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ABSTRACT 

This study examines the role of community theatre in promoting local culture in Benin 

City. It investigates how theatre functions beyond entertainment, serving as a platform 

for cultural preservation, social education, and grassroots development. Guided by a 

qualitative research design, data were gathered through interviews and observations 

with practitioners, students, and audiences. The findings reveal that community theatre 

is rooted in traditional performance but faces challenges such as limited funding, weak 

organisation, and sustainability issues. At the same time, the study shows that applying 

basic management approaches including planning, role sharing, and participatory 

decision-making help theatre groups remain active and relevant. The research concludes 

that community theatre continues to provide cultural value and social dialogue, though 

greater institutional support and improved training are needed. Overall, the study 

underscores the continuing importance of theatre as a tool for cultural identity and 

collective expression in Benin City. 

 

Keywords: Community Theatre, Theatre for Development, Cultural Preservation, 

Theatre Management, Outreach Programmes. 
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CHAPTER ONE: INTRODUCTION 

 1.1  Background to the Study 

  Community theatre has always played an important role in passing messages, 

educating people, and bringing communities together. In many parts of Nigeria, 

including Benin City, theatre is not just entertainment it’s a tool for awareness, change, 

and unity. Community theatre outreach programs are meant to take theatre beyond big 

halls and bring it to people where they are, especially those who may not have access to 

formal theatre spaces. 

  In Benin City, some groups and individuals are trying to use theatre to reach 

local communities, either to address social issues like drug abuse, domestic violence, 

political awareness, or to simply promote culture. However, while the idea is good, 

managing these kinds of programs comes with several challenges like funding 

problems, lack of interest, or limited support from local authorities. 

  Even with all these issues, the interest in using community theatre as a tool for 

development is still growing. But the success of such programs depends a lot on how 

well they are planned, funded, and managed. That’s why this study is important to look 

into the real-life prospects (positive sides) and challenges (difficulties) that come with 

managing community theatre outreach in a city like Benin. 
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 1.2 Statement of the Problem 

  In Benin City, there have been efforts to use theatre for community awareness 

and education. However, many of these outreach programs struggle to survive. Some 

stop after one performance. Others don’t even reach the target audience. These 

challenges raise questions: Are these programs well-managed? Do the organizers have 

enough support or resources? What exactly is holding back the full potential of 

community theatre outreach in Benin City? 

  Despite the importance of these programs, not enough attention is being given 

to how they are managed. This gap is what this research wants to fill by carefully looking 

at the current state of things, what works, what doesn’t, and how it can improve. 

 1.3 Aim of the Study 

  The aim of this study is to examine the prospects and challenges involved in 

managing community theatre outreach programs in Benin City. 

 1.4  Objectives of the Study 

 The specific objectives of the study are: 

1. To find out the benefits and opportunities community theatre outreach programs 

offer in Benin City. 

2. To identify the major challenges affecting the smooth running of these 

programs. 

3. To understand how these programs are planned and managed. 
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4. To suggest ways of improving the management of community theatre outreach 

programs in Benin City. 

 1.5  Research Questions 

1. What are the benefits of community theatre outreach programs in Benin City? 

2. What are the main challenges facing the management of these programs? 

3. How are these programs currently being planned and run? 

4. What strategies can help improve the management of these programs? 

 1.6  Significance of the Study 

  This study will be useful to theatre practitioners, students, and anyone interested 

in using drama for community development. It will also help policymakers understand 

the value of community theatre and what support is needed. Most importantly, it will 

add to the little research that has been done in this area, especially in the context of 

Benin City. 

  1.7 Scope of the Study 

  This study is focused on community theatre outreach programs in Benin City, 

Edo State. It will look at a few selected groups or individuals who have organized or 

managed such programs in recent times. The focus will be on understanding both the 

success stories and the struggles. 
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 1.8  Limitations of the Study 

  Some of the limitations of this study include time constraints and difficulty in 

reaching all community theatre practitioners in Benin City. Also, since some people 

may not be willing to open up during interviews, there might be gaps in the data. 

However, the study will still try to get the best possible information from available 

sources. 

 1.9 Definition of Terms 

 Community Theatre: A type of drama that is performed by and for people within a 

community, usually to raise awareness or educate. 

 Outreach Programs: Activities designed to take services or information to people who 

may not easily have access to them. 

 Management: The way a program is planned, organized, and run. 

 Prospects: Positive possibilities or opportunities. 

 Challenges: Problems or obstacles that make something difficult. 
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CHAPTER TWO 

REVIEW OF RELATED LITERATURE 

2.1 Historical Development of Community Theatre 

Community theatre in Benin City, like in many parts of Africa, has its 

beginnings in traditional performances. Long before there were stages, scripts, or 

ticketed audiences, people gathered in village squares or family compounds to watch 

masquerades, listen to stories, or take part in dances. These events were not 

entertainment in the modern sense but part of daily life. Through them, people 

celebrated harvests, marked life transitions, and passed on knowledge from one 

generation to another (Ogunbiyi 14). In this sense, theatre was not separate from the 

community it was the community itself expressing who they were. 

When colonial influence brought Western-style drama into Nigeria, the early 

plays were often modelled after European forms. They used the English language, 

written scripts, and proscenium stages. While these forms helped to introduce modern 

drama into schools and cities, they were not always relatable to rural communities who 

preferred performances in local languages with themes that reflected their everyday 

experiences (Obafemi 22). It soon became clear that there was a gap between elite 

theatre and the people it was supposed to reach. 

In the 1960s and 1970s, this gap led to the rise of what became known as Popular 

Theatre. Popular theatre groups often travelled around, performing in marketplaces, 
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schools, and open fields. They used local languages, songs, and humour, which meant 

that audiences could see themselves reflected in the performances (Banham 215). Issues 

such as corruption, family disputes, or even moral lessons were treated in a way that 

ordinary people could understand and respond to. This shift brought theatre closer to 

the grassroots and gave it a stronger sense of relevance. 

By the late 1970s and into the 1980s, a more deliberate form of community 

engagement began to appear under the name Theatre for Development (TfD). Here, 

theatre was used not just for entertainment or moral lessons but as a direct tool for social 

change (Kerr 63). Development workers and theatre practitioners worked together to 

address real community problems such as low literacy, poor health practices, or 

agricultural challenges. Instead of telling communities what to do, TfD encouraged 

dialogue. A performance might start with actors presenting a situation – say, a farmer 

facing crop failure – and then stop midway to ask the audience, “What should he do?” 

