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Abstract 
Production of theatrical plays is a creative endeavour that involves a complex process that develops from the first 
idea to the performance on the stage. This paper looks at the systematic process that exists in bringing a dramatic 
vision to theatrical reality, and the dynamic interplay between imagination, planning, collaboration, and 
execution. The study takes a qualitative and descriptive approach that combines literature on play production 
processes with case experiences from contemporary theatre practice in Nigeria and outside. Research indicates 
that the creative process usually happens through ideas generation, script development, casting, design, rehearsal 
and performance, where each phase involves specific skills and a need for co-operation from directors, actors, 
designers and technical teams. On the basis of the thesis that successful play production depends on effective 
coordination of artistic creativity and managerial discipline, the paper posits that audience engagement is the 
ultimate criterion of theatrical effectiveness, as it constitutes the representative sample of the play. Finally, it 
highlights the importance of innovation, collaboration, and adaptability in remaining relevant in an ever-evolving 
entertainment landscape. Recommendations are provided on how to enhance creative cooperation, invest in 
technical capacities and promote cultural specificity in productions to enrich the theatrical experience and ensure 
the vitality of the live performance form.  
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1. Introduction 

Theatre is one of the most resilient of human art forms, always evolving to reflect changing 

cultural, social and technological realities. Theatre was historically both a reflection of, and an opposing 

force to, society, and it was an artistic representation of the complexities of human life, a site for the 

shared experience of community. At its core, the making of theatrical plays is a creative process that 

takes an idea and turns it into a living breathing performance that will engage an audience. It is a rare 

process that rightly does not happen spontaneously, but is systematically planned, involving 

imagination, artistic vision, managerial discipline and collaboration among different practitioners 

(playwrights, directors, actors, designers, technical crews) (Nelson et al., 2024). Scholars have 

highlighted that the act of creating theatre is neither a linear nor a mechanical process but a cyclical 

and collective activity in which innovation and discipline converge and in which creative intuition 

blends with methodological planning (Oni, 2022; Akerholt, 2000). 

In contemporary practice, however, the creative process has become even more fluid, as it has 

been influenced by such diverse drivers as digital technologies, exchanges between global cultures, and 

the development of audience expectations. Today's audiences are more diverse, technologically capable 

and socially aware, and as a result, producers and directors must adopt new styles of performance that 

continue to be relevant and resonant (Aborisade, 1994). In this research, the researcher posits that 

modern theatre-making is not a departure from the conventional means of storytelling but its 

integration into new production modes including multimedia integration, immersive stage design and 
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digital soundscapes, resulting in a culturally grounded global performance (Igweonu, 2024; Akwen, 

2018). 

Additionally, the changing nature of audiences has had a profound impact on the 

conceptualisation and execution of the creative process. Theatre remains a site of cultural affirmation 

and political critique in many African contexts, while at the same time adopting contemporary 

aesthetics to connect with global artistic currents. As Ojoniyi (2023) observes, the integration of 

technology into African theatre, whether through digital light design, virtual reality stagecraft, or online 

promotional platforms, embodies the idea that the imaginative work is no longer just a rehearsal room 

activity but a digital formation in the larger digital ecology. This means that the production of a play 

today is both an artistic as well as a technological endeavour. 

The creative process involved in making theatre is therefore crucial not only to understanding 

how theatre continues to be relevant, but also for detecting the mechanisms that are key to its 

continued expansion in an increasingly competitive entertainment environment (Onuoha, 2025). By 

tracing the logical circuit of this process, from conception to performance, this paper shows how 

collaboration, innovation and flexibility are required at every level. In doing so, it helps to engage with 

wider debates around the sustainability of theatre in rapidly changing cultural contexts and highlights 

the need for ongoing reinvention if the vibrancy of live performance as an art form is to be maintained. 

 

2. Methods 

This study employed a qualitative research design with a descriptive orientation, focusing on the 

systematic processes involved in theatrical play production. The methodological approach relied 

primarily on document analysis and literature review, complemented by illustrative case examples 

drawn from contemporary theatre practices in Nigeria and other contexts. 

The literature review encompassed scholarly works, textbooks, journal articles, and professional 

reports that address the stages of play production, including idea generation, script development, 

casting, design, rehearsal, and performance. Sources were purposively selected to capture both classical 

perspectives on theatre production and contemporary innovations within the global entertainment 

landscape. 

