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Abstract 

Nigerian children's theatre serves as an important medium for preserving indigenous knowledge, 

cultural memory, and oral storytelling traditions. Before the emergence of Western education and 

digital entertainment, storytelling, folktales, songs, riddles, proverbs, and festivals constituted the 

primary means through which children acquired moral values, historical consciousness, and 

communal identity. Contemporary social changes, globalization, urbanization, and digital media 

have, however, diminished children's participation in indigenous theatrical traditions, threatening 

the transmission of Nigeria's intangible cultural heritage. This paper examines the role of 

indigenous knowledge, cultural memory, and storytelling in Nigerian children's theatre, with a view 

to demonstrating how theatrical performance preserves cultural heritage, promotes identity 

formation, and facilitates the transmission of indigenous values to younger generations. Anchored 

in the Cultural Memory Theory and Oral Performance Theory, the study adopts a qualitative 

approach based on textual and documentary analysis of scholarly literature. The study argues that 

children's theatre remains a dynamic educational and cultural instrument capable of preserving 

indigenous knowledge while adapting to contemporary realities through creative performance and 

digital innovation. It concludes that revitalizing indigenous storytelling in children's theatre 

requires collaborative efforts among educators, theatre practitioners, policy makers, cultural 

institutions, and local communities. 

 

Keywords: Indigenous Knowledge, Cultural Memory, Storytelling, Nigerian Children's Theatre, 

Oral Tradition, Performance, Cultural Heritage. 

  

Introduction 

Children‟s theatre in Nigeria occupies a unique position in the cultural and educational life of the 

nation. It is not only a medium of entertainment but also a space where values, history, language, 

and communal knowledge are passed from one generation to another. In a country marked by 

ethnic diversity, rich oral traditions, and a long history of performance practices, Nigerian 

children‟s theatre draws heavily from indigenous knowledge systems, collective memory, and 

storytelling traditions. These elements help shape a theatre that is culturally rooted, pedagogically 

effective, and socially transformative. Indigenous knowledge refers to the locally-developed and 

culturally-embedded understandings that communities generate through experience, observation, 

and social interaction. According to Purcell (as cited in Ejike), indigenous knowledge is “the body 

of historically constituted knowledge that is essential for long-term adaptation of a community or 

human groups to the biophysical environment” (21). In Nigerian children‟s theatre, indigenous 

knowledge is visible in moral lessons, folktales, proverbs, songs, rituals, games, and performance 

conventions that reflect the worldview of different Nigerian communities.  
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Memory, in this context, is not merely individual recollection but collective remembrance of 

cultural values, historical events, and ancestral wisdom. Storytelling serves as the bridge between 

memory and performance, allowing children to encounter knowledge in engaging, dramatic, and 

memorable forms. 

 

Storytelling in African societies is not simply a literary act but an embodied communal practice. It 

brings together narration, music, gesture, dance, audience participation, and moral instruction. In 

Nigerian children‟s theatre, storytelling becomes especially important because it communicates 

cultural knowledge in forms children can understand and enjoy. By combining imagination with 

social learning, the theatre helps children connect to their heritage while also preparing them for 

contemporary life. As Femi Osofisan trenchantly observes, African theatre often “draws strength 

from the living traditions of the people” (27). This strength is particularly evident in children‟s 

theatre, where indigenous forms are adapted to speak to youthful audiences.  

This researcher discovered that whereas a significant number of scholars, such as Nneka Ezechi, 

Bamidele Wale and Isidore Okpe who have already examined aspects of African oral literature, 

indigenous performances, and children's theatre extensively, only a few have attempted to 

investigate how indigenous knowledge, cultural memory, and storytelling intersect within Nigerian 

children's theatre as mechanisms for preserving cultural heritage.  

