
South-South Journal of Humanities and international Studies                      Vol.4 No.3 September, 2021 
 

Management and Directing of Stage Production in Post-Covid Era      145 

Management and Directing of Stage Production in Post-Covid Era  

By 

 

Daniel Oyinmiebi Kpodoh 

Senior Arts Fellow, 

Institute of Arts and Culture, 

University of Port Harcourt. 

 

Abstract 
The advent of the novel coronavirus has resulted in an upheaval of the workings 

of society, especially in fields where human relations and communication is 

paramount and the expression of emotions a necessary objective. In order to 

survive, the theatre in Nigeria must adapt its practices to suit the new era, the 

responsibility for which rests on the director. This paper outlines the qualities that 

make up a good director, the role he plays in the execution of a production, and 

lays down guidelines with which he can use these qualities to successfully and 

creatively modify traditional theatre practices to accommodate the changing 

times. It also presents a recommended  alternative in technology: using the new 

media and the internet to not only adapt to the post-COVID era, but also to shoot 

theatre practice in Nigeria to exponential heights. The study specifically examines 

how the new media may be used to achieve this objective, its many advantages 

and challenges that may be encountered in its implementation. Finally, a 

reeducation of theatre practitioners in Nigeria is advocated, as well the inclusion 

of courses that adequately teach the utilisation of the new media in academic 

curricular as a means of conquering the biggest challenge to its implementation: 

the apprehension for change. 

 

Introduction 

Change is the only constant element in society. Man’s methods of interaction have 

experienced many changes throughout history, some with more widespread impact than 

others. As the world becomes a smaller and smaller global village with time and 

technology, the effect of these change-bringing events consequently become more 

globalized. 

 

The COVID-19 pandemic was one of such events. With severe, heavy and widespread 

effects, it has resulted in a paradigm shift in man’s collective psych across the globe. 

Everything has been affected, most especially the ways we relate to people. It is no surprise 

therefore that the theatrical industry is one of the most affected. In fact, at the start of the 

outbreak, the theatre was suspended indefinitely, a situation which was dire for all 

workers and players in the industry.  To survive, theatre practitioners have to adapt to the 
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new format of society. Of everyone involved, the execution of this charge rests most in the 

hands of the director. 

 

Directing and management of stage production have always been jobs laden with many 

responsibilities.  Mark and Emmanuel (2018) notes that the pivotal roles of the director 

made Gordon Craig compare the director to the captain of a ship, an absolutely insensible 

leader whose rule is enforced by strict discipline and extends over every last facet of the 

enterprise. (Cohen 2000, p.459). It is because of this virtual omnipotence that many now 

liken the role of a director in a theatrical production to that of a god. 

 

A lot of theatre books and articles have been written where the styles of renowned theatre 

directors have been documented. One of such books is Directors on Directing (1963), edited 

by Toby Cole and Helen Krich Chinoy, where the directorial approaches of such directors 

as George II, Duke of Saxe Meiningen, Andre Antoine, Otto Brahm, Constantin 

Stanislavski, Vladimir Nemirovich- Danchenko, David Belasco, Adolphe Appia, Gordon 

Craig, Vsevelod Meyerhold, Eugene Vakhtangov, George Bernard Shaw, Harley 

Granville-Barker and many others are documented. Aside from this, other books have also 

been written that document the contributions of directors in terms of their approaches to 

the art of play directing.  In the Nigerian theatre, scholars have also documented the 

directorial approaches of established Nigerian directors such as Ola Rotimi, in The Theatre 

of Ola Rotimi: Production and Performance Dynamics (2011) by Emmanuel Emasealu, and 

Playwrights and Directing in Nigeria: Interview with Ola Rotimi (2002), edited by Effiok 

Bassey Uwatt. Another such book is Visions Towards A Mission: The Art of Interpretative 

Directing (2003), by Effiong Johnson, which documents Effiong Johnson’s “Impact Contact 

Aesthetics”, and Inih Akpan Ebong’s “Cosmo-Humo Symbiosis.” Also, Abdul Rasheed 

Abiodun Adeoye (2011), in his article entitled “Directing Styles in Nigerian Literary 

Theatre,” reviewed the directorial approaches of such renowned Nigerian directors as 

Bayo Oduneye, Dapo Adelugba, Femi Osofisan, Olu Obajemi, Ayo Akinwale, Isreal Eboh, 