In addition to secondary sources, case experiences from theatre practice were examined to 

contextualize theoretical discussions with practical insights. These cases were chosen for their 

relevance in illustrating collaborative processes, managerial strategies, and creative problem-solving in 

theatrical production. 

Data obtained from the literature and case materials were analysed through thematic 

categorization. The analysis emphasized recurring patterns in production practices, the interplay 

between creativity and management, and the role of collaboration among directors, actors, designers, 

and technical teams. The interpretive nature of the qualitative method allowed for an in-depth 

exploration of how these processes converge to shape theatrical outcomes. By combining literature-

based insights with practice-oriented cases, the study sought to present a holistic understanding of play 

production as both an artistic and managerial endeavour. 
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3. Results and Discussion 

3.1. Conception of the Idea 
The first step when producing a theatre play is an idea, which is the creative seed   from which 

everything else emerges. Without this ignition, the whole production process would be directionless 

and disorganized. The conception phase is generally born out of a diverse range of sources such as 

personal experience, socio-political realities, historical events, myths and legends and sometimes even 

out of a burst of sudden inspiration. Scholars believe that the conception phase is not just about creating 

a story but about finding a thematic issue that appeals to an audience and that can be dramatised in 

meaningful and effective ways (Barber, 2018; Akwen, 2018). The conception stage, therefore, provides 

the 'why' of the performance, it defines the motivation and purpose of the work and defines the artistic 

direction of the product. 

In modern African theatre the conceptualization of ideas has often been linked to the questioning 

of cultural identity, postcolonial realities and social transformation. Using indigenous narratives, oral 

traditions, and the daily struggles of everyday life, many playwrights and directors write pieces that 

have resonance with local and global audiences. This shows a move away from theatre as just 

entertainment and towards theatre as a space for dialogue, advocacy and community building. For 

example, Igweonu (2024) argue that contemporary African theatre is a socio-political platform where 

communities can negotiate their identities as well as address issues of corruption, inequality, gender 

and migration. Thus, the conception phase is often based on pressing societal questions that deserve 

artistic investigation. 

Another important aspect of idea formation is the impact of technological change and global 

flows of media. Digital tools, film, online streaming and social media offer new inspirations for theatre 

practitioners, allowing artists to access new themes and techniques. As Ojoniyi (2023) notes, hybrid 

forms of storytelling, in which stagecraft incorporate multimedia projections, recorded soundscape, 

and virtuality have become more prevalent. With this widening of the creative stimuli it is shown that 

conception in the 21st century is no longer confined to a traditional dramaturgical framework but is 

open to experimentation in an interdisciplinary context. Today's performers, directors, and writers may 

be re-inspired by viral clips or international news events or online activism, situating their works within 

a broader transnational conversation. 

In addition, the idea for a theatrical work does not always emerge in a vacuum. In developed 

theatre practices, for instance, conception tends to be a group activity. There are times when scripts 

may be worked on by playwrights, directors, actors, designers and perhaps even audiences, in order to 

create material prior to a script being completed. As the performative practice of a community, this 

collaborative production represents the function of theatre as aesthetic practice and echoes the 

contemporary transference of co-creation in practices of production (Akerholt, 2000). In doing so, they 

question the myth of the "author-genius" by centering group authorship and placing the creative act in 

the context of networks of collaboration. 

The conception phase may also include a great deal of research, especially when plays deal with 

a historical topic or a culturally sensitive subject. Here, the playwright or director is forced to strike a 

balance between factual accuracy and dramatic license, so that the idea created is both believable and 

compelling for the audience. In the literature, this is generally called "research-based dramaturgy," an 

emerging trend in modern performance studies (Oni, 2022). By rooting the process of conception in 

rigorous research, theatre artists can make works which are both resonant with audiences and engaged 

in intellectual and cultural debates. 
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Finally, the theatrical idea creates the foundation for all the later phases of production (script 

development, casting, design, performance). It is at this stage that for the first time the philosophical, 

artistic, and social aspects of the play are germane in terms of presenting a guide to all future creative 

and technical decisions. In this sense, the conception phase is not only the start of the creative process, 

but also the most important factor that determines the ultimate impact and relevance of the play. 

3.2. Script Development 
Once an idea has been developed, the next important step in the process of producing a play is 

the development of the script. The script is the skeletal structure of the performance, and serves as the 

source of dialogue, characterization, setting, and thematic guidance for the entire creative process. 