 

This study addresses that gap by examining children's theatre as a vital cultural institution capable 

of sustaining indigenous knowledge while responding to contemporary educational and 

technological realities. The paper also examines the concept of indigenous knowledge within 

Nigerian children's theatre and the relationship between indigenous knowledge, memory, and 

storytelling in Nigerian children‟s theatre as well as explores storytelling as a performative strategy 

for transmitting indigenous knowledge. In the main, it argues that Nigerian children‟s theatre 

functions as both a repository and a transmitter of cultural memory, using storytelling to sustain 

indigenous values and to educate children in ethical, social, and historical awareness. Finally, the 

discussion also considers the challenges facing this theatre tradition in a globalized and digitally-

mediated world and their possible solutions. 

 

Literature Review 

Indigenous Knowledge and the Cultural Foundations of Nigerian Children’s Theatre 

Indigenous knowledge is central to Nigerian children‟s theatre because theatre in Africa has 

historically emerged from communal life rather than from purely literary conventions. Nigerian 

communities possess long-standing traditions of oral instruction, dramatic ritual, masquerade 

performance, folktales, songs, and games. These traditions carry social wisdom and represent 

systems of knowledge that are often transmitted without formal schooling. According to Nneka 

Ezechi, indigenous knowledge includes “the accumulated experiences of a people encoded in 

stories, customs, rituals and language” (14). In children‟s theatre, these accumulated experiences 

are dramatised in forms that are both instructive and enjoyable. 

One of the key features of indigenous knowledge is its practical and moral orientation. It is not 

knowledge for abstract contemplation alone, but knowledge meant to guide behaviour, strengthen 

community bonds, and preserve cultural identity. Nigerian children‟s theatre frequently reflects this 

function by dramatising issues such as respect for elders, honesty, communal responsibility, 

courage, patience, cooperation, and the consequences of greed or selfishness (Clark 1981). In many 

productions, children encounter stories that teach them how to live within a community rather than 

as isolated individuals. One example of such stories is “The Festival of a Maiden”, an episode from 

the famous Nigerian Television drama series, Tales by Moonlight. The producer of the television 

drama series, Victoria Ezeokoliuses the television medium to teach children the importance of 

showing kindness to people, especially those who they do not know and being diligent to duty. In 
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the story, Woroma‟s kindness to the prince and her diligence to duty made her win the prize and 

become the Queen. 

 

The use of indigenous knowledge in theatre also helps resist cultural erasure. Colonial education 

systems often privileged European literary forms and neglected African epistemologies. In Nigeria, 

for instance, primary and secondary schools were taught only in English language and vernacular 

was banned in classes. The Europeans introduced the subject “history” and imposed European 

history books on Nigerians while sidelining Nigerian indigenous history and the heroic exploits of 

famous Nigerians, such as Oba of Benin and Queen Amina of Zaria, among others.  Again, the 

Europeans place more value on paper certificate but neglect a master craftsman with twenty years‟ 

experience.  In response, Nigerian dramatists and educators, such as Hubert Ogunde, Zulu Sofola, 

Tess Onwueme, among others, have increasingly turned to oral traditions and indigenous 

performance modes to affirm local identity. To attest to this view, Uwadiegwu Chidozie and Onu 

Christian posit that “folktale can be used to revive culture and reward good morals” (80).  Akohand 

Igwe have similarly noted that: 

 

 Traditional African societies have in the time past maintained codes of conduct which 

 hitherto shaped their existence. Violations of these norms, values and codes attracted 

 sanctions and disciplinary measures. They are also embedded in the oral narrative of the 

 societies; hence each man knew the traditional ethos and respected it (36). 

 

 Children‟s theatre becomes an important site for this cultural reclamation because children are at 

an age when identity formation is very significant. As Ola Rotimi rightfully argues, African theatre 

should not merely imitate Western models, but should remain “grounded in the social realities and 

artistic forms of the people” (42). In children‟s theatre, this grounding is visible in the use of native 

languages, folktale structures, songs, riddles, proverbs and community-based performance styles. 