Tunde Bakare, Yemi Akintokun, Ofonime Inyang, Linus Osemene, Sola Fosudo, Bakare 

Ojo Rasaki, Felix Emoruwa and many others. Sunday Enessi Ododo’s book entitled 

“Facekuerade Theatre: A Performance Model from Ebira-Ekuechi” described the 

directorial approach of African traditional performances using the Ebiran Ekuechi festival 

of the Ebira people of Kogi State as a case study. In addition, Tekena Gasper Mark in his 

book titled “Ideas on Directing Experimental Theatre” documented the directorial 

approaches of such Nigerian directors as Felix Okolo, Segun Adefila and others. Aside 

from these, other Nigerian directors whose directorial approaches have been documented 

are Sam Ukala, Henry Leopold Bell-Gam, Abdul Rasheed Abiodun Adeoye and others. 

(Mark and Emmanuel, 2018) 
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The Director interprets the script, creates the concept for the show, stages the show, and 

directs the actors. The Stage manager,  at  first, assists the director, helps with auditions, 

writes down the blocking notes, takes charge of all backstage operations, and organizes 

and calls the cues for lights, sound, and scenery shifts. Later, once the show opens, he or 

she is in charge of the show completely. Together the two are responsible for making 

theatrical shows suitable for this pandemic and any other of its kind, adequately modifying 

the theatre for the new landscape of the society we have today. 

 

Theatre Directing: An Overview 

Directing involves the ability of a director to creatively and interpretatively unify the 

efforts of the different theatre collaborators in a production, to create a unified aesthetic 

experience; which is a scintillating play interpretation on stage before an audience in a 

particular place and time. Robert Wills (1976) conceives directing as the process of 

transforming a director’s personal vision into a public performance (p.3). This implies that 

the director’s job is to use all the resources of the theatre at his disposal to create or produce 

his personal vision or idea, as imbedded in a script or developed from it, on stage through 

the manipulation of sounds and pictures before an audience. In the same vein, Oga (2007) 

defines directing as the art of harmonizing the contributions of the artistic collaborators in 

a theatrical production (p.88).  While a director’s job is fundamentally artistic because he 

creatively interprets playtexts using actors and other theatrical elements at his disposal, 

his job extends to performing managerial functions, as he is involved in the scheduling of 

meetings and rehearsals. Thus, he is involved not only with the artistic arm of the theatre 

but with other non-artistic theatre collaborators such as the Business Manager, the 

Publicity Director etc., where he performs the duty of a manager; managing personnel 

from the non-artistic arm of the theatre, and harmonizing their efforts with that of the 

artistic collaborators in a theatre production. Bell-Gam (2007) describes directing as the 

auditory or visual interpretation of a playscript by the artistic director (p.71). For Effiong 

Johnson (2003), directing is an intellectually tasking, creative theatrical stage activity, 

which involves the management of artistic personnel and creative devices of the theatre 

towards a deliberate moulding of a perceived vision into its most sublime form (p.57). Inih 

Ebong (2001) supports  Johnson’s argument when he asserts that directing is a behind-the-

scene activity between the director and his team to create in the ‘private’ seclusion of the 

theatre, away from the curious and prying eyes of the public, the three-dimensional beauty 

that is seen on stage in production (p.27). It is important to note that the recognition of the 

director as an independent artist only occurred less than a century ago. Harold Clurman 

(1972) observes that the director as we know him today is a product of the nineteenth 

century theatre. Modern directing began in 1866, with the Duke of Saxe-Meiningen (p.9), 

and the development of directing has had much to do with the development of modern 
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theatre which has witnessed a lot of dramatic innovations. Prior to this time, in ancient 

Greece, playwrights often directed and acted in their plays, however, the modern period 

ushered the director to the position of authority as we know him today; as the harmonizer 

of all the arts of business and theatre in a production. 

 

Roles of the Director 

A Director is, by definition, a leader. As described above, everything in the modern theatre 

revolves around him and his creative decisions. In order to adequately understand how a 

director might adapt his theatre to suit the requirements of the current era, one must 

understand the multitudinous roles the director plays, none of which may be neglected or 

the performance collapses around the ears of the actors, regardless of how capable they 

are. 

 

Director as Conceptualizer 

This is the foremost duty of a director. The director determines the concept around which 

a production is built. A concept is a thought or general idea about a thing or group of 

things, derived from specific instances or occurrences. This means the director must create 

the world of the  production—its  colors,  images, energies,  shapes,  and sounds. He must 

decide whether to place it in the original setting or in a different time and place. He must 

choose what feelings he wants to arouse in his audience. What chains of thought to spark. 

