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Abstract
This study explores the dual function of scenic design as an interpretive tool and

aesthetic expression in Ola Rotimi's Kurunmi, a final year production of the Department

of Performing and Film Arts, University of llorin, employing semiotic and hermeneutic
frameworks to analyze the translation of dramatic text into theatrical reality. The

research reveals that scenic design actively participates in storytelling through visual
metaphors, symbolic representation, and atmospheric creation. In Kurunmi, scenic
elements such as traditional Yoruba huts, circular motifs, and bamboo-like structures

establish historical context and convey cultural identity. The analysis demonstrates
how visual elements combine to create harmony, with earthy tones grounding the
narrative and dynamic lighting manipulating mood and emotional resonance. The study

concludes that effective scenic design operates as a sophisticated semiotic system,
requiring hermeneutic engagement from audiences and becon}ing an activ'e narrative
participant. This research contributes to undcr.standlng Afncan theatre's strategic
appropriation of Western conventions and maintenance of indigenous aesthetics,
highlighting scenic design's crucial role in enriching audience engagement with

historical and cultural narratives.

Keywords: African theatre, cultural narrative, Hermeneutics, Scenic design, semiotics,
visual metaphor

Introduction . |
Theatre encompasses multiple artistic disciplines. While components such as the script,

direction, and acting frequently receive prominent attention in theatrical analysis, the
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visual environment of a production, developed by the scenic designer, also S€rves g
critical function. They “constitute the integrative dynamics that are not only at work in giving rise
to a play production experience, but also such as characterize it” (Chukwu-Okoronkwo & Eseka,
2023, pp.6-7). Scenic design, also known as set design or stage design, involves the
Intentional creation of the physical setting within which a theatrical performance takes
place. This discipline extends beyond mere decoration, functioning as a vital narratiyve
element that influences audience perception, establishes mood, and provides contextual
information (Bature-Uzor, 2018, p.37). It fundamentally shapes the aesthetic
expression of a play, guiding the audience's emotional and intellectual engagement with
the dramatic narrative. In the context of Ola Rotimi's Kurunmi, an examination of its
scenic elements reveals how the stage environment can actively interpret and enhance

the play's historical and thematic complexities, rather than merely serving as ga
backdrop.

This study, therefore, examines how the strategic deployment of scenic elements in

Kurunmi contributes to a deeper understanding of its narrative and thematic content.

Specifically, it analyzes how the visual spatial arrangements and symbolic objects

within the set design function as interpretive tools, enriching the audience’s engagement
with the play's historical context and dramatic tensions. Through this analysis, the

paper aims to highlight the often-underestimated role of scenic design as an active
participant in theatrical storytelling, particularly in productions that draw heavily on
historical narratives and cultural specificity. This exploration will further elucidate how
effective scenic choices can underscore directorial intent and amplify the playwright's
vision, demonstrating that the visual realm is as integral to theatrical meaning-making
as dialogue and performance. This study posits that an integrated approach to scenic
design, deeply rooted in the play's socio-cultural milieu, can effectively communicate
nuanced directorial interpretations and augment the playwright's overarching message
(Akpore & Oyewo, 2022, p.165). The interplay between textual elements and their visual
representation on stage inherently forges a holistic experience that profoundly
transcends individual artistic components. Effective scenic design unequivocally
transforms the stage into an immersive world, enabling the audience to directly

experience the play's environment as a tangible entity, not merely a representation.

How Scenic Design Functions as a Tool for Interpretation and Aesthetic
Expression in Ola Rotimi's Kurunmi .

Despite its undeniable impact, the precise mechanisms through which scenic design
operates as a powerful tool for both interpretation and aesthetic expression have

consistently lacked systematic exploration. Scenic designers are tasked with Uan§latiﬂg
the abstract ideas, emotional landscapes, and narrative intricacies of a dramatic text

into a tangible, three-dimensional reality. This intricate process involves not only an
understanding of architectural and artistic principles but also a profound engagement
with the script’'s thematic content and the director's conceptual vision, thereby shaping
the audience’'s perception and emotional connection to the unfolding drama (Yang &
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stage pccomes paramount to appreciating the playwright's engagement with historical
narratives and the complexities of human conflict. This study aims to bridge this

analytical gap by dissecting the specific strategies employed in the scenic design of

Kurur.tmi to ill.um.inate how spatial arrangements, symbolic props, and visual textures
contribute to its interpretive depth and aesthetic resonance.