To highlight more on this point, Sam Ukala's theory of Folkism provides a particularly useful 

theoretical foundation for this approach. Ukala defines folkism as “the tendency to base literary 

plays on the history, culture and concerns of the folk … and to compose and perform them in 

accordance with African conventions for composing and performing the folktale” (p. 285). He 

further identifies the African folktale as an appropriate theatrical model because of its “capacity for 

clear communication and its popularity among the folk” (p. 285).  

 

This conception is particularly relevant to children's theatre because the folktale provides a familiar 

cultural framework through which complex ideas can be communicated in an accessible and 

entertaining manner. Ukala's folkist aesthetics also emphasises joint performance and audience 

participation. In the analysis Ukala‟s play, Iredi War, Eregare Emmanuel observes that “the folkist 

play often begins with song and that the audience can sing and dance along with the actors” (p. 

145). Thus, folkism provides a useful framework for designing children's theatre in which 

indigenous stories, songs, language, cultural knowledge and participatory performance are 

combined to educate and entertain children. Similarly, Uwadiegwu and Onu see it as an oral form 

of literature that “existed before the written form” (78). Stories involving animals, such as the 

tortoise, hare, elephant, and monkey communicate lessons on wisdom, greed, honesty, justice, and 

perseverance. These stories are often dramatised in schools and community theatres, allowing 

children to internalise moral lessons through performance. 

 

Proverbs, which mean condensed expressions of indigenous wisdom, are usually used during 

theatrical performances. Older characters frequently employ proverbs to resolve conflicts, advise 

younger characters, or illustrate moral principles. Emmanuel Iroh agrees that proverbs “actively 

teach morals, ethical behaviours, and kindness” (89). Children's exposure to proverbs enhances 
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their understanding of indigenous languages and cultural values. For instance, in the Bible, King 

Solomon used proverbs to teach, correct, warn, or praise. In the book of Proverbs chapter 22 verse 

1, for instance, king Solomon stated that “A GOOD name is rather to be chosen than great riches, 

and loving favour rather than silver and gold.” Likewise in Igboland, Igbos use proverbs a lot when 

they want to encourage someone. Example: "Onye kwe, chi yaekwe", meaning that when a person 

agrees, his god agrees. This means that personal efforts matter a lot in individual achievements in 

life. 

 

 In Nigeria, indigenous knowledge also shapes the content and form of children‟s theatre across 

ethnic groups. Among the Yoruba, for instance, dramatic performances may draw on oral praise 

poetry, folktales of the tortoise, and proverbs that emphasise wisdom and caution. Among the Igbo, 

children‟s theatre may incorporate tales of the hare, the values of diligence, and communal 

celebrations. In Hausa traditions, storytelling often foregrounds morality, wit, and respect for social 

norms. These diverse traditions make Nigerian children‟s theatre pluralistic, yet united by a shared 

reliance on indigenous modes of knowing. 

 

Memory as Cultural Transmission in Children’s Theatre 

Memory plays a crucial role in African theatre generally and in Nigerian children‟s theatre in 

particular. It is through memory that communities preserve their past and project their identity into 

the future. Children‟s theatre serves as a powerful memory-making institution because it reactivates 

stories, songs, and social values that may otherwise fade under the pressure of modernization and 

globalization. Cultural memory in theatre is not passive recall; it is active reconstruction. A 

performance brings back ancestral voices, historical experiences, and communal lessons in a living 

form. Jan Assmann describes cultural memory as “the set of texts, rites, and practices through 

which societies preserve their identity over time” (113). In Nigerian children‟s theatre, this 

preservation occurs through repeated performances of folktales, songs, and dramatised moral 

lessons. Children do not merely hear about their culture; they see it embodied, hear it sung, and 

participate in it directly. Example of such stories are: „why the tortoise‟s back is broken‟ and „why 

fowls are used for ceremonies.‟ 

This participatory dimension matters because memory is deepened through performance. Children 

remember what they do, hear, and enact more vividly than what they only read. When a child sings 

a traditional song, repeats a proverb, or acts out a folktale character, the cultural message becomes 

internalised. Storytelling theatre, therefore, becomes a mnemonic device, a way of helping children 

remember who they are and where they come from. As Bamidele Wale aptly notes, “theatre in 

African contexts functions as a living archive of communal memory” (58). Children‟s theatre 

preserves this archive in forms accessible to young minds. 

