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ABSTRACT

The emergence of digital scenography has significantly transformed the global performance space. Owing to
multimedia convergence of text, sound, images, audio-visual and animation in a creative and aesthetic display; the
use of digital technologies such as projection mapping, LED screens, sound design and motion graphics; digital
scenery has emerged as a tool to enhance the visual and communicative output of theatrical productions. However,
in the twenty-first century, as there is growing tension between global trends and indigenous scenic traditions, and
as such there is need for strategic re-evaluation of the Nigerian performance ontology, especially in the area of
scenography. The aesthetic and cultural impact of digital technology has birthed a new generation of scenic
designers, actors and directors’ willing to experiment with innovative scenographic frameworks to gain the
advantage of spatial aesthetic transformations. This study therefore hinges on Henry Jekin’s Convergence Theory
and Josef Svoboda’s Psychoplastic Space postulation in a qualitative experimental methodology, to interrogate the
use of digital technology in dedicated performance spaces. The study examines the digital tools that contribute to
storytelling, mood creation, and immersive theatrical technologies in select productions - My Brother’s Keeper
directed by Aniebiet Mbede for Akwa Ibom State University Pinnacle Theatre and Awo: The Musical by Joseph
Edgar (Duke of Shomolu Foundation). The study highlights the aesthetic enhancements and techniques in staging
productions using digital accessories. The study highlights the potentials and challenges of integrating digital
scenography into live stage productions, making for an innovative theatre experience adept to the twenty-first
century performance culture. The study recommends the incorporation of digital scenographic elements, technical
training and - to achieve a dynamic framework for creating futuristic performances in contemporary Nigerian
theatre.
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Introduction

The twenty-first century as recorded a remarkable departure of theatre conventions. From lighting to
sound, makeup to scenery, the design practice of the digital age is driven by the convergence of technologies. In
the global scene, contemporary theatre practitioners infuse multimedia elements, not just as a technical item but
as a fundamental aesthetic strategy to improve the aesthetic and communicative value of the production. Digital
scenography therefore incorporates dramaturgical and design practices in which digital media (projections, LED
surfaces, motion capture, interactive elements, virtual and augmented reality) become central to the scenic
environment rather than mere embellishments.

Historically, physical scenic design has centuries of practice, from ancient Greek architectural backdrops
to painted panels, the picture frame stage to the box sets and of the modern era; the arrival of digital
technologies transformed scenographic possibilities with the use of immersive and interactive performance
spaces. According to O’Dwyer, N¢ill in his work, Digital Scenography: 30 Years of Experimentation and
Innovation in Performance and Interactive Media submits that, “motion-tracking, projection mapping,
responsive environments and digital sets have evolved. In the global context, the profound transformation of
how theatre makers conceive design ideas, feed into the global media evolution and forge a development of
innovative scenic practices the world over” (46). According to Christopher Baugh, “key figures and
experimentations from Adolpe Appia to Gordon Craig, Neher and Svoboda, these scene designers have written a
long history of technologically driven stage craft”. Stagecraft has continued to change form in tandem with the
technologies of the age. According to Philip Auslander, “the mediatisation of live theatre brings more privilege
to live theatre merged with the electronic media” (35). The privileges of digital media need to be explored in the
area of scenographic presentations.