Script development takes an abstract idea and turns it into a physical outline that directors, actors, 

designers, and other collaborators can build from. Scholars have asserted that the next phases of 

production become disjointed and fuzzy if a well-thought-out script-or a similar devised text-does not 

exist (Carlson 2019; Akwen, 2018). 

The first step in script development is the drafting process, in which the playwright puts down 

the key themes, structure and relationships among the characters. In many cases, this takes many 

rounds, the initial draft being improved upon to capture dramatic intensity and emotional authenticity. 

Very few scripts are one-man projects. Playwrights work closely with dramaturgs (dramatic text 

editors), directors, or peer reviewers and receive critical feedback that helps make the text clearer both 

on a dramatic level and on stage. Oni (2022) argues that the iterative nature of script writing conveys 

the tension between artistic freedom and theatrical functionality as script writers must visualize not 

only the words but how it translates into performance. 

In African theatre settings, scripts are often based in oral tradition, proverbs and community-

wide stories. In plays by playwrights such as Femi Osofisan and Zakes Mda, historical memory and 

folkloric tropes are woven into the scripts as a way of both maintaining cultural memory and making 

social comment on issues of the day. Igweonu (2024) insist that this combination of tradition and 

modernity in script writing is a good example of how African dramatists preserve cultural identity while 

being introduced to global discourses. So script development becomes more than a literary activity; it 

is also a cultural and political activity. 

Contemporary script development has also been affected by new technologies and globalisation. 

The emerging digital technologies of scriptwriting tools, virtual workshops, and online collaboration 

platforms have allowed playwrights to play with form and to tap into larger creative networks. Ojoniyi 

(2023) notes that electronic culture has promoted "hypertextual dramaturgy" in which scripts are 

embedded with multimedia stimuli (such as video projections, soundscapes, or interactive stimuli). 

This is the result of an ongoing trend for scripts to be not only read as texts but also to act as the plans 

for multi-sensory performance. 

Furthermore, invented theatre forms have radically reconfigured notions of script development. 

In devised work, the script usually doesn't exist until the rehearsals have started (the performers, 

directors, and designers creating together). This is a shift from traditional playwriting in which the 

rehearsals come after the script. In Akerholt's (2000) words, scripts are not static documents, they are 

dynamic documents that are open to improvisation and the creative collaboration of their actors and 

others. We call this approach to the canon a living text, rather than a fixed object, available to the 

particular energies of the ensemble and the socio-political reality of performance. 

One can also see that script development is affected by funding needs, censorship laws, or 

audience expectations. For example, plays which address politically or religiously sensitive topics may 

be subject to self-censorship or strategic adaptation, in an attempt to avoid government repression. 

https://projurnal.com/


International Journal of Religion, Humanity and Cultural Heritage  

107 

Conversely, funding bodies might ask playwrights to develop their scripts within certain themes, such 

as gender equality or awareness around public health. The ecologies of external forces are illustrative 

of script development not only as an artistic endeavor but as a negotiated engagement with institutional 

and social forces (Akwen 2018). 

Ultimately, the conceptual and practical sides of play production are brought together by script 

development. It develops the practical concept into a coherent dramatic vision, providing a text as well 

as a performance direction. A good script can help directors communicate meaning, actors to role-play 

characters, and designers to envision settings. However good a production might be, if its script has not 

been properly developed, then nothing is going to make sense. So, this step is essential, setting the 

preconditions for the artistry pursued together in casting, rehearsal, and staging. 

3.3. Casting and Role Allocations  
Casting is one of the most decisive stages in the production of theatrical plays because it directly 

determines how the written script will be presented on the stage. At its heart, casting is a process of 

choosing performers whose physical, vocal, emotional and interpretive qualities are best suited to the 

characters in the script. Some scholars have asserted that casting is not an administrative exercise but 

an art which could make or mar a production (Barber, 2018; Oni 2022). 

In traditional practice, casting has often started with auditions, in which actors read passages 

from the play, recite prepared monologues, or improvise on the director's suggestion. The audition 

process serves as a platform for directors and casting panels to assess the performer's ability to handle 

various challenges, and their overall adaptability, presence, and chemistry with other actors. Akerholt 

(2000) noted that the relationship between the actor and the psychological and social identity of the 

character is of utmost importance as the director knows that miscasting can mislead the audience and 

create a lack of authenticity in the performance. 