In this way, the audience did not just watch; they actively contributed ideas, solutions, 

and sometimes even joined the acting (Etherton 78). 

From this background, what we now call community theatre in Benin City took 

shape. It combined the familiar storytelling methods of traditional performance, the 

accessibility of popular theatre, and the problem-solving approach of Theatre for 

Development. Today, community theatre in Benin City is not limited to rural areas but 

extends to schools, urban neighbourhoods, and even church groups (Ebewo 51). It is 
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used to raise awareness, preserve cultural identity, and give ordinary people a platform 

to voice their concerns. 

What stands out in this history is how theatre has always adapted to the needs of 

the people. From rituals to travelling troupes to problem-solving projects, the journey 

of community theatre shows that it is less about the stage and more about the 

community. In Benin City, this journey is still ongoing, as theatre continues to serve as 

both a mirror and a guide for collective life. 

 2.2 Management Issues in Theatre Praxis 

Running a community theatre project may sound simple – gather actors, pick a 

topic, rehearse, and perform but in practice, it comes with several management 

problems. These challenges often determine whether a programme will succeed or fade 

away after just one or two performances. In Benin City, theatre groups face a mixture 

of old and new problems, some connected to funding, others to organisation, and many 

to the general perception of theatre in society. 

One of the most obvious problems is funding. Community theatre usually does 

not have the luxury of big sponsors or ticket sales. Because the performances are free 

or very low-cost, there is little chance of recovering expenses (Osofisan 9). Renting a 

rehearsal space, moving equipment, buying costumes, and sometimes even feeding the 

cast require money. Many groups depend on contributions from members, or on small 
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support from local organisations, but this is rarely enough. As a result, rehearsals are 

sometimes rushed, props are improvised, and projects end before they properly mature. 

Another problem is organisation and leadership within theatre groups. Unlike 

formal institutions with fixed roles, community theatre often depends on volunteers. 

People may join out of passion but not have the time or discipline to commit fully. This 

leads to irregular rehearsals, poor time management, and conflicts among members 

(Adelugba 41). Sometimes, there is no clear leader to make decisions, and when 

disagreements arise – for example, over what play to perform or how to spend limited 

funds – the whole project suffers. 

There is also the issue of skills and training. While passion is high, not everyone 

has professional experience in directing, stage management, or even acting. This lack 

of training shows during performances, where lines may be forgotten, cues missed, or 

sound and lighting poorly handled. In Benin City, where audiences are used to lively 

cultural events, a poorly executed performance can quickly turn them away (Barber 

115). Without continuous training and mentorship, many groups remain stuck at a 

beginner’s level, unable to expand or improve. 

Audience engagement is another key management issue. Unlike mainstream 

theatre where the audience pays and expects a polished show, community theatre relies 

heavily on participation. If the organisers fail to connect with the community from the 

beginning, people may not turn up for the performance at all (Mda 83). Even when they 
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do, they may not feel comfortable enough to share their opinions or join in discussions. 

This weakens the whole point of community theatre, which is meant to be interactive 

and collective. 

Linked to this is the problem of sustainability. Many community theatre projects 

start with energy and enthusiasm but end quickly because there is no long-term plan 

(Banham 219). After one or two performances, members may lose interest or move on 

to other commitments. In some cases, projects were tied to a one-off sponsor, such as a 

government agency or NGO, and once that funding dried up, the theatre group 

dissolved. Sustainability requires steady commitment and resources, both of which are 

hard to maintain. 

There are also social and cultural challenges. In some communities, theatre is 

still not taken seriously as a tool for change. Some people see it as mere entertainment, 

while others may even mistrust it, believing it is too “playful” to deal with serious 

matters (Ogunbiyi 26). For example, when a group stages a performance about health 

issues, some community members might dismiss it as a waste of time compared to 

listening to a medical professional. Overcoming this perception requires careful 

planning and trust-building, which takes time and effort. 

Finally, infrastructure and logistics cannot be ignored. Benin City has a lively 

cultural history, but not every area has access to performance spaces, reliable electricity, 

or sound systems. Groups often make do with open fields or classrooms, which are not 
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ideal (Okagbue 102). Transporting performers and equipment also becomes difficult 

without financial backing. These small but constant logistical struggles can wear down 

even the most dedicated group. 

In summary, the management of community theatre is full of challenges: lack of 

funding, weak organisation, poor training, audience engagement difficulties, 

sustainability issues, cultural perceptions, and logistical barriers. These problems are 

not unique to Benin City, but they are particularly felt here because community theatre 

is still growing and often overlooked compared to mainstream theatre. Despite these 

challenges, groups continue to find creative ways to keep their work alive, showing that 

the passion for theatre often outweighs the obstacles. 

 2.3 Application of Management Approaches in Community Theatre 

Even though community theatre faces many challenges, applying basic 

management approaches can make a big difference. While community theatre is not run 

like a formal company, it still benefits from structure and planning. In Benin City, 

groups that have tried to adopt some management practices even in simple ways often 

find it easier to stay organised, reduce conflicts, and carry their projects further (Mda 

91). 

One useful approach is planning and goal setting. Instead of rushing into a 

performance, groups that sit down to clearly decide on their aims usually have smoother 

outcomes. For example, a group that decides its aim is to raise awareness about youth 



21 
 

unemployment can then build its story, choose its cast, and select performance areas in 

line with that goal (Obafemi 29). Without such planning, projects often lose focus along 

the way. Even a basic timeline such as “two weeks for rehearsal, one week for 

community feedback, and one week for the final show” helps everyone stay on track. 

Another important management tool is division of roles. Many theatre groups 

fail because everything is left for one or two people to handle. In practice, assigning 

roles like director, stage manager, treasurer, or community liaison makes things easier 

(Adelugba 55). It also reduces quarrels, since people know what they are responsible 

for. For example, if one person is in charge of costumes, others know who to consult 

and who to hold accountable if there are delays. This kind of role sharing not only 

spreads the workload but also builds skills among members. 