In Kimberly Rosenfeld’s work, Digital Age: Realities and Cultural Paradigms, she observes that, “As we
entered the second decade of the twenty-first century, digital technology reached capabilities that opened a new
era with its own ecosystem: an ecosystem that is dynamic by nature constantly rearranging, restructuring,
expanding, and where new ideas sprout into startups that turn concepts into products. The unceasing innovation,
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shape-shifting, expansion of possibilities and excitement around ‘all things digital’ defines the digital age” (1).
In the light of this, there is therefore need to situate theatre within the ambit of technology from the global
sphere to the local terrain, and the application of technology should be reflected in our art making, from the
global stage to the local theatre milieu; to affirm its place as the true mirror of the society.
According to Arnold Richard,
The term Multimedia, was coined by Bob Goldstein to promote the July 1966 opening of his
“Light Works at L’Oursin” show at Southampton, Long Island. On August10, 1966, Le Richard
Albarino borrowed the terminology. In his assertion, Brainchild of songscribe-comic Bob
(‘Washington Square’) Goldstein, the ‘Lightworks’ became the first multi-media music-cum-
visuals to debut as discotheque fare (10).
Two years later, in 1968, the term ‘multimedia’ was re-appropriated to describe the work of a political
consultant, David Sawyer. In the intervening six decades, the word has taken on different meanings. In the late
1970s the term was used to describe presentations consisting of multi-projector slide shows timed to an audio
track. Tay Vaughan in his treatise, Multimedia: Making It Work defines multimedia as,
A woven combination of digitally manipulated text, photographs, graphic arts, sound, animation,
and video; that is delivered by computer as presentations that may be viewed on stage, projected,
transmitted, or played locally with a media player, which provides a structure of linked elements
through which the user can navigate (1).
On this premise, innovative experimentalists like Robert LePage in Ex-machina, Elizabeth LeCompt in Wooster
Group, Rachael Kerry in 7 Fragments and Natasha Tsakos in Up Wake, all incorporate the use of multimedia
technology to experiment with multiple scene changes, collages of images, sound effects, on-cue lighting and
filmic projections; thus making true Oscar Brockett’s assertion that, “Living as we do in an electronic age, it
seems inevitable that theatre would exploit electronic devices” (265). In Contemporary Nigerian theatre, scenic
practices seem to evolve in tandem with global performance trends this is sponsored by the increase in the
proliferation of affordable media technologies and the influence of on-screen culture. Aspects of theatre practice
like the lighting and sound and scenographic designs have adopted this multimedia application to the traditions
stage plays, to enhance the aesthetics and communicative values of stage productions in the twenty-first century.
This technical upsurge is not only anticipated by scholars and practitioners but seemingly appreciated by
potential new generation audiences, who in Chris Nwamuo’s view, remain a critical component in every theatre
experience. After all, “the twentieth and twenty-first centuries have been periods of great industrial and
scientific developments, an age of innovation, creative originality and interdependence between the arts and
sciences” (Esekong Andrew-Essien 32). There is evidently interdependence between technology and multiple
disciplines across almost all strata of human endeavour, be it medicine, sports, banking, education, commerce,
aviation and other sectors. In the performative arts, there is a rising alliance and reliance on technology although
mostly subtly in the areas of lighting for illumination and sometimes special lighting, but more can be gleaned
from this relationship between arts and technology.

Multimedia integration in scenic presentations offers a blend of different media types like, live actors,
video projections, interactive sensors and soundscapes to form a unified scenic and narrative experience.
Multimedia narrative and digital stage design contribute to interspatial meaning and visual continuity across
platforms. Moreover, the use of digital scenography allows for “soft sets” digital images and virtual spaces,
which the actor and audience inhabit, rather than purely physical props. Benefits include enhanced aesthetic and
visual engagements and creating greater flexibility in scenic change, immersive environments, and potential cost
and time efficiencies. For instance, digital sets can reduce the need for elaborate physical builds. Critiques and
challenges include technological dependency, risk of overshadowing live performance, steep learning curves for
designers, technicians, and potential audience distraction if media is misused. The study examines the role of
digital scenography in modern stage productions, while evaluating audience reception and performer interaction
with multimedia elements. Alphonsus Orisaremi corroborates that, “new methods and approaches to theatre
continue to evolve all the time. In theatre design, there is a convergence of art and technology, which
acknowledges the dynamic nature of the theatre as it allows for the creative utilisation of science and
technology, in a composite form” (207). The theatrical horizon noticeably expands to accommodate a multi-
mediated environment so it can successfully court the attention of the kind of audience members targeted in this
period. The study identifies scenography as an aspect of artistic expression that is capable of drawing and
sustaining audiences’ interest, as any production which incorporates screen technology is considered worthy of
patronage in this digital age. This ‘art-i-tech-ture’ (a fusion of art and technology) will prove useful in the
creation of an alluring, compelling, infectious and addictive theatre, resulting in a digitally enhanced
performance environment for aesthetic and functional purposes. The world is moving forward and theatre must
not be left behind.
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Theoretical Framework: Henry Jenkins Convergence Culture and Josef Svoboda’s Psychoplastic Space