In African theatre, casting is always informed by communal tradition and cultural archetypes. For 

example, performers may be selected not only on a technical basis but also on the basis of their 

perception as being compatible with the cultural values or ritual meanings that are embodied in the 

play. Igweonu (2024) note how indigenous theatre in Nigeria, South Africa, and Ghana often place a 

heavy emphasis on performers that represent the ethos of the community, so that casting is not only 

rooted in dramatic needs but also in cultural continuity. This indicates that casting in African theatre 

contexts often has a meaning beyond considerations of aesthetics in performance. 

Role distribution does not mean that lead and supporting characters must be assigned to separate 

roles. Then there are the ensemble parts to be cast, the understudy duties to be assigned, and in some 

cases, double roles for the sake of the production. The process requires an understanding of how power 

and partnership work within the cast. Democratic casting: It has been argued that democratic or 

participatory casting leads to a higher sense of ownership and commitment among the performers 

(Carlson, 2013). On the other hand, the use of authoritarian casting techniques can lead to resentment, 

tension and a lack of ensemble chemistry, which can negatively impact the overall energy of the 

production. 

The practice of casting is being redefined by globalisation, discourses of diversity and 

technological change. With the new push for inclusion, directors are now being deliberate about 

stereotypes when it comes to role assignment. For example, both Western and African theatre have 

seen the rise in prominence of gender-blind or race-conscious casting, where performers are now 

allowed to step into roles that were previously considered off-limits. As Akwen (2018) states, the 

experimental casting is not only inclusive in terms of its ability to expand the interpretive possibilities 
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of the script, but also representative of the broader social discourses around identity, inclusion, and 

representation. 

Casting has also been given new dimensions by technology. Online auditions: Digital platforms 

now enable directors to conduct virtual auditions, view video submissions, and even rehearse remotely, 

making it easier to access talent from all over the world. This has expanded the possibilities of the 

emergence of new actors and has diversified the talent pool available for productions (Ojoniyi, 2023). 

However, there are still questions of authenticity with this digital casting, after all, the performative 

energy of the digital cast does not always have the immediacy of an in-person audition. 

A further dimension of casting is the negotiation between star power and ensemble integrity. 

Commercial theaters frequently try to include well-known actors or celebrities in their productions as 

a way to draw audiences, even if the decision-making process risks artistic integrity in the end. This 

tension corresponds to the interface of aesthetic vision and mercantile limitations in the production of 

theatre (Oni, 2022). For smaller or community-based productions, however, directors have placed 

greater emphasis on the development of talent, using casting as a pedagogical tool to support budding 

performers and build the artistic ecosystem. 

Finally, role assignment is carried through into the rehearsal process, where directors may change 

initial casting decisions in light of developing performance dynamics. An initially smaller part may be 

recast in a larger role by the interpretive genius of an actor or by stronger chemistry with a member or 

members of the ensemble. This porosity is characteristic of theatre as a cooperative art form. As 

Akerholt (2023) notes, casting is not a static administrative act but an open and fluid negotiation that 

played out incrementally over the course of rehearsals until opening night. 

In fact, casting and role allocation is a critical interstice between the playwright and director's 

conception and the interpretive possibilities available to actors. From the creation of characters and 

plot to the performances, casting plays a crucial role in bringing the story to life and immersing 

audiences in the characters' experiences. Hence, it is a stage that requires not only artistic sensitivity 

but also managerial discipline, in the sense that the director makes a leap between the script's imaginary 

world and the performer's lived embodiment on stage. 

3.4. Design: Costume, Set, Lighting, and Sound 
The production of theatre requires that an idea, abstract in the minds of the playwright and 

director, be transformed into something palpable to the senses of the audience. The atmosphere, mood, 

and visual identity of the production are created by design elements such as costume, set, lighting, and 

sound, which are used to enhance and bring life to the production. Design has been approached by 

scholars not only as decorative, but as a way to read (Carlson, 2013) and as a way to tell a story (Oni, 

2022), which in turn improves understanding of theme, context and audience engagement. 

Costume Design is perhaps one of the most obvious elements of theatrical design. Costumes are 

used to distinguish characters' social status, personality, occupation, and even mood, and also to ground 

the play in a particular historical or cultural era. Costume design has been a particularly important part 

of African theatre as an expression of culture. Traditional clothes, textiles and ornaments are often 

imbued with symbolic meanings expressing perceptions around identity, spirituality and heritage 

(Igweonu, 2024). In addition, the use of cultural-specific and culturally authentic costumes like Aso-

oke for the Yoruba costumes for the theater is a common way of expressing cultural specificity. 

