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and | other African traditional
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ry, religious and folkloric traditions without emphas;
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cific ones. ‘
& : iew the extent and ley ts
FTs paper thus adopts the Fabulous theatre in order to view s
“appli icability to an African text and how the Fabulous concept can be an alternative to eﬂw
analysis of an African drama text imbued with cultural symbols and totems. -

Brief Synopsis of Abubakars’ Next Time ; ;s :
Brief sil!l)ull:star’s Next Time like other African texts exposes different SOC{etal Vices. st.ng the
fictional society called “Bode” Abubakar portrays the injustice, oppression and exploitation
which exist in different parts of the Nigerian society. “Bode” is a North-cel}tral part of the
country, as suggested by the character’s names which include Safu, Asunma, Bintu, Lasiele and

owever, the major

others, which has been stricken by drought and consequentlySpoverbak .

problem of the people are their leaders who engage in the corrupt practice of d§verting foreign

aid meant for the development of the town and the survival of the people to their OWn personal

use. Subsequently, the youths, led by Asunma (the prince), and the women, led by Safu (the
societal reformatiye

Queen of the community), revolt against this corrupt act to enhance a
process devoid of war and bloodshed. By bringing the youths and women together to fight
against injustice, the playwright displays the communal relationship which exists in an African

society.

Fabulous Interpretation of Abubakar’s Next Time
Through the protagonists of the play,

portrays the Fabulous theatre rejection of the Marxist form of class stratification; a distinction

Asunma, her betrothed, in his evolutionary and reformative struggle.
Asunma is, presumably, the son of the Amir; the leader of the community and a major

by the Amir’s messengers after she, the queen,
rather than terminate the pregnancy, the Queen presents Asunma as the Amir’s son.

The above shows that the economic or financial status of members of the society does not
determmc their social leanings, however, attitudes to injustice determines the class to which an
individual belongs as shown through Lasiele, Asunma and Safu. This view is emphasised in the
following conversations: g

Alarape: ....I have waited for this Opportunity for long. I am happy it is

coming from you, i

Asunma: Why? '
Alarape: [t js only possible to defeat a city with the cooperation
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d eventually join
, owing conversation: :

theigii?rjvﬂll';gg) Stop it. She (the queen) has undergone enough in her
oice:

~ Asunm C()(l:;?:rngt}laltjrltg By aiding and abetting oppression and feeding
a:

fat on the woes of others.
Voice: You are still 2 kid and no ¢

hild eats the pap withou.t soiling 1tsk i
hand. Not every struggle takes the form of arms. S;lan1 | v::lsn a;n:d
by the Amir’s messengers twenty-two years ago, she has P
steadfast on fighting back. The result of subtle battle is you (As

d your twin-sister, Bintu (p.39). - s ;
The queen is thereforeim an Zvolutionary figher against the injustice done to her and the. fathe{ of
her children, Aburumaku. Thus, unlike Titubi in Osofisan’s Morountodun who com'mlts a class
suicide, Asunmo merely continues the work left undone by his parents and fulfills his destiny as
an evolutionary. |

Also, the youth together with the queen also disarm the guards and cart away the relief

materials sent to them by the foreign agencies. The relief materials are diverted without

bloodshed by simply relying on local tactics (p.56). These acts are acts of evolution different
from war and bloodshed.

Asunma and Lasiele: ugh the following convers
Lasiele: But these are
Asunma: That’s
Lasiele: What?
Asunma: Qur he
Lasiele: Aren’t

not our making, but God’s.
another barrier.

liefs, of course,

S of, course (p.52).

'n:l?sa?on With Mape (p.13-14)
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) 1, leavmg out verses which caution agamst blmd ed
questxon is if Allah is pleased with following one’s parénts 1in thej
; as is now the motto in the palace (p.66).
The above is further emphasised by the playwright’s use of a play-within a-play. The play
depicts the Amir, the business tycoon, the Senator, the Chief Security Officer and the Party
Leader in a meeting where discussion on how to embezzle, exploit and perpetrate injustice is
being held. Asunma’s reaction left the Alufa bewildered and at a loss for words. This shows the
intellectual capability of individuals to question existing norms and also serves as an ‘eye

opener’ for the people.
The birth of a new child in a traditional African society usually signifies fertlhty il

progressive change. In Abubakar’s Next Time, child symbolism is adopted which is alsg ap
indication of fabulous theater’s recourse to traditional totems. In the play, the youths are the
major reformers. It is inferred that many of the adult male have left the town, thus leaving the
youths and women to cater for the family and fight against oppression and injustice (p.30). This
denotes that the future predicted in the past is at hand thus the need for the youths to fulfill their
destiny. This is further emphasised by the song “omo ni ere aye 0” (p.70) sung by the market

women.