 

Memory also works through repetition and familiarity. Folktales told in childhood are often 

remembered into adulthood because they are repeated in social settings and linked to emotional 

experience. The tale of the tortoise, for example, recurs in many Nigerian traditions as a cautionary 

narrative about greed, cunning, or pride. In performance, this tale may be adapted to new contexts 

while retaining its core moral. Such repetition allows the theatre to bridge past and present, 

ensuring that memory remains dynamic rather than static. 

 

In addition, memory in children‟s theatre often includes historical consciousness. Some productions 

introduce children to precolonial kingdoms, heroic figures, community festivals, and struggles 

against oppression. Examples of such historical stories are Ola Rotimi‟s Ovonramwen Nogbaisiand 

Miesonuma Minima‟s Odum Egege. Even when these are simplified for young audiences, they help 

cultivate awareness of a collective past. This is important in a postcolonial nation where many 
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young people encounter fragmented histories in school curricula. Children‟s theatre can restore a 

sense of continuity by presenting the past as a living part of identity. 

 

Storytelling as the Heart of Nigerian Children’s Theatre 

Storytelling is perhaps the most visible and influential aspect of indigenous knowledge in Nigerian 

children‟s theatre. In African societies, storytelling is traditionally an interactive event involving a 

narrator, listeners, responses, songs, and dramatic enactment. It is not a solitary literary exercise but 

a communal performance. As Isidore Okpewho famously notes, African oral narratives are “meant 

to be heard, seen, and participated in” (19). This is accentuated by Iroh‟s submission that a 

storyteller is like a teacher who imparts his ideas to the learner and the learner receives such 

impartation, interprets and stores it for his future use as the need arises (44). 

 

Nigerian children‟s theatre inherits this participatory logic. Storytelling in children‟s theatre is 

effective because it combines entertainment with instruction. Children are naturally drawn to 

stories, especially when the stories involve animals, tricksters, heroes, or magical transformations. 

Nigerian dramatists and theatre educators, such as Niyi Akinmolayan and Nkem Godslove Chidi-

Ukagu use this attraction to communicate ethical lessons and cultural knowledge. Through 

storytelling, difficult ideas become accessible. Lessons about greed, honesty, courage, cooperation, 

and discipline are conveyed in memorable dramatic forms. For instance, in her recent play entitled 

Animal Kingdom(2026), Nkem Godslove Chidi-Ukagu deploys the technique of zoomorphism (the 

use of animal characters) to re-emphasise the importance of unity and love in achieving set goals in 

society.Niyi Akinmolayan‟s film, Mikolo (2023), on the other hand, combines fantasy, adventure, 

humour, and indigenous folklore to deliver both entertainment and moral instruction. It blends live-

action cinematography with computer-generated imagery (CGI) to create an imaginative world 

rooted in Nigerian culture, particularly Yoruba mythology and the legendary Irumole Forest in 

Ondo State. Beyond its entertaining fantasy narrative, the film communicates important values, 

such as courage, friendship, empathy, cooperation, family unity, cultural identity, environmental 

consciousness, and respect for indigenous folklore. 

 

As performance, storytelling entertains audiences through dramatic presentation, characterisation, 

suspense, humour, music, dance, and spectacle. As pedagogy, it serves as an instructional tool 

through which children acquire knowledge, values, language skills, and cultural identity. Through 

these, it fulfills the Siamese twins which Horace articulated as “dulce et utile” (literature exists to 

delight and to teach) (qtd in Charles Nnolim 89). Faith Ken-Aminikpo, in her inaugural lecture 

entitled: “Playing and Learning: The Sismese Twins of the Theatre”, expatiated more on the act of 

playing and learning in the theatre when she noted that “Actors do not “play” merely to entertain. 