However, modern costume designers are inclined towards mixing the traditional with the 

contemporary, thus creating a hybrid costume that has appeal for indigenous and international 

audiences. As Ojoniyi (2023) writes, this hybridity embodies the dynamism of modern African 

performance, in which costume is a vehicle for negotiating tradition and innovation. 
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Set Design on the other hand provides the physical and visual environment in which the play is 

performed. Beyond setting the scene, the set provides framework for the action, hinting at where it 

takes place, what mood is prevailing, and what messages are being conveyed symbolically. While in 

Western theatre the aim is usually to create a sense of plausibility through the use of elaborate stage 

sets, the symbolic and minimalist nature of the sets is historically used in response to the cultural styles 

of performance and resource restrictions (Barber, 2018). However, contemporary African productions 

have been more experimental in terms of using adaptable sets which use a mix of local materials and 

digital projection to enhance visual storytelling, while also reining costs in. Akerholt (2000) notes that 

community theatres have also become popular with the introduction of flexible and mobile sets that 

enable productions to tour around and reach a much wider audience without sacrificing on artistic 

quality. 

The other thing that defines the emotional and psychological effect of a production is Lighting 

Design. Lighting directs attention, controls focus and conveys mood. As modern theatre has moved 

from natural to artificial light, designers have been able to control stage space with exactitude, drawing 

attention to certain moments or creating symbolic contrasts between light and dark. Oftentimes, 

lighting not only plays a role in creating dramatic tension, but is also used as an instrument in guiding 

audience interpretation of character relationships and thematic implications (Carlson, 2013). In African 

contexts, lighting has transcended its original purpose of being merely illuminating into being a 

symbolic language, and colour palettes are often chosen by designers to reflect cultural aesthetics, ritual 

meaning, or narrative iconography. Technology: With the advent of digital technologies, these 

possibilities have been further expanded, incorporating projections, moving lights, and interactive 

effects that contribute to the spectacle and overall immersive experience (Akwen, 2018). 

Sound Design brings the play to life through its various components, including dialogue 

amplification, background music, sound effects, and atmospheric ambiance. The authors point out that 

sound (like lighting) is symbolic as well as functional and influences rhythm, emotional power and 

cultural meaning (Igweonu, 2024). In African theatres, in particular, music and sound design are 

considered central, and often imbued with indigenous instruments, chants and drumming traditions 

that link performances to ritual and collective memory. Many productions in Nigeria, writes Ojoniyi 

(2023), feature live music in performance, so that sound becomes not merely accompaniment, but a 

participating performer in the dramatic action. With the advent of technology, sound design has 

become an art form with pre-recorded soundscapes, surround sound systems, and digital effects that 

allow directors to create immersive soundscapes. 

The relationship between costume, set, lighting and sound is at the heart of theatrical design. No 

one element stands on its own but fits into a unified visual concept. When balanced, they contribute to 

a clearer narrative, make the production more poignant, and ensure that the production is viewed and 

heard as it should be. Conversely, when design features are poorly coordinated, audiences are distracted 

and perceive performance as fragmented and this detracts from artistic intentions. Akwen (2018) 

suggests that designers and directors should communicate with each other to ensure that every aspect 

of the design that is created fits into the overall production idea and vision. 

Additionally, design is becoming more multi-disciplinary in the 21st Century with traditional 

craftsmanship being blended with digital technology. The use of video projections, interactive stage 

technologies and augmented reality effects have become routine components of leading edge 

productions, pushing the expressive boundaries of costume, set, lighting and sound. While these 

innovations require a high resource demand, they are an example of the adaptability of theatre to 

technological changes and its ability to meet the needs of a modern-day audience accustomed to 

experiencing multimedia (Akerholt, 2000). 
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In conclusion, theatrical design is not just an aesthetic element but a storytelling factor that can 

impact the audience's perception of the live performance and create an immersive experience. Whether 

it is through culturally grounded costuming, malleable set designs, moving lighting, or musical 

soundscapes, theatre is grounded both in tradition and modernity through its aesthetic design. As Oni 

(2022) explains, good theatrical design is not just an expression of artists' imagination, but also cultural 

consciousness, reminding us that the theatre is a place where history, identity and art come together. 

3.5. Rehearsals and Creative Experimentation 
Rehearsals are one of the most important stages in the production of a theatrical play as they are 

the laboratory where concepts, text and design are tried out, experimented with and finally turned into 

performance. Rather than lines or blocking rehearsals are spaces of creative experimentation, 

negotiation, and discovery. As scholars have noted, rehearsals provide directors, actors, and designers 

the opportunity to collaboratively investigate the possibilities of a script, experiment with modes of 

performance, and calibrate interpretive choices to match artistic vision and audience expectations 

(Carlson, 2013; Oni, 2022). 