The theoretical framework of this study draws significantly from two complementary theoretical
frameworks, Henry Jenkins’s Convergence Culture and Josef Svoboda’s Psychoplastic Space. Henry Jekins’s
seminal architecture of the convergence culture postulates that, “contemporary media landscape is defined not by
the dominance of a single medium but by the dynamic flow of content across multiple platforms, technologies and
sensory registers” (26). For Jekins, convergence is simultaneously a technological, cultural and participatory
platform which transforms the relationship between the narrative and spectacle. This theory finds expression in the
multimedia integration of video projections, large format image projections, augmented reality and interactive
design in live performances in the promotion of transmedia storytelling applied to the theatrical space. “The
incorporation of multimedia to live theatre productions has become crucial in the twenty-first century for the
reinvention of theatre practice not only in Nigeria, but as observed has become the globally accepted model for
theatre globally” (Dan Kpodoh 6).

Multimedia convergence applied through techno-performance is a digital performance structure, which
fuses traditional performance (from live actors) and technology (aided by human-machine interface), in a fusion of
sound, music, text, videos and other computer-generated assistance to tell a story. In a similar view, Molinta
Enendu submits that, “theatre summons technology to support the arts” (93). It is this technological summon that
notable tecno-performance theorist, Josef Svoboda describes as, “the use of digital scenery as taking on a
Psychoplastic Space” (42). As one of the principal theatre theorists to experiment and develop the use of
multimedia in the theatre space, his systematic techniques, style of presentation and applications still have currency
in contemporary theatre and its application is to determine how digital aesthetics are designed for functional
adaptability and inflected within the Nigerian performance space.

Digital Scenography and Multimedia Convergence in My Brother’s Keeper and Awo: The Musical

The global shift in the infusion of multimedia elements to stage productions has received wide
acceptability, both globally and locally. The world in its current form has assumed a very sophisticated posture and
artistic productions are intentionally crafted to induce appeal. “Emphasis is now on radical aesthetics, technical
experimentations, spatial or rhythmic, rather than chronological sense of self-conscious reflectiveness” (Vermeulen
18). Digital scenography applied to productions means considering resource constraints, skill development, and
pedagogical values in addition to aesthetic ambitions. In applying multimedia integration to stage production,
several key elements were taken into consideration. The integration of digital tools in form of video projections
supported by interactive media sound design and virtual augmented reality into the stage design. The digitalised
scenographic expressions of the production involve experiments with pre-recorded audio, action by the live actors
on stage, use of graphics and text, music and sound effects in a unified production. The world is in a constant state
of flux and theatre practice is not altogether left behind in the trend of societal advancements.

According to Aniebiet Mbede et al., “In the twenty-first century, global theatre practice is taking account
of the technological discoveries in the digital age and examines how theatre can deploy such innovations to improve
its art-making processes and products, thereby winning patronage for the theatre” (135). In today’s technologically-
driven society known as the digital age, it is soothing to observe that theatre inclinations lean towards this position
in its presentational style delivery. Salient contributions are traceable to significant precursors like Edwin Gordon
Craig, Erwin Piscator. With the follow up works of Bertolt Bretch and Josef Savoboda, the Czech-born
experimentalist renowned for his works, The Polykran (Multiple Screen) and Laterna Magika, which used motion
pictures in combination with live actors. Such ingenious foundations in merging technology with arts has made
theatre practice to transcend the use of (life-size) human beings to satisfy its artistic and technical obligation in
acting and staging conventions. According to Effiong Johnson, “every work of art should exclude a strong
emotional reaction when presented” (67). These reactions become the template used to build more intriguing
productions both in the educational theatre, as exemplified in the production — My Brother’s Keeper; and
commercial theatre as observed in Awo. The Musical — produced by the Duke of Shomolu Foundation (DOSF).
Production Information: My Brother’s Keeper

My Brother’s Keeper Script Originally Titled, Brother’s Love written by Bassey Ubong, PhD was
adapted into a multimedia production sequence with digital scenographic inserts and staged as an experimental
production in the Department of Performing Arts, Akwa Ibom State University, Obio Akpa, Pinnacle Theatre.
This is the story of love, betrayal and hidden secrets of Chief Abia (a political tyrant), who unknown to him had
a son from a previous love relationship. Will his governorship ambition be ruined because his picture-perfect
family will be smeared? The use of digital projection helps tell and retell the flashback scenes to connect the

story.
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Plate 1 and 2: Use of Digital Projection screen in Aniebiet Mbede’s My Brother’s Keeper
Source: Pinnacle Theatre Media Archives, 2026.