Everything. The concept guides the rest of the production. It is the foundation on which 

any theatrical performance stands, and it is the director who must build this foundation 

for the rest of the crew. 

 

Director as Interpreter 

The director must be able to understand the deepest meaning of the script and what the 

playwright and/or poet is saying about the world. He must then be able to explain it to the 

cast and crew of the production. This, of course, requires effort from the director—study 

effort which will go largely unseen except in the execution of the play. This doesn’t happen 

right away; often the meanings within the play don’t reveal themselves until the director 

has been working for a while. 

 

Interpreting scripts may also mean adaptation, that is, the changing of one thing into 

something else to suit a purpose. Most times, adaptations are carried out by a scriptwriter. 

However the scriptwriter does this following the instructions of his director. 
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Director as Teacher 

It is unfortunate that many directors see the inherent power of their office as a means of 

becoming overlords over others rather than an opportunity to guide and shape the future 

of the industry. The director must know how to work with and guide his actors. He must 

teach them to be able to express what is required, help them discover their characters and 

understand the production. He must be patient and helpful with their understanding and 

help to bring forth the best performances from them despite inexperience, stage fright or 

other problems. 

 

Louis Jouvet (1963), a French actor and director, describes the art of play directing in a 

more encapsulating way when he submits that to direct a production means to help the 

actors with their memorizing and to mold the text in rehearsals so that it is freed of 

bookishness and takes on the feeling of the players, to make the actor comfortable and to 

know how to do this. It means nourishing, sustaining and revitalizing the actors, 

encouraging and satisfying them and finding their proper theatrical diet; it means bringing 

forth and raising that family—formed according to a different formula for each new play—

which we call a theatre company (p.28). 

 

As a teacher, the duty of a director goes beyond the current production. His teachings must 

touch the lifestyle of his performers, showing them good practices that will keep their 

acting, singing or dancing constantly sharp, regardless of where they go. He must teach 

them good principles of the performing arts that will enable them leverage whatever stage 

they find themselves on. Finally he must show good example for his students to follow. 

In essence, the director must be a father to his actors and crew, rather than a god who 

merely dictates from above. 

 

Director as Stager 

The director must plan how to bring the play to life on the stage, moving bodies and 

creating the stage pictures that will best tell the story. He must be able to talk to designers 

about the set, to the technical crew about lights and sound, and to the costumier and make-

up crew about the costumes. Furthermore, the director must know about the best design 

practices to implement to bring out the aesthetics of the play. The very set-up of the stage 

follows his instructions. This includes the props to use, backdrop of the stage, and the 

entrances and exits. This also includes what lights to use depending on the scene. 

 

In a stage production, picture is almost everything. What the audience sees determines 

their reaction, understanding and emotions. At every point the director must ask, if 

everything were still, what would people see? What would the position of the performers 
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in relation to one another portray? Their expressions? The pattern of lights? What shapes 

are formed and what meanings can be derived from them? Are the emergent patterns 

pleasing to the eyes? 

 

The ears must also be attended to. As part of staging, the director must determine in what 

parts of the production which sounds occur and how the sounds and music blend to create 

the desired mood. 

 

Director as Business Manager 

Regardless of the reason for the production, profits must be made. These profits may not 

always be financial but may also be directed towards specific gains such as the passing of 

a message, welcoming a dignitary, etc. It is the duty of the director to ensure that the 

purpose of the production is being met. 

 

Regardless of purpose however, money must be spent towards bringing the production to 

life. The director must ensure that everybody is staying within budget, that the publicity 

is out, and if necessary, the tickets are printed. If the show is indeed financially motivated, 

the director must steer the preparations in such fashion that the show is set to make a 

profit. He must be able to analyse expenditures and predict expected incomes so that 

expenses don't overshoot the budget. Finally, he must make certain that the producer and 

manager are aware of dates and volunteers, and that compensations and/or royalties are 

duly paid. 

 

Adapting to the Pandemic: Modifying Traditional Practices 

The first step in adapting the theatre to the new society is the modifying of traditional 

theatre practices. The director must use his skills in the roles delineated above to achieve 

this new creative aim. His creativity is, of course, required as this means deviation from 

the norm and implementation of new ideas. 

 

To make the stage, the venue and the entire production process adequately safeguarded 

against viral outbreaks and contact spreading fears, the following techniques must be 

implemented. 