Rehearsal rehearsal generally starts with table work where the cast and crew do script analysis. In 

this stage, students read the play and explain meaning and find thematic emphases. Table work is the 

basis for the knowledge of characters, conflicts, and dramatic rhythms, a way for the actor to internalize 

roles before taking them to the stage. In African theatre practice, however, rehearsals often include 

more oral storytelling, improvisation, and musical experimentation than the reading of the script; this 

is a result of the performative systems in African societies in which stories are embodied and collective 

rather than textually determined (Igweonu, 2024). 

As rehearsal moves on, directors will use blocking sessions to establish how the actors will move 

around the stage, combining performance with space. Blocking is not just a matter of logistics but of 

meaning, because positions and gesture are usually imbued with symbols. For example, in productions 

that deal with themes of power and oppression, the physical positioning of characters on stage can be 

used to visually convey hierarchies and tensions. Ojoniyi (2023) emphasizes that rehearsals are 

occasions of shaping symbolic stage languages-gestures, space, rhythm with care for performances to 

speak many layers of meaning beyond the verbal dialogue. 

Rehearsals are also places of creative experimentation, where actors and directors try out various 

versions of characters, tones, and interactions. Improvisation has an important role here too, 

particularly in devised theatre practices. Improvised exercises provide an opportunity for performers to 

search for emotional truth, get away from dogmatic textuality, and create new content that can become 

part of the production. Akerholt (2000) notes that improvisation has become a technique used in fusing 

performance modalities (traditional performance like dance, chant, and ritual) with script in Nigerian 

experimental theatre to produce texts that are both creative and culturally relevant. 

Another aspect of rehearsals is that design and technology are integrated. As rehearsal progresses, 

abstract notions of design are then converted into useful aspects of performance, with costume fittings, 

sound cues, lighting modifications and set changes increasingly becoming connected to the rehearsal 

and performance process. Often this integration relies on a kind of trial and error process, in which 

designers and directors make small adjustments based on the way visual and aural elements interact 

with live performance. Akwen (2018) says that the stage is the collaborative nature of theatre because 

it is the result of compromise and negotiation between the creative departments for the purpose of a 

common artistic goal. 

In African settings, rehearsal tends to extend beyond technical preparation, to also include 

communal and cultural rituals. Some productions start rehearsals with prayer, drumming or libation, 
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literally grounding themselves in spiritual or cultural tradition. These practices reinstate the collective 

ethos of theatre as more than entertainment; and establish it as a cultural performance linked to 

identity, heritage, and collective memory (Igweonu, 2024). 

However, rehearsals are not easy. There is usually limited time, resources and creative disputes 

along the way. Managing limited resources: Directors often grapple with balancing their artistic vision 

with the limitations of design, actors' interpretations, or the demands of the location. In such cases, the 

rehearsal space becomes a site of negotiation in which flexibility and collaboration are paramount 

values. Scholars have argued that one of the powers of a theatrical production is in how well these 

challenges are overcome in the rehearsal period (Oni, 2022). 

Ultimately, rehearsals are the fluid intermediary between conception and performance. They are 

places of transformation, where printed words give way to embodied performance and individual 

artistry gives way to collective artistry. As Carlson (2013) notes, for theatre, the life is no longer 

necessarily in the finished product, but rather in the rehearsal process, the process of play, where 

creativity meets discipline and experimentation are used to stimulate dramatic life. 

3.6. Performance and Audience Engagement 
The performance stage is the culmination of the whole process of creative work in the production 

of a theatrical play. It is the point where the months of conceiving, scripting, designing, and rehearsing 

all come together in front of the audience, making private artistry into public artifice. Performance is 

not simply the performance of a completed work but a process of communication between actors, 

directors, designers and audiences in a collective live event. As Carlson (2013) reminds us, the theatre 

only really exists in performance, where the ephemeral and the communal coincide to generate 

meaning. 

Theatre, in fact, is characterised by liveness, which separates it from other art forms such as film 

or television. The immediacy of actor-audience contact means that no two performances can be exactly 

the same. In this sense, it is the audience who co-creates meaning through his/her response to the 

performance (laughter, silence, applause or even disengagement) which dictate the pace and flow of 

the performance (Oni, 2022). This applies because theatre is not a static art, it is a dynamic process that 

involves interaction between performers and audiences. 