Financial management is also crucial, even in small ways. Since funds are often 

limited, groups that learn to budget properly can achieve more with less. Keeping a 

simple record of expenses, setting aside part of any donations for future projects, and 

being transparent about money all help to build trust within the group (Osofisan 17). In 

some cases, theatre groups in Benin City have even partnered with local businesses to 

reduce costs, such as borrowing chairs from event planners or getting small 

sponsorships in exchange for advertising. This shows that careful money management, 

even on a small scale, strengthens sustainability. 
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Community theatre also benefits from participatory decision-making. Because 

these projects are meant to serve the community, involving both group members and 

community representatives in decision-making helps to build ownership (Kerr 68). For 

instance, before staging a play about waste management, a group can consult with local 

leaders or market women to know what concerns people most. This not only makes the 

performance more relevant but also increases the chances that the community will turn 

up and support the project. 

Another helpful approach is monitoring and evaluation. While this might sound 

technical, it can be as simple as asking: “What went well in this performance? What 

should we change next time?” Groups that take the time to reflect after each project tend 

to grow stronger (Ebewo 64). They identify weak points, like poor sound or unclear 

messages, and then work to improve them. In Benin City, where resources are tight, this 

habit of learning from past efforts can make each new project sharper and more 

effective. 

Finally, team motivation and communication are key. Many community theatre 

groups collapse not because of money alone but because members lose interest. Leaders 

who keep communication open, encourage members, and recognise everyone’s 

contribution often hold the group together longer (Okagbue 118). Something as simple 

as holding regular check-ins, celebrating small successes, or sharing meals after 

rehearsals can keep morale high. In a context like Benin City, where members often 
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juggle theatre with work or school, this human side of management is sometimes the 

most important. 

In short, applying management approaches does not mean turning community 

theatre into a rigid business. It simply means borrowing practical ideas planning, role 

sharing, budgeting, participatory decisions, reflection, and motivation to make sure that 

the theatre achieves its purpose and lasts beyond one-off events. With these methods, 

community theatre in Benin City stands a better chance of overcoming its challenges 

and creating lasting impact. 
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CHAPTER THREE 

RESEARCH METHODOLOGY 

3.1  Research Design 

This study adopts a qualitative research design, with emphasis on descriptive 

and exploratory methods. The choice of this design is based on the need to understand 

how theatre operates within Benin City as a tool for cultural promotion. Unlike 

quantitative research, which seeks to measure variables numerically, qualitative 

research allows for a deeper engagement with meanings, interpretations, and lived 

experiences (Creswell 21). Because theatre is both a performance and a social practice, 

a qualitative approach provides the flexibility needed to capture not only what is 

performed but also how people experience and respond to it. 

The descriptive aspect of the design helps in presenting a clear picture of 

community theatre in Benin City as it exists today its practices, challenges, and 

contributions to cultural identity. This involves recording details from interviews, 

observations, and performances without manipulating the environment. The exploratory 

side, on the other hand, allows the researcher to ask open-ended questions and probe 

into issues such as management practices, audience engagement, and cultural 

expression. This is important because theatre in Benin is dynamic, and not all of its 

functions are fully documented in existing literature (Etherton 49). 
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Furthermore, this design aligns with the participatory nature of community theatre itself. 

Just as community theatre involves dialogue between performers and audiences, 

qualitative inquiry creates space for participants actors, directors, scholars, and audience 

members to share their voices. Their insights form the primary data upon which 

conclusions will be drawn. This is particularly useful in theatre studies, where subjective 

experiences and cultural meanings are as valuable as factual records (Okagbue 37). 

By combining description with exploration, the chosen design not only 

documents the current state of theatre practice in Benin City but also highlights areas 

where theatre intersects with broader cultural and social issues. It offers a balanced 

approach that captures both the artistic and the community dimensions of theatre. 

3.2  Research Instruments 

In carrying out this research, I relied mainly on interviews and observation as 

the two instruments for collecting information. These were chosen because they felt 

practical and realistic within the setting of Benin City, and because they allowed me to 

engage directly with the people and spaces where community theatre is alive. 

Interviews formed the core of the process. I spoke with a small group of people 

connected to theatre in different ways actors, directors, students of theatre arts, and even 

a few regular audience members. The idea was not to overwhelm the study with 

numbers but to focus on depth and detail. Most of the interviews were semi-structured, 

meaning I had some guiding questions but I also allowed conversations to flow 
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naturally. In many cases, participants shared personal experiences that gave me more 

than what I had originally planned to ask. For example, some practitioners talked about 

how they struggled to find rehearsal spaces, while others explained how they had to 

balance theatre with other jobs just to survive. These kinds of responses would have 

been impossible to capture with rigid, closed-ended questions. 

A few guiding questions that shaped the interviews included: 

●  How would you describe the role of community theatre in Benin City today? 

●  What are the main challenges you face in keeping your theatre group active? 

● In your view, what makes community theatre different from other forms of 

theatre? 

●  How do you connect with audiences and encourage participation? 

These questions opened the door for participants to speak freely, while also 

keeping the discussions connected to the focus of the research. As Kvale points out, 

semi-structured interviews create room for both structure and spontaneity, which is vital 

when exploring social practices like theatre (14). 

The second instrument was observation. I attended rehearsals, performances, 

and even informal gatherings organised by theatre groups in Benin City. Being present 

in these settings helped me to see first-hand how things were organised and how theatre 

was experienced by both performers and audiences. For instance, I noticed how 

rehearsals often doubled as social gatherings, with conversations and jokes happening 
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alongside the work. This showed me that community theatre is not just about 

performance, but also about building relationships. I also observed how audiences 

responded during performances sometimes clapping at unexpected moments, 

sometimes even joining in. These details, though small, gave life to the study because 

they showed how theatre functions beyond the stage. 

Observation was especially useful because it revealed things that might not have 

come up in interviews. For example, while a director might speak about managing a 

production smoothly, observing rehearsals sometimes showed the struggles behind the 

scenes, such as late arrivals, lack of props, or disagreements among group members. 

Angrosino reminds us that observation allows a researcher to capture these everyday 

realities that words alone may not cover (55). 

By combining interviews and observation, I was able to balance what people 

said with what actually happened in practice. This mix gave a more complete picture of 

community theatre in Benin City one that respected people’s voices while also 

grounding those voices in lived experience. 