Abubakar also employs folktales as panacea for societal problems as they impart morals
and wisdom to members of the society. Another play-within-a play enacted by Asunma and the
other youths is a folktale about the Snake and Fku-asinrin (Bush rat) (p.16-20). The folktale
depicts the oppression of the Eku-asinrin by the Snake and the eventual struggle and radical
revolution of the Eku-asinrin for its survival. The folktale is a metaphoric description of the
happenings in the society. The Snake and Eku-asinrin are both symbolic representations of the
oppressor and oppressed members of the society. This story educates the youth on the need to
struggle and fight against all forces of oppression regardless of size, position and status.

Next Time also advocates individual dynamism expanded through collective efforts as
against dogmatic followership. Thus, revolutionaries should always be guided by principles
which involve other people and not specific selfish ideals. The playwright presents this
perspective using the relationship between the youths and the hunter, an evolutionary guide to
the youths, as portrayed in the following dialogues:

Alabahun: (with respect). You admonish us from time to time but
you never give a lee way.
Hunter: Yes. To tell you what to do is a step towards brainwash and
brainwash leads to dogmatism. The world is dynamic such that
yester ideas become moribund. Your context and circumstance
should be the guiding principles for your future plans. General
principles...? Yes. Specific modes...? No (p.71). Fabulous theatre upholds
the African literary belief of the concept of tragedy. This concept disregards the Greek
perception of tragedy and views dire, deadly situations as needed sacrifices to be made in order
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The death of the Queen signals the end of a generation of ref
peginning of another represented by the youths. This is an indica
against societal injustice. .

Abubakar also adopts both the African supernatural and subhuman en
The supernatural is represented by the ghost of Aburumaku, the queen’s betrothed, also known
as the hunter. As a ghost, Aburumaku wanders between life and death because his purpose in life
has not been fulfilled (thus his reason for helping the people). This is a concept of the African
religion which indicates that supernatural forces have a responsibility to humans and vice versa.
Aburumaku, the Queen’s betrothed, who has been unjustly killed by the Amir, has a
responsibility 10 help the youths in their evolutionary struggle while the youths also help in
guiding him to a reunion with the Queen at the end of the play. The idea of the supernatural also
upholds the African belief in the (ransition from life to death which is usually regarded as the
fourth stage.

The sub-human is also depicted through the adoption of names of animals and flowers
which depict the various strengths and attributes of each of the characters and the actions they
Jater perform in the play. For instance the Queen adopts the name Yerepe, (Velvet bean). This is
a legume known for causing itchiness on contact with a person. The Queen uses this legume to
disarm the guards sent t0 divert the relief materials meant for the people. This is done without
any bloodshed. Alabahun is the common name for Tortoise and it is the name one of the youths
adopts to show his cleverness as he is the one that gives the idea of the folktale which heralds the
reformative struggle. Other names adopted by the youths include Ododo eye, Egbin, Labe-labe,
Olola, Adaba and Kukute. All of these are indicative of the roles performed by the youths.

Other aspects of the play that facilitate the adoption of the play as one that depicts
Fabulous theatre include the names of the characters, the songs and other elements mentioned
like the Dadakuada music and Wara (local cheese made from cows), in the play. The playwright
also makes use of riddles and witty sayings 0 contextualise the play as an African play.

Conclusion
The paper explored the concept of Fabulous theatre using Abubakar’s Next Time. In the

play, Abubakar adequately portrays the ills in the society which include exploitation, oppression,
corruption and injustice. Thus, as a dramatic theoretical concept, Fabulous theatre can be seen as
one of the ways in which African critics have responded to the inadequacies of European and
Western theories in the critical evaluation of African texts. The application of Fabulous theatre in
the critical evaluation of Abubakar’s Next Time shows the playwright’s adoption of different
African concepts in his exploration of societal issues. The paper thus concludes that the Fabulous

theatre is a viable theory in African criticism as it helps create an alternative theoretical model as

against revolutionary or materialist dialectics.
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Abstract o
Over the years, playwrights and critics have employed various theories to the representation and
interpretation of different societal ills in drama texts. These theories range from realism,
naturalism, social-realism and the epic theatre traditions, some of which sprung from such
theories like Expressionism, Formalism, Marxism and Feminism. While societal issues persist,
these interpretative models have continued to evolve. This paper employs the fabulous theatre
theory which incorporates various dramatic aesthetics in the evaluation of societal ills ag
portrayed in Abubakar’s play, Next Time. The analysis revealed the unending oppression,
injustice and inequity that pervade the human society. The play also showed that societa]
problems can only be resolved through evolutionary measures that seek to redress social and
moral decadence in contemporary Nigerian society. The paper thus concludes that the fabulous
theatre provides an alternative theoretical model to revolutionary and materialist dialectics.