In African theatre traditions, performance is more than a stage-based experience and need to be 

considered in its scope of community interaction and participation. Performances typically involve 

drumming, chanting, dance and call-and-response - the performance is a participatory activity, not 

passive spectatorship. Igweonu (2024) argue, in this sense, the participatory dynamics make theatre a 

shared cultural agreement, blurring the boundaries of performers and viewers. This is a stark contrast 

to the Western proscenium traditions that commonly isolate audience members from the action, and 

can be seen as evidence of the diversity of performance aesthetics around the world. 

The work of performance is also a work of interpretation and transformation. There are many 

choices that are made by directors and actors that can alter the audience's perspective on the themes, 

characters, and conflicts. For example, one performance of Wole Soyinka's Death and the King's 

Horseman may highlight the theme of postcolonial identity in Nigeria today, while another may focus 

on intergenerational conflict or the conflict between tradition and modernity. Such interpretive 

flexibility, Ojoniyi (2023) notes, makes performances relevant in their various contexts and times. 

Another important aspect of performance is the mediation by technology. In addition, with the 

advent of digital technologies, projections, multimedia installations, and live-streaming platforms are 

becoming more and more common in performances. These innovations enable participation beyond 

the confines of the physical theatre, with audience members in different parts of the world participating 
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and productions archived for subsequent study. Akwen (2018) reveals how Nigerian theatre 

practitioners are experimenting with digital scenography and hybrid performances that blur the lines 

between stagecraft and online interactivity, thereby democratising theatre in a fiercely competitive 

entertainment industry. 

Performance is also an assessment of the collaborative process that has taken place in rehearsal. 

Costume, set, lighting, sound and movement of the actors are checked during their live performance. 

Mistakes and improvisations are bound to happen but most of the time these are what makes live 

theatre seem authentic and alive. Akerholt (2000) suggests the theatrical form is resilient and adaptable 

because of its malleability-operating both in the sense that actors are expected to respond quickly to 

disruptions in the script, and in the sense that audience participation can influence the performance. 

Audience engagement is beyond the moment experienced through the performance to include 

reflection and discussion after the performance. Many modern productions include talkbacks, 

workshops, or social media discussions, inviting audiences to become critical participants in the themes 

that are explored on stage. This practice derives from a clear recognition of theatre not only as 

entertainment but also as education and social intervention. For example, plays that touch on issues of 

gender justice, political corruption or sustainable environmental practices are more likely to generate 

discussions that spill over into community and policy discourse (Oni, 2022; Akwen, 2018). 

In African contexts, performances are often ritualised communities of memory and healing. 

Traditional performances associated with festivals or ceremonies have not only artistic but also 

spiritual, cultural functions, reaffirming identity and social cohesion. Despite embracing modernity 

through the use of contemporary technologies, the modern stage still remains anchored on these 

traditions, thus making the theatre in Africa a hybrid space that brings together the sacred and the 

secular, the traditional and the modern (Igweonu, 2024). 

Finally, there is no separation between performance and audience engagement. Theatre is most 

alive through this live interaction, which involves the co-creation of meaning between performers and 

viewers. As Carlson (2013) ends, the audience is not a passive observer; the audience is part of the 

theatrical experience. The performance is incomplete without participation and is fundamental to the 

eternal relevance of theatre as a living art form, where collective participation is at the core. 

3.7. Challenges and Future Directions in Theatrical Play Production 
Theatrical play production encounters a number of challenges in today's practice. One of the 

main challenges faced by the theatre industry is funding and resource limitations, which limit the 

capacity of theatre practitioners to mount quality productions. Many African theatre companies are 

faced with poor infrastructure, poor technical facilities, and little or no state or private sponsorship 

(Oni, 2022). These limitations generally have an impact on design quality, audience reach, and the 

sustainability of productions. 

Another challenge is the diversification and retention of the audience. As digital entertainment, 

film, and streaming services continue to evolve, theatre has to vie for a place in the ever-evolving 

cultural landscape. Younger audiences especially tend to opt for digital forms of entertainment and 

theatre practitioners are thus forced to reconsider how they can engage younger audiences (Ojoniyi 

2023). 