3.3  Validity and Reliability of Instruments 

In any research, it is important to show that the information gathered is both 

trustworthy and dependable. Since my study relied on people’s voices and my own 

observations, I made sure to handle the process in a way that kept it as accurate as 

possible. 
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For the interviews, I used simple, clear questions and avoided technical language so 

participants could speak freely. I also tried to ask follow-up questions when something 

was not clear, rather than making assumptions. This helped reduce the chance of 

misinterpretation. To make the findings more reliable, I interviewed different people 

actors, directors, students, and even audience members. By comparing their responses, 

I was able to notice common themes as well as differences. This cross-checking gave 

the data more balance, as it did not rely on only one point of view. 

For the observations, I made notes immediately after each session so I would not 

forget details. I tried to be honest in writing down both the positive and negative sides 

of what I saw, instead of focusing only on what matched my expectations. I also visited 

more than one group, which helped me avoid drawing conclusions from a single 

example. 

Another way I strengthened the study was by connecting what I observed to what 

participants said in interviews. For instance, if a director mentioned challenges with 

attendance, I was able to confirm this by seeing late arrivals during rehearsals. This kind 

of cross-checking, often called triangulation, is a simple but effective way of making 

sure that findings are not based on just one source (Patton 247). 

Of course, no research is perfect. Human responses can change depending on 

mood, memory, or even who is asking the question. To manage this, I stayed aware of 

my own role as a researcher and tried not to influence participants’ answers. Instead, I 
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encouraged them to share their views in their own words, even when those views did 

not fully align with what I expected. 

In the end, the goal was not to claim absolute certainty but to present a study that 

fairly represents the experiences and practices of those involved in community theatre 

in Benin City. By using different voices, careful note-taking, and direct observation, I 

believe the results are reliable enough to support the discussions in later chapters. 

3.4  Data Collection 

The process of gathering information for this study took place mainly in Benin 

City, over a period of several weeks. The two instruments interviews and observation 

were applied side by side, depending on the opportunities available and the schedules 

of participants. 

For the interviews, I approached theatre practitioners, students, and a few scholars who 

are familiar with community theatre activities in the city. Most of the interviews were 

carried out in person, either in rehearsal venues, classrooms, or informal meeting spaces 

such as cafés. This setting made the participants feel at ease and willing to speak openly. 

In cases where meeting face-to-face was not possible, phone conversations were used. 

Each interview usually lasted between 20 and 40 minutes. I recorded key points in a 

notebook, and in some cases, with the consent of participants, I used an audio recorder 

to make sure their words were captured accurately. 
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The questions asked were not rigidly fixed. I had a guide, but I allowed room 

for conversation to flow naturally. This way, participants could bring up issues I had not 

thought about beforehand. For example, one student spoke about the role of social media 

in promoting community theatre events, which was not part of my original plan but 

turned out to be very relevant. Such moments added depth to the study. 

For the observations, I attended several rehearsals and two small community 

theatre performances. These were held in multipurpose halls, open spaces, and one in a 

secondary school compound. I sat among the audience when possible, and other times 

I was allowed to stand closer to the performers to see how stage directions and 

improvisations were handled. During rehearsals, I paid attention to how directors 

communicated with actors, how props were arranged, and how the group dealt with 

challenges like late arrivals or limited resources. 

I wrote down my impressions immediately after each session, sometimes even during 

short breaks. For instance, I noted how some performers relied heavily on improvisation 

because there was no printed script, and how audiences reacted strongly when local 

languages and cultural references were used. These details gave me a fuller 

understanding of the relationship between management practices and artistic expression 

in community theatre. 

Collecting the data was not always smooth. Some practitioners were initially 

hesitant to be interviewed, worried that their responses might be judged or misused. In 
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such cases, I reassured them that the study was purely academic and that their names 

would not be used without permission. Time management was another challenge, as 

rehearsals and performances often started late, meaning I had to wait long hours before 

observation could begin. Despite these hurdles, enough information was gathered to 

give a clear picture of the situation on ground. 

By the end of the data collection stage, I had gathered a mixture of recorded 

interviews, handwritten notes, and field observations. Together, these form the base of 

the analysis presented in the next chapter. 

3.5  Data Analysis 

Once the interviews and observations were completed, the next step was to 

carefully go through the information collected and make sense of it. Since the study is 

qualitative, the analysis was not about numbers or statistics but about identifying 

common themes, ideas, and patterns that kept appearing in the responses and in what I 

observed. 

The first stage of analysis involved organising the raw material. I listened to the 

audio recordings several times and transcribed the most relevant parts into written notes. 

For the interviews that were only written down, I went back to my notebooks and 

expanded short points into fuller sentences so that the meaning would not be lost. I did 

the same with my observation notes, arranging them according to the different events 

whether rehearsals, performances, or casual discussions with theatre groups. 
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The second stage was sorting the material into categories. I read through all the 

notes and underlined recurring ideas. For example, many participants spoke about 

funding challenges, so I marked all the places where this came up and put them together 

under one theme. Another recurring theme was the importance of teamwork and 

cooperation, which I grouped separately. In the observation notes, I noticed repeated 

references to the use of local languages and cultural elements in performances, which I 

also placed under its own category. 

After grouping the information, I moved to the third stage, which was interpreting the 

meaning of these themes. Here I asked myself: what do these repeated points reveal 

about community theatre in Benin City? For instance, when several respondents 

mentioned lack of funds, it was not only about money but also about how it shaped 

creativity—some groups had to improvise costumes or share limited resources. 

Similarly, when audiences responded strongly to local languages, it suggested that 

cultural relevance is key to drawing people’s attention. 

In this way, the analysis went beyond just listing problems and successes; it tried 

to link them back to the broader idea of how community theatre is managed. The themes 

were then related to the objectives of the study: understanding the prospects and 

challenges of managing outreach programmes. 

Finally, to ensure the analysis remained balanced, I looked out for contrasting 

views. While most people highlighted funding as a problem, a few saw it as a chance to 
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be more creative and resourceful. Including such opposing opinions made the findings 

richer and more realistic. 

