of a community member and can be seen played at funerals.

3.2.2 Aerophones

kùcūn pl. kucun A voice-disguiser or mirliton, made from a dried fruit-shell of kpànjǔn, Oncoba spinosa, and played by masquerades or men only during the Rínnzē festival. The fruit-shell is ca. 4 cm. across and has a hole in the side covered by a membrane made from a spider web, giving the kùcūn an eerie buzzing tone. It is not permitted to show the kùcūn to women.
kùkùkpur pl. kukukpur A transverse clarinet made from guinea-corn stalk. The clarinet is made from a single internode and is open at the far end. A single-beating reed is cut into the near end and the player blows across the instrument, changing the pitch by closing and opening the far end with the thumb. The kùkùkpur is played by young men at harvest-time and often used to praise the names of girls. Always played alone.

mgbəÜ pl. —.  A panpipe with four pipes representing the common pentatonic scale of the Mada. Used for festive occasions and also now in performances at cultural festivals. The mgbəÜ is played by men in large sets of up to twenty instruments together with the gə$nggān drum. The longest pipe is ca. 30 cm. and the other ca. 20, 15 and 10 cm. The pipes are made from a thick reed cut in the bush that resembles bamboo. The pipes are divided between the ‘mother’ (gyə&r) and the ‘children’ (nywεn). The longest pipe is the ‘mother’ and gives the ‘call’, while the other three pipes give the response. The peoples of Zangon Kataf use similar instruments, except that the pipes are held loosely in the hand and not bound together.

gb�#nki pl. —. A side-blown horn made from a cowhorn, played by men for festive occasions. The gb�#nki is about 40 cm. long. 
mpl�#n pl. mpl�n A side-blown horn made from a reedbuck horn, played together with the panpipes for festive occasions. cf. də$nggàn. The mpl�#n is ca. 35 cm. in length.
də$nggàn pl. —.  A side-blown horn with an extension made from a tubular gourd from reedbuck played together with the panpipes for festive occasions. cf. mpl�#n. The də$nggàn can be up to 1m. long.
3.3 Dances

The majority of Mada musical forms are dances and the verb glo ‘to dance’ could also be translated as ‘to make music’. Mada also has a noun  sEn pl. mə$sE#n ‘song’ and a verb dō,  ‘to sing’. The main dances are; 

bwər Any dance of rejoicing such as for a marriage or a naming ceremony, or for young people. bwər is accompanied by the gə$nggān barrel-drum and the shə# iron clapperless bell. The nggE& ornamental axe is held up during the dance.

glǒkyū The funeral dance accompanied by the cìnjǐ hourglass drum and by pairs of shə# iron clapperless bells. Those attending wear the sūswE& ankle rattles. The masquerades njwě hwākī and njwě shīshā appear during glǒkyū. The performance is preceded by an ‘alarm’ call, notifying the people of the death.
mgbəÜ . The name of the dance using the panpipes. The panpipes are also accompanied by the large gə$nggān barrel-drum. The players usually wear elaborate decorations of woven palm-leaves hung around both the neck and the waist.
nz�#n A festive dance that involves shaking the back, performed at weddings. The məÜnggla iron clapper and the lə$lǎ clapper-bell are used together with the gə$nggān. 
The initiation cycle, Rínnzē, which takes place once every five years is also the occasion for the appearances of the masquerades Rínnzē and Lə$ndūr. The ocarina kùcūn, is used as the voice of the masquerade.

4. Conclusion

The Mada people do not live near a large town and reside predominantly in small, dispersed villages. Only a small percentage of their population have decamped to the towns. Both radio and television reception are poor or non-existent. As a result, the forces that are pressing on the music of the Eten are less influential at present among the Mada. Even so, the pattern is for the small, personal instruments to gradually disappear as their players get older. The kànggǔ musical bow and the kùkùkpur transverse clarinet now have few players and will probably be gone completely in two decades. At the same time, as Christianity, and to a lesser extent, Islam, spread among the Mada, there will be more pressure for the masquerade culture that has previously underlined the social order to become less important and the music that accompanies it to disappear. As among the Eten, texts adapted from Christian songs are likely to drive out more traditional song-texts. 
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� I would like to acknowledge the assistance of Barau Kato in introducing me to the music of the Mada and for introducing me to the musicians who play on the segments of film accompanying this document. Thanks also to Norman and Barbara Price who originally introduced me to the Mada and their language. My particular thanks to the villagers of Rija Sarki, Ngga Wuza and Sər Rija who took time off their farming activities to demonstrate the playing of specific instrument types. Danjuma Bakutan, John Kato and Damina Danda were particularly helpful in demonstrating different styles.