In My Brother’s Keeper was presented before the over three hundred and eighty (380) member
audience, the artistic and technical equipment for the production included: the proscenium stage (Pinnacle
Theatre), Multimedia components (pre-recorded audio inserts, videos, animation, text and images) which were
sequenced into a unified presentation. Other theatrical aspects of the production which enhanced the aesthetic
and communicative value of the production included: hand and movable properties, costumes, makeup and
lighting gears, mixer consoles, audio processors, microphones, cameras, tripods, track, drones, cables, active
speakers/monitors, computers with installed applications for editing and accessories, broadcast desks and
projector to transmit the production for the viewing pleasure of audiences. To this end, the visual components of
the production must be intentionally crafted to make the presentation appealing to the audience.

Awo: The Musical

In Awo. The Musical the historical Nigerian stage play written by Makinde Adediran and produced by
Joseph Edgar (the Duke of Shomolu Foundation), is a creative telling of the real life events of Chief Awolowo.
The paly chronicles the life and times and legacies of the late national icon, Chief Obafemi Awolowo. The
musical drama captures the leadership acumen, political struggles, his profound love story with his wife, Chief
(Mrs.) Hannah Idowu Dideolu (HID) Awolowo (his Jewel of Inestimable Value) as Awo fondly calls Hannah
Awolowo.

With over one hundred cast members, the historical play was originally premiered at the Glover
Memorial Hall, Lagos has been taken on tours to Ikenne (Chief Awolowo’s hometown), MUSON centre and
with the support of Dickens Sanomi Foundation and Access Bank United Kingdom, the play was staged in
London at the Shaw Theatre, Euston, London.
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Plates 3 and 4: Use of Graphics for Digital Promotion
Source: The Vanguard Awo: The Musical images DOSF, Lagos.
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Emergent Aesthetics in Multimedia Productions: My Brother’s keeper and Awo: The Musical

Multimedia productions deploy aesthetic elements to make artistic statements and to complement
design usability within a performance construct. This is not merely to enhance the functionality of the
presentation with attractive layouts, but to evoke a sublime and aesthetic feeling in the presentation. Emergent
aesthetics from ‘digi-centered’ (digitally centered) reveals the beauty or the pleasing appearance of the
scenography in the productions. The use of multimedia in the productions, My Brother’s keeper and Awo. The
Mousical can be viewed as a multi-faceted construction of dramatic pieces disseminated to tell a story, pass a
message and make a statement to an audience. It is pertinent to observe that, people naturally lean towards
aesthetically packaged presentations that guarantee quality.

Aesthetic Digital Space

In a multimedia supported production, the set for the presentation goes beyond the physical dimension of
the given stage configuration to creating digital spaces as sections of the performance must be presented in
picture as location and projected to audience members vis the large LED screen. Considering the space
dynamics in the productions, the directors made conscious efforts to create that which is appealing the attendant
technical challenges, notwithstanding. In an oral interview with Joseph Edgar, he revealed that, “some theatre
directors are yet to see the need to engage multimedia in the aspect of technical design but with time,
multimedia will be embraced more”. This will go in line with what practitioners like Molinta Enendu have over
time established in the University of Calabar, Bolanle Austin Peters in Lagos, Aniebiet Mbede in Akwa Ibom
State University and has become the thrust of Duke of Shomolu Foundation’s advocacy globally. The adoption
of digital scenery helps audiences follow the story before their eyes and sit comfortably as the best way to put
all the elements together for a synergized meta-theatrical performance.