By following this step-by-step approach organising, categorising, interpreting, 

and balancing the study was able to turn raw field notes and interview responses into 

useful findings. These findings form the foundation for the discussion in Chapter Four. 

3.6  Ethical Considerations 

Because this study involved people sharing their experiences and practices, it 

was important to handle the process with respect and responsibility. From the start, I 

made it clear to participants that the research was only for academic purposes and that 

their views would not be used outside this context. Everyone who took part was told 

what the study was about and why their contributions were important. Only those who 

gave their consent went ahead with the interviews and conversations. 

Another key ethical step was respecting confidentiality. While some respondents 

did not mind their names being mentioned, I decided not to use names directly in the 

write-up. Instead, participants are referred to in more general terms, such as “a theatre 

practitioner” or “a student participant.” This was done to protect their identity, 

especially since some of the points raised included challenges within groups that might 

be sensitive. 

During observation, I also made sure that I was not interfering with normal 

activities. I attended rehearsals and performances as a quiet participant, not as someone 
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trying to direct or influence the process. When needed, I asked for permission before 

taking notes or recording certain parts of the event. 

Finally, I made an effort to ensure that participants did not feel pressured to say 

what they thought I wanted to hear. I encouraged them to speak freely and reminded 

them that there were no “right” or “wrong” answers. This made the atmosphere more 

relaxed and allowed for more genuine responses. 

Overall, the ethical approach was based on honesty, respect, and responsibility. 

These considerations helped to build trust with participants and ensured that the findings 

presented in the next chapter are authentic and grounded in the lived realities of those 

involved in community theatre in Benin City. 
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CHAPTER FOUR 

DATA PRESENTATION, ANALYSIS AND DISCUSSION 

4.1  Presentation of Data 

4.1.1  Profile of Respondents 

The respondents for this study were drawn from people directly or indirectly 

connected to community theatre in Benin City. They included theatre practitioners, 

students of theatre arts, and a small number of regular audience members who had 

experienced community theatre projects. In total, there were fifteen participants: five 

practitioners (including directors and actors), six students, and four community 

members. 

The practitioners were mostly adults in their late twenties to early forties who 

had been involved in different theatre projects around Benin City. They shared 

experiences about managing outreach programmes and the realities of sustaining 

performances. The students were mainly undergraduates of theatre arts who had either 

taken part in or observed outreach productions organised by their departments. Their 

contributions gave insight into the training process and how younger practitioners view 

the challenges of community theatre. The community members, on the other hand, were 

ordinary residents who had attended performances in markets, schools, or church halls. 

Their responses highlighted how the public receives these programmes and what makes 

them useful or not. 
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This mix of respondents provided a balanced view. While the practitioners spoke 

about management struggles, the students focused on learning and participation, and the 

community members shed light on audience engagement. Altogether, their voices 

helped to paint a clearer picture of both the potential and the challenges of community 

theatre in Benin City. 

 4.1.2  Historical Understanding of Community Theatre in Benin City 

When respondents were asked about the origins of community theatre, most of 

them referred back to traditional performances they had grown up watching in their 

families or neighbourhoods. They mentioned masquerades, storytelling, drumming, and 

dance as examples of how people gathered in the past to learn, celebrate, or pass 

messages. One community member, for instance, explained that “we always saw theatre 

in the village square, not on any big stage. People just came together, and it was part 

of us.” Comments like this showed that the roots of theatre in Benin City were closely 

tied to everyday communal life rather than formal theatre halls. 

Practitioners and students, however, often described the later shift that came 

with Western-style drama. Some of the students noted that much of what they studied 

in school was in English, with written scripts, which they admitted was sometimes 

different from what their parents or local communities were used to. One student 

explained that “in school we learn to perform in English, but in the community it is 

Pidgin or our language that people understand best.” This observation confirmed the 



37 
 

gap between academic or elite theatre and the more popular forms that connect directly 

with communities. 

Several of the practitioners recalled how, in the 1970s and 1980s, popular theatre 

troupes performed in open spaces like markets, schools, and even roadside junctions. 

These troupes made use of humour, songs, and local dialects to draw in audiences. A 

respondent who had once worked with such a troupe remembered how effective it was, 

saying “people would stop whatever they were doing and gather because it was in their 

own tongue and we spoke about things they knew.” This again pointed to how theatre 

in Benin City became a tool for reaching the grassroots. 

Some respondents also referred to more deliberate efforts where theatre was 

used for community education. They described performances where issues like 

sanitation, family planning, or farming methods were acted out in simple stories that 

people could relate to. A practitioner explained that such performances were different 

from school drama because “here, you don’t just perform and go. You want the people 

to talk back, to tell you what they think, or even to join in.” This reflects the principles 

of what is widely known as Theatre for Development, where performances are designed 

to involve the audience in problem-solving. 

Altogether, the responses showed that the historical understanding of community theatre 

in Benin City is not one-dimensional. For some, it is rooted in tradition; for others, it is 

connected to popular troupes; and for many, it now includes the idea of theatre as a tool 
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for awareness and development. What unites these views is the idea that theatre has 

always adapted to the needs of the community and remains closely tied to people’s 

everyday realities. 

4.1.3  Management Issues in Community Theatre 

When asked about the challenges of running community theatre, most 

respondents pointed first to the problem of money. Practitioners explained that outreach 

performances usually bring little or no financial return since they are not ticketed events. 

One director said plainly, “we perform for free, so we must carry everything on our 

heads. Costumes, transport, even water for actors, it is our personal money.” Students 

who had been part of productions in their department also recalled how projects were 

often limited because funds were too small to cover all needs. This lack of financial 

support meant that rehearsals were rushed, props were improvised, and sometimes 

performances ended abruptly when resources ran out. 

Another issue that came up strongly was organisation. Several respondents noted 

that many theatre groups in Benin City rely on volunteers, and while the passion is 

strong, commitment is not always steady. One practitioner explained that “people come 

with energy at the beginning, but when it is time for the real work, you will not see them 

again.” This inconsistency often affected rehearsals, time management, and even the 

quality of the final performance. Some participants added that when there is no clear 
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leader, disagreements about scripts, rehearsal times, or money can cause tension and 

slow down the entire project. 