 

Safeguarding the Rehearsals 

The director must begin to put safeguards in place from the very start of casting and 

rehearsals. Expected cast and crew must be determined to be negative to COVID and other 

contagious diseases before rehearsals begin. During the course of rehearsals, precautions 

must continue to be made. That is, the wearing of face masks, washing and/or sanitizing 
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of hands and maintaining of social distancing should be strictly enforced. A good practice 

would be to have rehearsals in batches. The entirety of cast and crew don't need to be 

present at each rehearsal. Instead, the performers can be broken up into small groups so 

that rehearsals can take place without unnecessary crowds. 

 

As much as possible, rehearsals should take place in open spaces. Enclosed places are 

discouraged as these facilitate faster spread of viruses. 

 

Desaturating the Performers 

Desaturating the performers is not a novel idea. Directors already know how to reduce the 

number of performers in any production either to match the budget of a particular 

production or to fit the type and size of stage upon which the performance will take place. 

Implementing this same policy with regards to the COVID-19 pandemic and the new 

preventive guidelines requires the same techniques. 

 

Characters in plays have to be reduced to lessen the number of people on stage at any 

given time. This can be done by combining two or more characters into one, subtly 

modifying character traits and adding, removing or modifying lines. While this is not a 

difficult task, it does require an in-depth understanding of the play. A good example of 

this can be found in two separate renditions of Dan Kpodoh's 'The Struggle's, the first 

performed in The Crab, Uniport while the second performed in a wider stage in Port 

Harcourt city. Of consequence, the second had more Chiefs than the first, more Creek Boys, 

and the character of Ibiye, wife of Miebi, was split into Ibiye and Granny. 

 

Managing Space and Aesthetics 

An unfortunate consequence of safeguarding against a virus which spreads partially 

through contact is that personal touch must be minimized. Stage blockings which require 

contact should only be implemented when necessary. All performers must wash and 

sanitize appropriately before the show begins and at it's end, and the very stage itself 

should be sanitized. 

 

Also, space should be maintained between the performers, especially in dialogue scenes. 

That is, social distancing should be observed as much as is creatively feasible, even on the 

stage. While this will not always be feasible, the director should breach the distance bubble 

only when absolutely necessary. 
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Desaturating the Audience 

Of all the guidelines to be implemented for the novel coronavirus/post-COVID era, this 

may be the least profitable. However, it is necessary. Theatre capacities are no longer to 

be calculated using every possible square inch as audiences are no longer to be packed 

closely together. A seat must be left empty between attendees so that social distancing is 

observed. By implication, venues may be filled only up to 50% capacity before a show is 

regarded as being as sold out. 

 

The director, in the role of business manager, must ensure this guideline is adhered to. In 

order to secure against false expectations leading to catastrophic losses, this condition 

must be put in consideration during the preparation phase. 

 

Adapting to the Pandemic: Implementing Modern Technologies and the New Media 

While all the above can and should be adhered to in order to protect both the performers 

and the audience from contacting deadly diseases, the theatre shouldn’t be shackled by the 

limits of the past. Virtual technologies exist to bridge the gap between the audience and 

the performers, regardless of physical distance barriers and all the social distancing 

necessities outlined above. In fact, the COVID-19 pandemic can be seen as a blessing in 

disguise as it has exposed many theatre practitioners in Nigeria to the immense benefits to 

be obtained from the new media. 

 

Aduku (2018) notes that theatre and the application of technology in Theatre Practice in 

Nigeria is not new, and this is indeed accurate. In fact, it may be altruistic to state that 

theatre technology emerged at about the same time as theatre practice. The technology of 

theatre is constantly changing and adapting to newer changes and demands of the 

audience. (p.245) 

 

It may also not be truly accurate to say that social media, live video streaming platforms 

and other online means of interacting with people are new as they have existed for over a 

decade now. However, it is new in the sense that the potential of its utilization as an 

interface between the supply and the demand is only now being discovered. The new 

media has found newer routes to connect people all over the world presently. This makes 

a great number of people engage them to arrange for any kind of deal that involves 

drawing people’s attention, a requirement for the successful running of most industries. 