There are also structural issues of training and cooperation. Poor provision of theatre education 

and professional practice opportunities for young practitioners undermines the opportunities for new 

talent to develop. Moreover, to the extent that globalization can facilitate intercultural contact, it can 

likewise threaten the integrity of indigenous forms through imitation of western norms (Igweonu, 

2020). 
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The future of play production is, of course, innovative and agile. Theatre can reach an ever-

widening audience by integrating digital technologies, hybrid models of performance, and 

interdisciplinary co-production, while not losing its unique liveness. Scholars suggest that localizing 

productions in cultural identities while experimenting with international aesthetics can be the most 

sustainable option (Akwen, 2018; Akerholt, 2000) on the path towards relevance. 

In conclusion, while the financial, structural and technological challenges of theatre remain, its 

future is more promising than ever before, as long as practitioners continue to stay true to their craft, 

embrace creativity, inclusion and cultural grounding. In conclusion, play production as a concept is a 

productive synthesis of tradition and novelty, and may still be an important crossroads for narrative, 

education and social change 

 

4. Conclusion 

Theatre is a proven art form that lives on its strength of transforming ideas into humanity's 

common experience through performance. From the initial ideas stage to the final play performance, 

the creative process of play making reflects a harmony between imagination, cooperation, and technical 

skill. The process of bringing an individual story to life through idea generation, script development, 

casting, design, rehearsals, and performance involves a set of distinct and unique contributions to the 

final artistic product. More dynamic and drawing on indigenous traditions as well as modern 

innovations, theatre in contemporary practice attracts increasingly diverse audiences. And though it 

continues to struggle with problems of poor funding, competition from the digital media, structural 

fragility etc, theatre's strength is in its agility and its capacity to respond to pressing cultural and social 

realities. By combining art with business, play production still validates theatre as both an art form and 

a social institution. 

There are several ways to enhance the creative process in the production of theatre plays, and to 

keep it as relevant as possible. First, more investment in theatre infrastructure and funding to improve 

production quality and viability is needed. Grant-making bodies, private investors and cultural 

institutions should work together to offer grants, sponsorships and enabling environments for theatre 

practice. Second, new technologies, digital marketing, and outreach efforts must be used to make 

developing audiences a priority by attracting new, younger, and more diverse audiences through new, 

innovative performances. Third, the need for institutionalization of capacity building and training for 

theatre practitioners to produce new talents, increasing the creative options. Fourth, technology (multi-

media, digital scenography, live streaming, etc.) is to be embraced to complement traditional stagecraft 

and to expand the reach of theatre. Finally, the role of cultural rootedness and a welcome of newness is 

highlighted as key to maintaining the identity of theatre while ensuring a flexibility in the face of a 

globalized entertainment marketplace. By embracing these insights and following these tips, the art of 

theatrical play production can continue to thrive as a crucial medium for artistic expression, cultural 

preservation, and societal transformation.  

 

5. References  

Aborisade, J. O. (1994). Theatre in Nigeria: A Consideration of the Scenographic, Technological and 

Architectural Elements. 

Akerholt, M.-B. (2000). New stages: Contemporary theatre. Cambridge: Cambridge University Press. 

Akwen, C. T. (2018). Poetic Autonomy And The Performative Self In Odia Ofeimun’s Dance Drama. 4(1). 

Barber, K. (2018). A history of African popular culture (Vol. 11). Cambridge University Press. 

https://projurnal.com/
https://ojs.projurnal.com/index.php/ijrch


 Obado Tunde Oliogu  

114 

Carlson, M. (2013). Performance: A critical introduction. Routledge. 

Igweonu, K. (2024). Routledge handbook of African theatre and performance. Taylor & Francis. 

Nelson, C., Wesseling, E., & Wu, A. M.-Y. (2024). The Routledge Companion to Children’s Literature and 

Culture. Routledge. 

Ojoniyi, B. (2023). Postdigital Theatre: Beyond Digital Alienation of Live Theatre on the Nigerian 

Performance Space. Nigeria Theatre Journal: A Journal of the Society of Nigeria Theatre Artists, 

23(2), 161–175. 

Oni, D. (2022). The National Theatre and the Search For a Collective Identity of the Nigerian Nation 

State. Foundation Editor-in-Chief, 1. 

Onuoha, B. N. (2025). Performing Arts as Cultural Codes: An Ethnographic Exploration of Identity and 

Tradition through Iwa-Akwa Cultural Festivals. In Knowledge Production and Management in 

Africa: Exploring Socioeconomics, Indigenous Knowledge, and Technological Integration Across a 

Continent (pp. 253–274). Springer. 

 

https://projurnal.com/