In My Brother’s Keeper, the director created spectacle in the presentation in a simultaneous setting
(simul-set). The simul-set makes use of the screen and stage medium simultaneously, to enhance the
theatricality of the performance with multiple narratives, creating a pastiche effect which is consistent with
Svoboda’s postulation, Psychoplastic Space. Applying the simultaneity permitted by convergence culture,
simulcast and simul-set is used to enable the actors interpret the vision of the performance in multiple
dimensions in a fluid movement from the screen to the stage to sound and back to the screen with highly
interactive scenic effects, swift scene changes and with transformable frames, to create a suitable and believable
locale for the performance.

Psychoplastic Scene Transformation

The blend of technology and performance (techno-performance) heavily depends on three dimensional
(3D) elements for mapping of properties and location projected on the screen. The fluid movements offer
possibilities of changing the locale of the action within micro-seconds with just a click of the mouse. This does
not contradict the actions on stage, but rather complements every action on stage. According to theatre director
Aniebiet Mbede, “Theatre directors do more than just arrange actors on stage to show them, entrances and exits.
The responsibility of the director includes the creative application of the use of the artistic and technical
elements relevant to theatrical production. The contemporary theatre director may choose to use digital tools at
his disposal for his presentation; which allows for the integration of texts (graphics), audio inserts, still images,
animation and motion in a way that provides the performers high level coordination, control and creative
interactions with the audiences” (Mbede 6).

The space shifts through light and projection mapping through large LED screens (simulated on the
theatre wall), which becomes the central tool for digital scenography. This screen allows for the dynamic,
changing backgrounds; immersive environments; and the quick transformation of scenic space without heavy
hysical change of set and immovable scenic requirements.

Plate 5 and 6: Digital scenography use of 3D multimedia screen showing swift scene changes.
Source: The Vanguard Awo: The Musical images DOSF, Lagos.
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In Hilal’s view, “LED screens and projected digital animation can become scenic elements in
themselves” (www.ijcsma.com) and noticeably, the screen surfaces can also allow the stage designers to create
multiple “locations” within a single set. This is what the multimedia director Aniebiet Mbede calls the Simul-Set
(Simultaneous Setting). Despite the theatre industry’s skepticism in embracing multimedia, several theatre-
makers have experimented with the use of technology and explored the realm of possibilities that technology
presents. Exploring the application of multimedia with productions, in Akwa Ibom State University Pinnacle
Theatre, experimental director, Aniebiet Mbede views, “technology as a driver that moves and nurtures the
engine of human advancement has moved through to transpose other fields of human endeavours to meta-life
(Mbede et al. 104)”.

Hybridization and Live-likeness

The digital scenic design tasks the creative ingenuity of the designer and poses the challenge of building
an environment which allows for a fluid virtual environment. The modular set design and digital screens make
use of minimal physical set pieces like; platforms, frames, and props. Digital displays augment realistic scenery
with projections on LED surfaces to convey multiple scenes quickly. This hybridization allows for fluid flow in
scene transitions. The pre-rendered videos and images mixed with real-time live size actors create a fresh
dichotomy of performance that is a blend of the traditional and innovative. According to Aniebiet Mbede, “In
the twenty-first century, human interactions have been reshaped by the rise of digital technology. The way
people work, talk, love, buy, sell and live their life have been remarkably transformed by digital technology”
(Mbede 177). This transformation reflects in the way art mirrors life.

Digital scenography workflows (content creation, timing, cueing and system test) must reflect this level
of transformation for the smooth running of the technical infrastructure of the performance. This is to enhance
storytelling for mood and to identify symbolic communication rather than distract audiences. The result is that
digital scenography gives clarity of the location of live action. The reusable module is quick to load, precise and
increases the communicative value of the performance.

Challenges of Integration Strategies for Digital Scenery in multimedia productions

The challenges and imminent constraints in the integration of digital scenography to live productions can
be either structural or infrastructural in presentation. Despite the opportunities digital scenography brings to bare,
some of the constraints of this method include Budget Limitations that can bar the availability of high-end
projectors, LED walls and media servers, the lack of technical skills (among the staff or students) in the projection,
media servers, real-time systems or interactive software could pose a challenge. Another factor is the pressure of
time, if the production schedule is inelastic, with limited rehearsal time for tech integration and debugging; this
could be a major challenge.