Training and skills were also highlighted as weaknesses. Students admitted that 

while they were learning in school, they sometimes lacked real experience in areas like 

stage management or directing. Practitioners noted that even those who had passion for 

acting sometimes struggled with memory, coordination, or technical aspects such as 

sound and lighting. One audience member observed that “sometimes the play is good, 

but you will see they are not organised, people forget lines, the sound is poor.” This 

suggests that without steady training and mentorship, many groups struggle to maintain 

professional standards. 

Audience engagement was another concern. While respondents agreed that 

theatre works best when the community participates, they also pointed out that not all 

communities respond in the same way. A student said, “we went to perform in a school, 

and the children just watched like it was film. Nobody wanted to talk back or join.” 

Some practitioners explained that unless organisers work closely with local leaders or 

community members from the beginning, turnout can be poor and participation limited. 

Sustainability also stood out as a major problem. Several respondents described 

situations where projects started well but ended quickly because members lost interest 

or because a one-time sponsor withdrew support. A practitioner who had once worked 

with an NGO project explained: “we performed two times, but after the donor left, we 
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could not continue. People went their separate ways.” This shows how much 

community theatre depends on both consistent commitment and steady resources. 

Finally, some cultural and social perceptions made theatre difficult to sustain. A 

few respondents noted that some people still view theatre as “mere play” and not as a 

serious way to address community problems. For example, one community member 

commented, “when you talk about malaria through acting, some people will laugh and 

say it is better to hear from a doctor.” Such attitudes sometimes weaken the impact of 

theatre projects, especially when dealing with issues considered serious or technical. 

In essence, respondents identified several challenges facing community theatre 

in Benin City: lack of funds, poor organisation, inadequate training, weak audience 

engagement, unsustainable projects, and cultural perceptions that undermine its 

seriousness. These problems mirror those found in the wider literature, but they were 

voiced here in very practical terms by those directly involved. 

 4.1.4 Application of Management Approaches in Community Theatre 

Despite the many problems raised, respondents also shared ways that 

management approaches have been applied to keep community theatre projects moving. 

Some of these methods were simple and informal, but they made a noticeable difference 

in how groups functioned. 

One approach frequently mentioned was planning ahead. Practitioners explained 

that when groups take time to decide on their aim before starting rehearsals, the project 
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usually runs more smoothly. One director said, “if you just rush into acting, you get 

confused on the way. But when we agreed early that our play was about youth 

unemployment, everything flowed better.” Students confirmed this by pointing out that 

productions with a clear schedule for example, two weeks of rehearsals before the final 

performance avoided last-minute stress and confusion. 

Another practice that came up was sharing roles among members. Respondents 

noted that many groups had suffered in the past because everything was left to one or 

two people. To avoid this, some groups now assign specific duties, such as one person 

handling props, another managing costumes, and another keeping track of expenses. A 

student explained that “when you know you are the stage manager, you take it seriously, 

and people respect your role.” This division of labour not only reduced quarrels but 

also gave members a sense of responsibility. 

Financial management, though challenging, was another area where simple approaches 

helped. A practitioner mentioned that his group started keeping a small notebook to 

record every expense and contribution. He explained, “before, people accused us of 

eating money. Now we write it down, and everybody sees what we spent.” In some cases, 

groups tried to partner with small businesses, borrowing chairs or sound systems in 

exchange for publicity. These small steps created more trust and stretched limited funds 

further. 
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Respondents also highlighted the importance of involving the community in 

decision-making. Instead of deciding everything on their own, some groups consulted 

local leaders or market associations before staging performances. One community 

member confirmed that “when they came to us first, we felt part of it, so on the day of 

the play, people came out in numbers.” This participatory approach made performances 

more relevant and encouraged audiences to engage during discussions. 

Evaluation was another management practice mentioned, though often in simple 

terms. Some practitioners said they usually met after a performance to ask themselves 

what went well and what needed to be improved. A student explained, “after the play, 

we talk about where we failed. Maybe sound, maybe acting. Next time, we do better.” 

This reflective habit helped groups avoid repeating mistakes and gradually improved 

the quality of their work. 

Finally, respondents stressed the importance of motivation and teamwork. Many 

admitted that theatre work can be tiring, especially when members are balancing school 

or jobs. Leaders who encouraged members, celebrated small achievements, or simply 

created a friendly atmosphere were able to keep the group together longer. One 

practitioner noted, “sometimes after rehearsal we just eat together. It makes us feel like 

family.” This sense of belonging helped sustain projects even when resources were 

scarce. 
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From the responses, it is clear that management approaches, even when applied 

in basic forms, make a real difference in community theatre. Planning, role-sharing, 

financial transparency, community involvement, reflection, and motivation all 

contribute to making outreach projects more effective and sustainable in Benin City. 

 4.2  Analysis of Data 

The responses gathered provide useful insights into how community theatre 

operates in Benin City and how it reflects broader themes in the study of theatre and 

culture. When compared with the ideas discussed in Chapter Two, certain patterns 

emerge that shed light on the realities of theatre practice in local communities. 

To begin with, the profile of respondents shows a balance between practitioners, 

students, and regular audience members. This mix matters because it allows the study 

to capture different perspectives from those who create performances, those who are 

learning the craft, and those who receive it as a form of cultural expression. The fact 

that younger respondents are well represented also suggests that theatre remains relevant 

to a new generation, echoing earlier discussions that community theatre can adapt to 

changing social contexts (Mda 1993). 

The historical understanding of community theatre among respondents reveals that most 

people see it not just as entertainment, but as a tool for awareness and dialogue. This 

corresponds with the development of participatory forms such as Theatre for 

Development, which emerged in Africa as a way of using performance to address social 
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issues (Etherton 1982). It is significant that respondents in Benin City still associate 

community theatre with these values, showing continuity between theory and practice. 

The challenges highlighted by respondents lack of funds, limited facilities, 

leadership struggles, and low recognition are consistent with what other scholars have 

noted about theatre in Africa (Barber 2000). What makes these findings important is the 

way they reveal the gap between the cultural potential of theatre and the practical 

conditions under which it operates. For instance, while respondents expressed pride in 

theatre’s ability to reflect Benin traditions and provoke dialogue, they also admitted that 

financial constraints often limit the scale and quality of performances. This tension 

underscores why management approaches are essential. 