Online services for which chat avenues are created for interaction are new, and are seen as 

obvious imprints of change in technology. For instance, in Determinants of Behaviour, 

Isidore Eyo (8-10) observes that although changes activated by external factors are often 
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tardy, the rate human beings respond to newer channels that offer them hope of relief is 

tremendous. (Chima & Benjamin, 2019) 

 

Technology can be used radically to facilitate interventions into new stages or found spaces 

for theatrical production. If we are to redefine the role and work of the artist, it is to 

technology that we will turn in order to find answers to future directions (Eni, 2012). When 

it comes to the theatre, the new media offers a great deal of hope especially towards 

overcoming the travails of the post-COVID era. It offers ways through which all the 

guidelines can be followed without tampering with the aesthetics of the production or 

reducing the number of persons in the audience. Rather, our audience is expanded. Cost 

of production and expenses are decreased not increased. Best still, the theatre is placed in 

a perfect position to benefit from future innovations in tech such as novel 3D holographic 

technologies, the Internet of Things and 5G-internet access. 

 

It is pertinent to note that delving more into tech does not mean converting live theatre 

into film. The theatrical industry has already benefited from lots of innovation in tech, 

especially in the areas of sound, light and set. In fact set engineers have made remarkable 

achievements and engineering feats which are in themselves wonders of science. The 

movie industry has long since moved into the new media, with the onslaught of 

subscription-based movie streaming platforms. For the theatrical industry, utilizing the 

new media is merely diving deeper into modern tech and keeping with the times. Not only 

is this move positive, it is imperative to the survival of the theatre. As Montgomery 

observes, “Digital media will soon become an integral part of our daily life. Those without 

access to the communication system are likely to be left behind and be unable to compete 

in a highly selective job market” (p.181). 

 

Advantages of the New Media 

Digital Publicity 

With the ease of internet accessibility which is a key characteristic of the jet age, people 

spend more time online than off, continuously checking for latest news and/or trends on 

social media, browsing blog sites, watching skits off video streaming platforms, etc. It is 

no wonder that online publicity across these platforms tend to be more successful than 

traditional physical methods. The same amount of finance that used to be expended to 

bring a production to the attention of hundreds of people can now be used to bring the 

same production to the attention of tens of thousands. The best thing about online adverts 

is that due to the nature of the internet, your production is shown specifically to persons 

who are most likely to be interested and attend, greatly increasing the chances of 

conversion and profits to be made. 
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Digital Marketing and Ticketing 

The new media also proffers the opportunity to sell tickets to a production virtually or over 

the internet. Since this method doesn't require manpower or actual physical deliverance of 

the tickets, a much wider market can be reached. This can be achieved with the use of 

ticketing sites who will gladly use their platforms to sell tickets on behalf of any event, just 

for a little token. 

 

Digital 'Live' theatre 

Theatre can also be live, and viewable from every corner of the world.  Many theatrical 

companies in highly developed countries have already adapted this method, such as 

'Digital Theatre' which works in partnership with Britain's leading theatre companies to 

capture live performances authentically onscreen. Their website explains that the 

authenticity of their broadcast is achieved using multiple camera angles and high-

definition camera technology, which brings the drama and emotion of each production to 

a global online audience. 

 

This method can also be adapted by Nigerian Theatre companies, with the added 

advantage that such captured performances will be automatically preserved for future 

viewing. This will be useful for future studies and analyses, and may even generate extra 

profits for the producers. 

 

Global Reach and More Profits 

The number one characteristic of the internet is it's global reach. Just like with movie 

streaming, a digital theatre has the capability to reach every single person in the world, as 

long as he/she is connected to the internet. For a digital theatre, there is no limit to the 

number of attendees to a production. This means there is no limit to the profits which may 

be made, a scenario which would never be possible in traditional theatre. 

 

Challenges 

The challenge before the theatre technologist is to understand and use technology to 

support and break down traditional boundaries between disciplines and traditional modes 

of audience perception of the theatre event in order to make it available to under accessed 

population. Nwadigwe (2005) notes that a major constraint to the application of new 

technology to the theatre is the often prohibitive cost of acquisition, installation, lack of 

manpower, apprehension for change, and maintenance. While these mainly referred to 

tech utilized in scenography, they unfortunately apply to the new media as well, especially 

in Nigeria where the average theatre practitioner operates in an unconducive environment 

occasioned by dwindling economic fortunes and lack of facilities. 
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Only few theatres exist in our training institutions. Those that do exist lack the basic 

technical aids for a modern production that meets the standard of contemporary 

performance in a digital age. Ododo (2006) contends that the factors militating against 

theatre practice in Nigeria are largely inadequate training, insufficient modern tools and 

instruments, and the unprofessional attitude of some producers. Training of thespians in 

digital technology in Nigeria is virtually nonexistent and the few attempts to push this face 

a lot of bottlenecks because of unavailability of requisite training facilities. Many thespians 

are yet to utilize the fascinating world of the computer to enhance their practice simply 

because they are not computer literate. This limited computer knowledge definitely has a 

telling effect on the growth of theatre practice in the country. 