In staging Mbede’s My Brother’s Keeper, the proscenium stage of the Pinnacle theatre regulated the screen
size hired for production, affected the lighting rig. The issue of epileptic power supply and ambient light brought
into the scenic space (by opening and shutting of the theatre doors) also tempered with the quality and resolution of
the images projected. The maintenance and reliability of electronic equipment is high risk, as any form of
equipment failure, signal issues, content mismatch, or cue mis-timing can significantly disrupt the flow of the
production.

Also, the risk of media overload must be mitigated. In Awo. The Musical, the visual media seemed to
dominate the live performance, hence, the core theatrical experience may suffer due to media overload. However,
for the sustainability and continuous use of digital scenography, media assets need to be adaptable and the storage
premium for retrieval and reuse.

Digital Scenery in the Nigerian Theatre Space: The Way Forward

Going forward, the digital production context has distinctive characteristics which must be tended to. The
issue of limited budgets, educational objectives, involvement of student technicians and designers, and shorter
rehearsal cycles. Enhanced audience engagement, believable metaphorical world of time and pressure, efficient
scenic transitions, educational value to student participants. Key considerations for infusing multimedia elements to
theatre productions include: The available technology (projectors, LED screens, monitors, laptops, media servers).
To develop the skill level of students and staff in digital media, projection, and interactivity, this will affect the time
frame for production and rehearsals and will take into consideration Stage size, lighting rig, power supply, venue
acoustics, Festival logistics (multiple shows, quick strike and building of a new set for the next production. In the
educational theatre experiment, the aim is to help students explore and learn, in practical terms the nuances of
digital scenography within the academic community, so they can be adept to these technologies in a viable and
relevant manner. This exploration reveals the extent multimedia integration can support the dramatic narrative,
heighten mood and symbolism within the performance construct. There should be proper documentation and asset
reuse through archiving media assets, so they can be reused or adapted for future productions. The submission
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above highlights how digital scenography in the form of multimedia integration can bring fresh aesthetics and
experiential depth to stage productions. There should be narrative alignment between technical and traditional
elements to make media a storytelling tool and not simply a decoration. However, successful implementation
depends on thoughtful strategy: aligning media with narrative and live performance, ensuring technical reliability,
and balancing innovation with clarity.

Conclusion

The use of digital scenography through convergence of multimedia integration, offers a powerful means to
enrich stage production, expand scenographic vocabulary and engage audiences in fresh ways. However, the
success of experimenting with digital scenography depends on the level of creativity, mindful planning, aligning
technical elements with traditional narratives in acting, supportive tech-skill repertory and ensuring technical
reliability throughout the run of performance. With strategic implementation, theatre productions can not only
enhance its productions aesthetically but also serve as a strategic partner in the re-evaluation of the Nigerian
performance ontology, especially in scenography.

Recommendations

In the digital age recommends the incorporation of digital scenographic elements, technical training to
achieve a dynamic framework for creating futuristic performances in contemporary Nigerian theatre; as a sense
of familiarity resonates within the audience members when they find observable everyday patterns reflected in
the theatre experiences. The world has evolved in the use of technology and is in a digital era. There should be a
policy for theatre practitioners (Scriptwriters, Actors, Artistic Directors and Technical Directors) to learn and be
acquainted with the use of multimedia technologies to intentionally create and disseminate artistic messages in
the production of stage plays, in a way that appeals to twenty-first century audiences.

Theatre practitioners should deepen the study of emergent aesthetic possibilities and how it functions
as an agent of storytelling, learning the role of technology and media in creating and enhancing theatrical works
in the live theatre using multimedia. Practical studies and training on the use of innovative interactive media
should be encouraged by introducing multimedia technology related courses into theatre studies curriculum.
This is to link these multimedia collectivities to mainstream theatre, in its study curriculum in tertiary
institutions to train creative artists that they can have a firm footing and relevance in futuristic theatre
expressions.

This work recommends a well-funded Theatre-Tech Trust Fund, to be nationally financed to support
innovative theatre practices creating a deeper understanding of theatre for a broader world view and
participatory culture of the Nigerian theatre, globally. Further research and exploitation of human and
technological resources should be encouraged by all frontiers of theatre practice, especially in the use of digital
scenography in the Nigerian Theatre Milieu.
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