Introduction

African writers are diverse and encompassing in their presentation of African related
issues. Their literary productions cannot be divorced from the African political, economic and
socio-cultural issues and beliefs. Many literary outputs from the African continent reflect various
oral aesthetics and abundant cultural totems. Writers such as Soyinka, Achebe, Okigbo,
Osundare and Obafemi are known to have employed and adopted mythical figures and oral
aesthetic features such as Ogun, Proverbs and African folklores, Mother Idoto, Earth goddess
and the Ajon goddess. These oral elements are usually adopted as means of promoting and
propagating African customs and values. Thus, the African writer mirrors every aspect of the
society using every available resource at his/her disposal.

Over the years, European based tenets have been used to explore the dynamics of African
literature. This has left different unexplainable phenomena particularly in the aspects of oral
aesthetics. In order to fill this vacuum, African writers and critics have contributed immensely to
the development of African literature. These contributions range from the modification of
available theories and the publication and propagation of African oriented critical literary
theories and concepts. These concepts are basically derived from the premise that African
literature has utilitarian purposes and thus all literary materials - criticism and creative works -
from the African continent should encompass features and characteristics of an African society.
One of such theoretical concept is the Fabulous theatre adopted in this study.

Theoretical Framework

The Fabulous theatre is a relatively new dramatic theoretical concept or terminology
expounded by an emerging playwright and literary critic, Abdullahi Abubakar. As a dramatic
term, “Fabulous theatre creates a link between the socio-political functions of the African

134





image5.jpeg
TN &
19

erformers, court poets/griots and bards. . and mode
in modern Africa” (Abubakar 2006, p. 24). The )
Western and Affican dramatic ideas. It embraces the - ditional concep olog amﬁ
beliefs: the use of songs, communal African mentality, myths and legends, in the pfesema%zsﬂ of
societal ills and as a problem solving tool. Some of the basic tools according to Abubakai are

explained below. i
Fabulous theatre adopts the political functions of traditional theatre as socio-political

reforms in modern Africa. Such traditional theatre elements include narrative style, performance
modes and various African oral elements. It adopts mythical superhuman (spiritual) and sub-
human (animal) enclaves to explore human experience. It explores the various functions of
mythical belief in the African society and how these pehefs are reflected in the African’s daily
existence, despite affiliations t0 different modern religions. Fabulous theatre also provides an
alternative to war and bloodshed that pervades early African playwr ights’ revolutionary tactics as
<een in the radical revolution propag ks of Osofisan and Obafemi. Fabulous theatre

ated in the wor
upholds the African cosmic belief which challenges the concept of an omnipotent, monotheistic
and infallible deity. It urges the people to

challenge religious doctrines preached by the Priests
and Imams, thus rejecting the idea t

hat religion is the opium of the masses.

The Fabulous theatre, as a theoretical perspective, explores historic antecedents, narrative
and multiple role taken in folktales, Aftican music and dance, riddles, proverbs and witty African
expressions to derive its art of instruction, moralization, entertainment and revolutionary tactics
against oppression. In essence, Fabulous theatre “capture(s) and radiate(s) the spirit of milieu,
thereby disseminating cultural value’

’ (George 2007, p. 450) as it is the wont of both the African
literature and the African theory.

Fabulous theatre avers that supernatural tenets and attributes are cultural totems situated
in the African culture. For instance, it tries to explain the behavioural pattern of the tortoise and
its meaning and purpose in the African mythology vis-"a-vis the African society. Thus, Fabulous
theatre seeks to disseminate both the pragmatic and semantic interpretations of African cultural
values, beliefs and customs embedded in an African drama text. As an African concept, Fabulous
theatre emphasises a revival of African traditional, historical and cultural practices as solutions to
societal problems which would provide a progressive and developmental change to the society.

It should be noted that Sam Ukala’s Folkism has a close theoreti 1 i i
Apu.bakar’s Fabulous theatre. The two concepts, folkism and fabulous tlkf:\l/elli]}ll(ezzlsl;crinzﬂ;?tty v:111$
origin; ‘they are bot}} African concepts and propounded by African crit’ics Folkism as nAil)'(i
theoretical perspective gdvocates the need to focus the composition and i)erform 8 i e
plgys. on cu_ltural history and traditions. It is “an indigenous dr i : hteraljy
pnncxple...denvedAfrom the use (of) African literary theatre of folk lingui ?math .
performance styles” (Ukala 1993, p. 38). Folkism, according to U gUIStlc"' Wt el <
etymolggwal and functional relationships with African folktale” B nd Ouif A
the African folktale is perceived as a major tool to be adopted n Sl
pf drama plays. Ukala identifies eight (8) laws which £ P arcomipeaid o productim;
include: constitute the concept of folkism, These

The Law of Opening; the Law of Join
Enactment and Responsibility; the L;vxlf) Z}f?::; i .the Law of Creativity, Free
gment; the Law of Protest against

Suspense; the Law of Ex 1
; pression of th ions:
and the Law of Closing (3001, . 3 ¢ Emotions; the Law of Ego Projection;