We use play to evoke, challenge and transform” (9). She further enlightened that “just as Siamese 

twins share vital organs and experiences, so do playing and learning in theatre draw from a shared 

source of imagination, creativity and exploration” (17). 

 

Folktales are very important in Nigerian children‟s theatre. Chidozie Uwadiegwu and Christian 

Onu define folktale as “an anonymous story told in a given community for the growth and 

development of their culture and transference of norms, virtues and values of a given community” 

(76). Nigerian folktales often feature trickster figures, such as the tortoise, hare, spider, or hyena. 

These characters offer children not only amusement but also cautionary insight. The tortoise, for 

example, is often clever but self-defeating; his schemes may succeed temporarily but eventually 

reveal the dangers of selfishness. Through these stories, children learn that intelligence without 

ethics is destructive.  
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Storytelling in theatre also allows for improvisation and adaptation. A traditional folktale may be 

transformed into a scripted drama, a puppet performance, a dance-drama, or a classroom play. This 

adaptability ensures that storytelling remains relevant in modern contexts. Children can encounter 

indigenous stories through school performances, television productions, radio drama, and 

community festivals. Each medium shapes the story differently but preserves its cultural core. 

Moreover, storytelling in Nigerian children‟s theatre often involves direct audience participation. 

Children may answer questions, sing refrains, clap rhythms, or advice characters. This active 

involvement turns performance into a shared learning process. The child is not only a spectator but 

a participant in meaning-making. Such participation reflects the African theatrical principle that the 

audience is part of the performance community. As Oyin Ogunba writes, African performance is 

“essentially communal, dialogic, and inclusive” (31). Nigerian children‟s theatre follows this 

principle closely. 

 

The Role of Language, Proverbs, Songs, and Riddles in Nigerian Theatre 

Language is one of the most powerful vehicles through which indigenous knowledge enters 

children‟s theatre. N. C Anyadike as cited in Uwadiegwu and Onu see language as “something that 

ensures the survival, development and growth of the culture of the human society” (77). Nigerian 

theatre for children often draws on indigenous languages, code-switching, and oral expressive 

forms to create authenticity and cultural resonance. Chukwuemeka Ogbo and Ejikemeuwa 

Ndubuisi describe the traditional language as “a sacred gift, the symbol of one‟s identity, the 

embodiment of one‟s culture and traditions, and a means for expressing inner thoughts and 

feelings” (9). Language in this context is not simply a tool of communication but a repository of 

worldview. 

 

Chinua Achebe while underscoring the importance of proverbs in Igbo word-view and culture 

states that proverbs are the oil with which words are eaten “ilu bu mmanu eji eri okwu” (Things 

Fall Apart 7). Otto Obodoegbulam Agi and Henry Tasie Onyedikachi further state that proverbs are 

used to “convey feelings or thoughts that cannot be expressed ordinarily” (159). In theatre, 

proverbs lend authority to dialogue and connect performance to ancestral wisdom. A proverb such 

as “a child who does not listen to advice will walk into danger” can be dramatised through plot and 

character. The proverb thus becomes action. The theatricalisation of proverbs allows children to 

experience abstract wisdom in concrete terms. 