In analysing how groups apply management methods, it becomes clear that even 

small practices such as planning ahead, sharing roles, and keeping records create 

significant improvements. These findings link closely with the literature on applied and 

community theatre, which emphasises participation, transparency, and collaboration 

(Kerr 1995). Respondents’ accounts show that management is not an abstract concept 

but a set of everyday habits that make theatre sustainable. 

Another key point from the analysis is the importance of community 

involvement. Respondents who consulted community leaders or sought input from 

audiences reported stronger turnout and engagement. This reflects the principle of 

participatory theatre noted by Augusto Boal in his work on Theatre of the Oppressed, 
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where audiences are not passive viewers but active contributors. In the Benin context, 

this practice not only draws larger audiences but also strengthens cultural ownership of 

performances. 

Finally, the emphasis on motivation and teamwork points to a broader cultural 

insight. Respondents described theatre groups as “family-like,” where sharing meals or 

celebrating small victories built unity. This mirrors traditional Benin cultural practices, 

where collective effort and shared responsibility were central to community life. Thus, 

theatre does not just reflect culture on stage; it also reproduces cultural values in the 

way groups are organised. 

In summary, the data shows that while community theatre in Benin City faces real 

constraints, it continues to play a vital role in cultural expression and social dialogue. 

By applying even modest management approaches, practitioners are finding ways to 

sustain their work. These findings confirm that theatre remains a living space where 

Benin culture is not only preserved but also negotiated and reinterpreted for today’s 

society. 

 4.3 Discussion of Findings 

The findings of this study reveal that community theatre in Benin City is deeply 

connected to local traditions, yet it is also shaped by modern realities. The respondents 

described theatre as more than performance; they saw it as a living process that mirrors 

everyday life, engages audiences, and provides space for dialogue on social and cultural 
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issues. This reflects the earlier discussions in Chapter Two, where the roots of 

community theatre were linked to traditional storytelling, masquerade, and popular 

theatre. The continuity between past and present practices shows that theatre has 

remained relevant by adjusting to the needs of its audience. 

One important point that emerged is that theatre continues to serve as an 

educational and communal tool. Respondents pointed to examples where performances 

addressed issues like sanitation, family relationships, and even civic duties. This is 

consistent with the idea of Theatre for Development, which emphasises participation 

and problem-solving through performance (Etherton 1982). The way respondents 

described these performances where audiences were encouraged to talk back or even 

join in shows that participatory methods are still effective and valued. It also underlines 

that theatre in Benin City is not only entertainment but a medium for learning and 

engagement. 

The management challenges discussed by respondents highlight the fragile 

conditions under which community theatre operates. Funding, limited facilities, poor 

recognition, and leadership struggles were all mentioned. These issues reflect what 

scholars such as Barber (2000) and Kerr (1995) observed about theatre across Africa: 

while theatre has cultural power, it often suffers from a lack of institutional support. The 

findings confirm that practitioners in Benin City face similar obstacles, which can 
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weaken the sustainability of their work. However, the fact that groups continue to 

organise performances despite these barriers shows resilience and commitment. 

Interestingly, the respondents’ accounts also showed that management practices, 

even when informal, have a strong impact. For example, dividing responsibilities, 

planning rehearsals, and keeping simple records were reported as strategies that helped 

groups function better. This shows that theatre practitioners are already applying basic 

management principles, even if they do not describe them in technical terms. It also 

highlights that management is not separate from creativity; rather, it supports the smooth 

running of theatre activities. This aligns with Chapter Two’s discussion of applying 

management approaches to community theatre, where effective planning and 

participation were shown to strengthen outcomes. 

Another key theme in the findings is the role of community involvement. When 

practitioners made efforts to involve community leaders, speak in local languages, or 

allow audiences to influence the direction of performances, they reported higher turnout 

and stronger connections. This reflects the participatory ideals of Boal’s Theatre of the 

Oppressed, where the audience is treated as an active participant rather than a passive 

consumer. In Benin City, such practices ensure that theatre stays rooted in local culture 

and that performances remain relevant to people’s daily experiences. 

Finally, the findings showed that theatre groups often develop strong bonds 

within themselves, describing their teams as “family-like.” This mirrors the communal 
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values that are central to Benin culture, where collective responsibility and unity are 

emphasised. It demonstrates that theatre does not only preserve culture through stories 

and performances; it also reproduces cultural patterns in the way groups are structured 

and managed. 

Overall, the discussion of findings confirms the central role of community 

theatre in Benin City as both a cultural and social tool. While challenges such as funding 

and recognition remain, the resilience of practitioners and the creativity of their 

approaches point to strong prospects for the future. The study highlights that community 

theatre is not only about performance but also about participation, education, and the 

preservation of cultural identity. 
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CHAPTER FIVE 

SUMMARY, CONCLUSION AND RECOMMENDATIONS 

5.1 Summary 

This study explored the prospects and challenges of managing community 

theatre outreach programmes in Benin City. One of the main things that came out is that 

community theatre still plays a big role in keeping local culture alive and connecting 

with people. Respondents often described theatre as more than just entertainment; it 

gives people a chance to talk, learn, and see their own lives reflected on stage. 

Performances in schools, markets, and neighbourhoods allow audiences to relate to the 

stories, which makes the theatre more meaningful and impactful. 

Another major finding is that funding is a constant challenge. Many groups work 

with very little money, relying mostly on contributions from members or small, short-

term support from local organisations. Respondents explained that this often means 

rehearsals are shortened, props are improvised, or shows are scaled down. These 

financial limits not only affect the quality of performances but also make it hard for 

groups to plan long-term and keep projects going. 

Organisation and leadership within theatre groups also stood out as a problem. 

Most groups depend on volunteers, who are passionate but sometimes cannot fully 

commit. This leads to irregular rehearsals, confusion about who is responsible for what, 

and disagreements about scripts, casting, or spending the little money available. Groups 
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that clearly shared responsibilities reported fewer problems and smoother operations, 

showing that even small organisational steps can make a big difference. 

The study also found that skills and training are limited. While students and 

practitioners are enthusiastic, many lack formal training in directing, stage management, 

or technical aspects of theatre. Respondents mentioned that forgetting lines, 

mishandling props, or missing cues are common, and poor execution can put audiences 

off. This shows that passion alone is not enough; regular training and mentorship are 

important for improving performances and helping theatre grow. 