 

However, the biggest challenge theatre practitioners will face utilizing the new media is 

apprehension for change stemming from lack of education. Many will criticize the move 

and label it unnecessary. Some will argue it changes the nature of theatre entirely, so much 

that it may no longer be called theatre. 

 

Conclusion and Recommendation 

Theatre practice in Nigeria is due for another revolution. There is a need for the 

widespread reeducation for the Nigerian modern theatre practitioner, especially directors 

who can in turn educate the actors, technicians and other members of the cast and crew. 

The academia should introduce digital theatre as an academic course which will teach the 

marketablility of the theatre via modern technologies such as social media, video 

streaming platforms, etc. In these ways, the next generation of thespians will be ably 

prepared to take full advantage of the digital world. 

 

References 

Aduku, A.I. (2018). Digital Technology and the Challenges for the Nigerian Theatre. 

Godfrey Okoye University, 242 - 255. 

Bell-Gam, L. H. (2007). Rudiments of play directing.  In H.L. Bell-Gam (Ed.), Theatre in 

theory and practice for beginners (pp.71 -87). Port Harcourt: University of Port 

Harcourt Press. 

Chandler, W. M. (2008). Directing theatre 101: 10 Steps to Successful Productions for New 

Directors and Regional Theatre Companies.  Smith and Kraus, New Hampshire. 

Chima, P. E. & Ejiofor B. (2020). Theatre Marketing and The New Media: A Case Study of 

Daniel Kpodoh’s “The Struggle”. South South Journal of Humanities and 

International Studies, (347 - 365) 

Clurman, H. (1972). On directing. New York. The MacMillan Company. 

Cohen, R. (2000). Theatre. 5th ed. USA: Mayfield Publishing Company 



South-South Journal of Humanities and international Studies                      Vol.4 No.3 September, 2021 
 

Management and Directing of Stage Production in Post-Covid Era      156 

Digital Theatre, retrieved November 21, 2020 from https://www.digitaltheatre.com/about 

Ebong, I. (2001). Introduction to Johnson. Play production processes (pp.19-32). Lagos: 

Concept Publications Limited.   

Eni, K. E. (2012). Global  Technological Advancement and the Challenges for the Nigerian 

Theatre. The Quint Vol 04, No. 03: 59 - 74. 

Eyo, I. E. (2003). Determinants of Behaviour: Giving Meaning to the Psychological 

Concerns With Behaviour. Nsukka: AP Express Publishers Limited. 

Johnson, E. (2001). Play production processes. Lagos: Concept Publications Limited.  ------

-------. (2003). Visions towards a mission: The art of interpretative directing. Lagos: 

Concept Publication Limited. 

Jouvet, L. (1963). The profession of the director. In. T. Cole & H. K. Chinoy (Eds.), Directors 

on directing (pp.226-233). USA: The BOBBS-MERIL Company, Inc. 

Mark, G. T. & Emasealu, E. (2018). Theatre Directing and the Use of Multimedia in 

Nigerian Theatre: A Case Study of Segun Adefila’s Production of “Omo 

Dumping”, Journal of Arts and Humanities Vol. 07, No. 06: 01-16. 

Montgomery, C. Cathryn. “Children in the Digital Age” in  Mass Media: Annual Edition 

97/96.  Connecticut: Duskin/McGraw-Hill, 1997. pp. 180-185. 

Nwadigwe, C. (2005). Sustaining the Development of Theatre Technology in Nigeria. A 

Curriculum Approach to Sustaining the Development of Theatre Technology in 

Nigeria. 

Ododo, Sunday Enessi (2006). “Design Practice in the Nigerian Theatre” in Oni, Duro and 

Ododo, E. Sunday.  Technical Theatre  Practice  in Nigeria:  Trends  and Issues.  

Lagos:  Centre for Black  and  African Arts and Civilization. pp 17-36. 

Oga, C. E. (2007). Theatre directing: an introductory statement. In H.L. Bell-Gam (Ed.), 

Theatre in theory and practice for beginners (pp.88-95). Port Harcourt: University 

of Port Harcourt Press. 

Wills, R. (1976) Ed. The director in a changing theatre. California: Mayfield Publishing 

Company. 

 

https://www.digitaltheatre.com/about