 

Songs are equally significant. Singing in children‟s theatre helps create rhythm, memorability, and 

emotional connection. Songs also function as mnemonic devices, making cultural knowledge easier 

to retain. Many Nigerian children‟s performances include call-and-response songs that reflect 

communal participation. Such songs may praise virtues, warn against wrongdoing, or celebrate 

cultural festivals. In performance, they reinforce group cohesion and create a shared atmosphere of 

learning. Here is one of such songs taken from the Igbo cultural milieu: 

 

Song Title: AkpanaAgu Aka N’Odu 

 

Onye  akpana nwaagu akan’odu 

Ma odindu, ma onwuruanwu (*2) 

 

This song warns people never touch the lion‟s tail whether dead or alive. It means that one should 

not look down on anybody even the smallest person because you never can tell what the future 

holds. 
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Riddles constitute another important form of indigenous knowledge. They are questions, statements 

or short puzzles that challenge someone to think carefully to find the answer.  According to Ruth 

Finnegan, riddles “are readily distinguishable by their question-and-answer form and by their 

brevity” (413). They sharpen intelligence, encourage curiosity, and train children in verbal play. In 

many Nigerian communities, riddling is a beloved pastime that introduces children to symbolic 

thinking. When used in theatre, riddles become moments of suspense and delight. They also model 

the culturally-valued virtue of quick thinking. A child who can solve a riddle demonstrates not only 

intelligence but also familiarity with indigenous symbolic systems. An example of Igbo riddle is 

gwa m gwa m gwa m gwa m ihe kuru miri rigoloenu. (guess what carries water up). The answer is 

akuoyibo (coconut). This is used as a form of game and at the same time, a form of education to 

improve the child‟s critical thinking. 

 

The use of indigenous language is of utmost important in sustaining cultural memory. When 

children hear stories in their mother tongues, they are more likely to internalise the values 

embedded in them. Language carries cultural nuance that may be lost in translation. However, 

many Nigerian children now grow up speaking English or a hybrid of English and local languages. 

This creates both challenges and opportunities. Theatre practitioners often respond through 

bilingual or multilingual performances that make indigenous stories accessible while preserving 

linguistic diversity. 

 

Theoretical Framework 

This study is primarily anchored on the Oral Performance Theory, as developed by Ruth Finnegan 

and enriched by Walter J. Ong and Cultural Memory Theory developed by Jan Assmann. 

 

Oral Performance Theory 

The theory argues that oral literature should not be viewed merely as spoken words but as a 

dynamic performance that combines narration, music, gesture, dance, facial expression, audience 

participation, and dramatic enactment. Meaning is, therefore, created not only through language but 

also through the interaction between the performer and the audience. This theory is particularly 

relevant because Nigerian children's theatre has its roots in oral traditions. Storytelling sessions, 

moonlight tales, folk songs, riddles, proverbs, chants, and dramatic games are all performative acts 

through which indigenous knowledge is transmitted. In these performances, children are not 

passive listeners; they actively sing, respond, imitate, dance, ask questions, and sometimes become 

storytellers themselves. Oral Performance Theory, therefore, provides an appropriate lens for 

understanding storytelling as an educational and theatrical process that preserves indigenous 

knowledge. 

 

Cultural Memory Theory 

Cultural Memory Theory explains how societies preserve and transmit collective memories through 

symbols, rituals, ceremonies, oral traditions, festivals, monuments, and artistic performances. 

Unlike individual memory, which is personal and limited by one's lifetime, cultural memory 

belongs to the community and is continually recreated through shared cultural practices. Applied to 

Nigerian children's theatre, this theory explains how folktales, myths, legends, songs, dances, and 

dramatic performances preserve communal history, indigenous values, and traditional knowledge. 

Through repeated performances, each generation of children inherits the moral lessons, historical 

experiences, language, worldview, and identity of their communities. Children's theatre thus 

functions as a living archive of cultural memory. 
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The Relevance of the Theories to the Study 

The two theories are complementary. 

Oral Performance Theory explains how indigenous knowledge is communicated through 

storytelling, dramatic performance, music, movement, and audience participation, while Cultural 

Memory Theory explains why these performances matter by showing how they preserve and 

transmit collective memory, cultural identity, and indigenous values across generations. Together, 

they provide a strong analytical framework for examining the relationship between indigenous 

knowledge, memory, and storytelling in Nigerian children's theatre. They enable the study to 

explore children's theatre not only as entertainment but also as a cultural institution that educates, 

socialises, and safeguards Nigeria's intangible cultural heritage. 