Audience engagement was another key point. Respondents explained that the 

success of a performance depends on how well it connects with the local community. 

When organisers involve community members early like talking to local leaders or 

asking what issues matter to the audience more people attend and take part. On the other 

hand, if people see theatre just as entertainment or something unrelated to their lives, 

fewer people show up and participation drops, making it harder for theatre to have an 

impact. 

The research also highlighted sustainability issues. Many theatre projects start 

strong but slow down or stop after one or two performances because of lack of planning, 

resources, or members moving on to other things. Some projects depended on one-off 

funding from an NGO or government agency, and once that support ended, the theatre 
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stopped. This shows the need for long-term planning, steady funding, and committed 

teams if community theatre is to keep going. 

Finally, the study confirmed that using simple management practices makes a 

big difference. Respondents said that planning rehearsals, sharing responsibilities, 

keeping track of money, involving the community, reflecting on performances, and 

encouraging members all helped projects succeed. Even basic steps like assigning 

someone to handle costumes or keeping a rehearsal schedule reduced problems and 

made performances smoother. 

In short, the findings show that community theatre in Benin City has great 

cultural and social potential, but its success depends on how it is managed. Funding, 

organisation, training, audience engagement, and sustainability are all challenges. Yet 

the study shows that even small, practical management actions can improve 

performance quality, keep projects going, and strengthen the theatre’s role in education, 

cultural preservation, and community life. 

 5.2  Conclusion 

This study set out to explore the prospects and challenges of managing 

community theatre outreach programmes in Benin City. From the findings, it is clear 

that community theatre continues to play an important role in both preserving culture 

and engaging local communities. The performances do more than entertain; they 
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provide a space for discussion, education, and collective reflection on everyday life and 

social issues. 

At the same time, the research has shown that the success of these programmes 

depends heavily on management. Funding, organisation, skills, audience engagement, 

and sustainability were all identified as major challenges. Without proper planning and 

structure, even the most enthusiastic groups can struggle to keep projects going. Yet, 

the study also shows that these challenges are not insurmountable. Groups that put effort 

into simple management practices  planning rehearsals, sharing roles, budgeting, and 

involving the community are able to run more effective and lasting programmes. 

Another important point is that community theatre thrives when it stays 

connected to the people it serves. Performances that reflect local experiences, use 

familiar language, and invite audience participation are more likely to succeed and have 

a real impact. In Benin City, this connection between theatre and community life is what 

gives outreach programmes their value and potential. 

In conclusion, community theatre in Benin City has strong prospects, but its 

growth and sustainability depend on a combination of passion, cultural relevance, and 

practical management. With better organisation, consistent training, community 

involvement, and resource planning, theatre can continue to be a powerful tool for 

cultural expression, education, and social engagement. The study suggests that while 
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challenges remain, the potential of community theatre to make a lasting difference is 

clear and achievable. 

 5.3  Recommendations 

Based on the findings of this study, several practical steps can be taken to 

improve the management and success of community theatre outreach programmes in 

Benin City. These suggestions are aimed at theatre groups, cultural organisations, local 

authorities, and community members. 

1. Find better ways to get funding and resources: Lack of money is a major challenge 

for most theatre groups. Groups can try partnering with local shops, small businesses, 

or community organisations. Even small support, like a shop providing materials or 

refreshments in exchange for mention during a show, can help. Fundraising events such 

as small ticketed performances, cultural fairs, or community donations can also provide 

extra resources. 

2. Make group roles clearer: Clear roles make things easier. Each member should have 

a responsibility, like organising rehearsals, handling costumes, keeping track of money, 

or reaching out to the audience. When everyone knows what they are supposed to do, it 

reduces confusion and disagreements, and projects are more likely to run smoothly. 

3. Offer training and guidance: Many members are passionate but need more practice 

in directing, acting, or handling technical tasks like sound and lighting. Workshops, 
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mentoring from more experienced practitioners, or simple training sessions can help 

improve skills and make performances more polished. 

4. Involve the community early: Theatre works best when people feel included. 

Groups should ask community members what topics matter to them, or invite local 

leaders, schools, or church groups to be part of the planning. When people feel their 

opinions count, they are more likely to come to performances and participate actively. 

5. Plan for the long term: Some projects fade away once initial excitement dies down 

or funding runs out. Groups should make simple long-term plans, such as regular 

performances, themed shows, or small ongoing workshops. Keeping in touch with past 

members and building a small core team helps keep the project going. 

6. Explain why theatre matters: Some people still see theatre as just entertainment. 

Groups should make it clear that performances can educate, raise awareness, or start 

conversations about important issues like health, education, or the environment. Simple 

talks before shows, posters, or word-of-mouth explanations can help communities 

understand the purpose of the theatre. 

7. Learn from each performance: After a show, groups should take time to think about 

what worked and what could be better. Asking both performers and audiences for 

feedback is helpful. This simple reflection makes future performances stronger and 

more enjoyable. 
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8. Keep the team motivated: Groups often depend on volunteers, so it’s important to 

keep members interested. Leaders should recognise everyone’s efforts, celebrate small 

achievements, and make sure communication is open. Informal get-togethers, shared 

meals after rehearsals, or small tokens of appreciation can help keep the team together. 

5.4  Suggestions for Further Research 

While this study has shed light on the management of community theatre 

outreach programmes in Benin City, there are still areas that could be explored further. 

Future research could look into how theatre compares with other forms of community 

engagement, such as radio programmes, social media campaigns, or school clubs, to see 

which methods are most effective in reaching different audiences. 

Another area for further study is the use of technology in community theatre. 

For instance, research could explore how video recordings, online performances, or 

social media promotion might help theatre groups reach larger audiences or improve 

engagement. 

Additionally, more detailed research on audience perception across different 

groups, such as young people, adults, or elderly community members, could provide 

insights on tailoring performances to suit different needs. This could help theatre groups 

make their work more inclusive and impactful. 

Finally, studies could investigate the long-term impact of community theatre on 

behaviour change, cultural preservation, or social awareness. Understanding whether 
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theatre programmes lead to lasting benefits would provide valuable evidence for 

policymakers and cultural organisations when planning and supporting such initiatives. 
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