Literature Review

Evolution of Scenic Design and Key Movements in African Theatre
The trajef:tory of scenic design is co-extensive with the history of theatre itself, evolving

backdrop, primarily facilitating the ingress and egress of actors. While its principal
function was practical, it also provided a fixed architectural element capable of denoting
the theatrical location. Similarly, in medieval European theatre, mansiones provided
distinct loci for episodic narratives, each suggesting a particular setting through
symbolic representation rather than realistic depiction (Limon, 1999, p.68). The
Renaissance introduced principles of linear perspective and forced perspective,
fundamentally altering the spatial relationship between audience and stage, thereby
enhancing the illusion of depth and realism. This shift marked a significant move
towards creating more immersive theatrical environments, enabling a more profound
connection between the dramatic narrative and its visual representation. The
subsequent development of Baroque theatre further amplified these optical illusions,
employing elaborate machinery and painted drops to create spectacular, transformative
scenic effects. The advent of naturalism in the late 19th century further propelled scenic
design toward hyper-realism, seeking to replicate everyday environments with
meticulous detail to reflect socio-economic conditions and psychological states. This
evolution culminated in a dynamic interplay between aesthetic functionality and
narrative support, reflecting broader shifts in artistic philosophy and technological

capabilities.

Concurrently, African theatre has forged its own distinct aesthetic in scenic design,
often prioritizing symbolic representation, ritualistic elements, and a dynamic interplay
with indigenous cultural forms over strict verisimilitude (Hauptfleisch, 1985). This
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ly integrates traditional artistry, such as intricate carﬂqgs, vibrant
_into the stage environment, creating a visual

For instance, the use

dience's cultural heritage.
through movement and minimal props

fluid approach to performance often
ands in contrast to the Western

oscenium arch became prevalent,

approach frequent
textiles, and cultura
language deeply reson
of a simple, open space
is a standard feature, re

ant with the au
that can be transformed

flecting a communal and

found in traditional African storytelling. This st

theatrical tradition which, particularly since the pr .
frequently emphasizes a clear demarcation between the performers and the audience,

nclosed, self-contained world. However, a critical aspect
an theatre, particularly as exemplified in works like Ola Rotimi's
propriation of Western theatrical conventions, including
articulate distinct African narratives and perspectives

(Oguibe, 2002). This strategic appropriation allows for a rich synthesis, where

traditional African performance aesthetics coalesce with adapted Western design
principles to forge a unique visual lexicon that resonates with both local and global

audiences (Ogunbiyi, 2016, p.96). This fusion, therefore, decisively enables a nuanced
exploration of historical and societal themes, utilizing visual cues that are
simultaneously culturally specific and universally comprehensible. This hybridity

unequivocally underscores a deliberate artistic choice to move beyond Eurocentric
theap:xcal models, emphasizing an aesthetic rooted in indigenous African performance
traditions while selectively incorporating elements that demonstrably enhance narrative

impact and audience engagement.

of modern Afric
Kurunmi, lies in its strategic ap
elements of scenic design, to

Functions of Scenic Design in Kurunmi
Beyond its historical evolution, scholarly discourse has identified several key functions

of scenic design that extend far beyond mere decoration. As Klin
: b : ; gelhoefer (2016, p.
§uggest§, scenic design is an integral part of the storytelling process (creatinp 3.e?r)l
xmtmglrisglp emtnhronrlnent that draws the audience into the world of the play ’This invglves
establishing the play's setting its time, place, and social t vidi i
information that helps the audience oricnt’ th i Pt e e
e . : : emselves within th ‘

dilapidated set might immediately convey poverty or neglect, while :n r;:r:laetrl;e.on‘:

suggests wealth and power.

Lﬁlgtznggfl t::hx: gfiﬁlc ld‘;tslign plays a crucial role in establishing the historical and
depicting traditional ; -century Yoruba kingdom. The use of painted backdrops
iomadiaits it sakes thuts ?hr‘ld natgra} elements (as seen in the provided imagfs)
hyper-realistic, serve t e me w‘ﬂ?m the play's setting. These elements, while not
ek deien ’la ot gt;:i‘catc a recogngablc and immersive environment Fu;'thcrmor
Through the lc)ar};f 1Vl 1.'olc m.estabhshing the mood and atmosphere oi’ a producti %
evoke a wide rangcuofr:gltlimlatmn Of. colour, texture, light, and form design:'g lcoanﬂ
stark, angular lines might ons, from joy and whimsy to dread and dcs’pair The use of
ol e lunonp: ght create a sense of tension, while soft, flowin fab.'

quility. The set also serves to define thc’ rclatiognshigg sbs:tgwgcecsr:
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characéers and their environment, influencing their movement and interactions on
stage. bntrances and exits, levels, and the arrangement of props all dictate how actors
navigate the space and relate to one another.

Cruc1a.lly, scenic dgsign can also serve as a powerful tool for character development and
narrative progression. The physical environment can reveal aspects of a character's
pfersonalgty, soglal status, or psychological state. A cluttered room might suggest a
dlsorgamged mind, while a meticulously ordered one could indicate a desire for control.
Changes In scenery, or even subtle alterations within a fixed set, can signify shifts in
time, location, or emotional states, guiding the audience through the play's journey. In
essence, the set bcpomes a silent character, actively participating in the unfolding
drama. In Kurunmi, the progression of the war and the changing fortunes of the
characters is subtly reflected in the scenic elements, through changes in lighting or the
introduction or removal of props that symbolize victory or defeat.