 

Contemporary Challenges 

Despite its cultural significance, Nigerian children's theatre currently faces numerous challenges 

that threaten its continued development and its capacity to preserve indigenous knowledge. These 

include: 

1. Globalization: Globalization has increased children's exposure to foreign entertainment 

through television, films, streaming platforms, and social media. Consequently, many 

children are more familiar with foreign fictional characters than indigenous folktale heroes, 

reducing interest in traditional storytelling and cultural performances. 

2. Urbanization: Rapid urbanization has weakened traditional community structures that once 

supported moonlight storytelling, communal festivals, and intergenerational learning. Many 

children now grow up in environments where opportunities for indigenous theatrical 

experiences are limited. 

3. Declining Use of Indigenous Languages: The increasing dominance of English in homes 

and schools has reduced children's proficiency in indigenous languages. Since many 

folktales, proverbs, songs, and riddles derive their meaning from indigenous linguistic 

expressions, language loss undermines effective cultural transmission. 

4. Digital Entertainment: Television, smartphones, online gaming, and social media compete 

directly with traditional storytelling and children's theatre for children's attention. Excessive 

dependence on digital entertainment often reduces participation in community-based 

cultural activities. 

5. Limited Government Support: Children's theatre receives inadequate funding, policy 

attention, and institutional support. Many schools lack trained drama educators, 

performance spaces, costumes, puppets, and instructional materials needed to promote 

indigenous theatrical practices. 

6. Inadequate Documentation: Numerous indigenous stories, songs, dramatic games, and 

performance traditions remain undocumented. As elderly custodians of oral tradition pass 

away, valuable aspects of Nigeria's cultural heritage risk disappearing permanently. 

7. Commercialization of Entertainment: Commercial entertainment industries often 

prioritize financial returns over cultural preservation. Consequently, indigenous children's 

theatre receives less investment than commercially profitable entertainment products. 

Despite these challenges, Nigerian children's theatre remains resilient. Educators, cultural 

organizations, theatre practitioners, and researchers continue to develop innovative 

strategies for integrating indigenous storytelling into contemporary educational and 

theatrical practices. 

 

Digital Opportunities and Future Prospects  

Although globalization, urbanization, and digital media have contributed to the decline of 

traditional storytelling practices in Nigeria, these same technological developments present 

significant opportunities for revitalizing indigenous knowledge, memory, and storytelling in 
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Nigerian children's theatre. Rather than viewing technology solely as a threat, theatre practitioners, 

educators, and cultural institutions can harness digital platforms to preserve, promote, and 

disseminate indigenous performance traditions to wider audiences. 

 

157. Digital Documentation of Indigenous Knowledge: One of the greatest 

opportunities presented by digital technology is the documentation of oral traditions. For 

centuries, indigenous knowledge has been transmitted orally, making it vulnerable to loss 

when elderly custodians pass away. Through audio recordings, video documentation, 

podcasts, and digital archives, folktales, songs, riddles, proverbs, traditional dances, and 

dramatic performances can be preserved for future generations. Universities, museums, 

libraries, and cultural organizations can collaborate to establish digital repositories that store 

children's performances and oral narratives from Nigeria's diverse ethnic communities. Such 

repositories would provide researchers, educators, theatre practitioners, and children with 

easy access to indigenous cultural resources. This model was tested and proven during the 

Covid-19 Lockdown when digital equipment were deployed for the teaching and learning of 

Nigerian children‟s theatre even though it lacks the immediacy of audience that is present in 

the original versions. 

 

158. Animation and Digital Storytelling: Animation offers enormous possibilities for 

adapting indigenous folktales into children's educational programmes. Traditional stories 

featuring the tortoise, hare, elephant, monkey, and other symbolic characters can be 

transformed into animated films while retaining their cultural values and moral lessons. 

Digital storytelling combines oral narration, illustrations, music, animation, and interactive 

technology to create engaging learning experiences. Such innovations can make indigenous 

stories attractive to contemporary children who are increasingly exposed to digital 

entertainment. 

159. Educational Television and Children's Theatre: Television remains an influential 

medium for reaching large numbers of children. Educational television programmes can 

integrate indigenous storytelling, puppet theatre, folk music, dramatic sketches, and cultural 

games into children's programming. Reviving culturally oriented children's programmes 

would encourage appreciation of Nigerian languages, customs, and artistic traditions while 

providing alternatives to imported entertainment content. 

160. Theatre-in-Education: Schools remain strategic institutions for preserving 

indigenous knowledge. Theatre-in-Education (TIE) programmes can incorporate 

storytelling, folk drama, songs, proverbs, riddles, and role-playing into classroom 

instruction. Rather than relying exclusively on textbook-based learning, teachers can adopt 

dramatic techniques that encourage active participation, creativity, critical thinking, and 

cultural appreciation. Children who participate in culturally relevant performances are more 

likely to appreciate their indigenous heritage while simultaneously developing 

communication skills, confidence, leadership abilities, and social competence. This is akin 

to the popular Montessori teaching which marries teaching with fun. 

 

Conclusion 

This study has examined the interconnectedness of indigenous knowledge, cultural memory, and 

storytelling within Nigerian children's theatre. It has demonstrated that children's theatre extends 

beyond entertainment to function as an important cultural institution responsible for transmitting 

indigenous values, preserving communal memory, and promoting cultural identity among younger 

generations. Indigenous knowledge remains embedded within folktales, proverbs, songs, dances, 

festivals, dramatic games, riddles, puppet theatre, and communal performances that have shaped 

children's education for centuries. Through storytelling, children acquire moral values, historical 
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consciousness, indigenous languages, environmental knowledge, social responsibility, and 

communal identity. 

 

The study has further shown that memory is preserved not merely through written records but 

through repeated performance. Storytelling enables communities to remember their past while 

simultaneously preparing younger generations for responsible participation in society. Children's 

theatre therefore serves as a living archive through which Nigeria's cultural heritage continues to 

survive. Despite the challenges posed by globalization, urbanization, digital entertainment, 

language decline, and inadequate institutional support, indigenous children's theatre remains 

relevant. By integrating traditional performance with contemporary educational methods and digital 

technologies, theatre practitioners can preserve indigenous knowledge while making it meaningful 

to modern audiences.  

 

Ultimately, Nigerian children's theatre represents a valuable instrument for cultural continuity, 

educational development, artistic creativity, and national identity. Sustained investment in 

indigenous storytelling and performance will ensure that future generations remain connected to 

their cultural roots while participating confidently in an increasingly globalized world. 

 

Recommendations 

Based on the findings of this study, the following recommendations are made: 

1. Government agencies should formulate policies that promote indigenous children's theatre as 

part of Nigeria's cultural preservation strategy. 

2. The Federal and State Ministries of Education should integrate indigenous storytelling, creative 

dramatics, and children's theatre into school curricula at the primary and junior secondary levels. 

3. Universities and Colleges of Education should strengthen courses on children's theatre, oral 

literature, indigenous performance, and Theatre-in-Education to prepare future educators and 

theatre practitioners. 

4. Parents and guardians should revive family storytelling traditions by creating opportunities for 

children to engage with folktales, songs, riddles, and proverbs in indigenous languages. 

5. Theatre practitioners should adapt indigenous folktales into contemporary stage productions, 

puppet theatre, radio drama, television programmes, and digital performances that appeal to modern 

children. 

6. Cultural organizations and museums should document and archive indigenous storytelling 

traditions, ensuring that valuable oral heritage is preserved for future generations. 

7. Digital technology should be utilized to produce animated films, mobile applications, podcasts, 

among others. 
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