Theoretical Framework

This paper seeks to elucidate the functions of scenic design as a potent instrument for
both interpretive analysis and aesthetic communication in theatrical productions. To
achieve this, it will draw upon two pivotal theoretical frameworks: semiotics and
hermeneutics. These frameworks, though distinct, offer a synergistic perspective for
comprehending the intricate relationship between the visual components of a stage and

the meanings they convey.

Semiotics in Scenic Design
Semiotics, the study of signs and symbols and their interpretation, offers a powerful

lens through which to analyze scenic design. It essentially examines how meaning is
not only generated but meticulously conveyed through visual cues. When applied to
scenic design, semiotics reveals the stage as a sophisticated system of signs, where
every deliberate visual element, be it a prop, a specific colour choice, a piece of furniture,
or the overarching architectural structure, functions as a precise signifier. Designers
strategically employ these signifiers to point to a deeper, intended signified meaning,
thereby actively shaping audience perception and understanding. This approach
acknowledges that the aesthetic research of interior spaces, including theatrical sets,
often incorporates semiotic principles to interpret visual elements and ornaments as
artifacts imbued with symbolic values, reflecting past and present meanings within a
specific cultural context (Permatasari, 2018, p.68). This interpretive process moves
beyond simple denotation to explore the connotative layers of meaning embedded within
the scenic elements, thus allowing for a richer, more nuanced understanding of the
theatrical narrative (Ehses, 1984). For instance, the strategic placement of a specific
cultural artifact within the set can evoke profound cultural associations and historical
narratives for an informed audience. Similarly, the analysis of exhibition galleries
demonstrates how semiotic theory can be applied to understand the relationship
between signs and symbols and what they represent, especially concerning their form
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and reference in the physical or conceptual world (Baniyamin & Ratyn, 2019). Within
this framework, the interpretation of scenic elements in a theatncnl context as sgmlqnc
signs undeniably provides a comprehensive analysis of hovEr visual communication
fundamentally contributes to the overall narrative and thematic dcvelopr'nent of a play.
By analyzing scenic design through semiotics, we can deconstruct the visual language
of the stage and understand how designers construct meaning through their .aesthetxc
choices. It allows us to move beyond simply describing what is seen and delve into what

it means and how that meaning is conveyed.

Hermeneutics in Scenic Design :

Hermeneutics, broadly defined, is the theory and practice of interpretation. In the
context of scenic design, hermeneutics focuses on how audiences actively engage with
and interpret the visual elements of a stage, constructing meaning based on their
individual backgrounds, cultural knowledge, and experiences (Fahreza &
Sastrosasmito, 2018, p.132). This interpretive process is not passive; instead, it involves
a dynamic interplay between the scenic elements, the performance, and the spectator's
cognitive framework, ultimately leading to a unique understanding of the theatrical
narrative. It recognizes that meaning is not solely embedded within the design itself but
is co-created through the audience's engagement with it, emphasizing the subjective
and contextual nature of interpretation. This perspective aligns with the idea that
interpretation is an ongoing process, influenced by the interplay of text, context, and
the reader's pre-understanding, making each audience member's experience potentially
distinct (Biggs, 2008). Consequently, hermeneutics offers a framework to explore the
multifarious interpretations that arise from a singular scenic presentation,

acknowledging that the scenic design acts as a catalyst for diverse audience
understandings.

While semiotics focuses on the signs themselves, hermeneutics delves into the process
of understanding and the act of interpreting. In the context of scenic design,
hermeneutics helps us explore how the audience engages with and makes sense of the
stage environment, and how the design itself serves as an interpretation of the play's
text. This framework acknowledges that the interpretation of theatrical elements is 2
dynamic, dialogical process, where the audience actively constructs meaning rather
than passively receiving it (Canete et al., 2025, p.18). The scenic designer, in their
creative process, acts as an interpreter of the playwright's vision. They read the script,
analyze its themes, characters, and setting, and then translate this understanding into
a tangible, three-dimensional world on stage. This act of translation is inherently
hermeneutic; the designer is interpreting the text and offering their own visual
commentary on it. The choices they make, the scale of the set. the materials used, the
spatial relationships all contribute to this interpretation. Furt,hcrrnore the audience’s
pre-understandings, shaped by their individual experiences and cultur’al backgrounds'
significantly influence their interpretation of these design choices, completing &
hermeneutic circle where new horizons of understanding are acqu’ired with each
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engagement (Farooq, 2018, p.17). This dynamic interplay between the designer's
Interpretation and the audience's engagement creates a rich culture of potential

meanings, highlighting the collaborative and evolving nature of theatrical
understanding.

For the audiepce, hermeneutics highlights their active role in constructing meaning.
When an audience member views a stage production, they are not passively receiving
information. Instead, they are actively interpreting the scenic elements, connecting
them to their own experiences, and forming their own understanding of the play's world

a_nd message. Thig interpretive process is dynamic and subjective, influenced by
individual perspectives and cultural backgrounds. Key aspects of hermeneutics relevant

to scenic design include the Hermeneutic Circle, which suggests that understanding a
part requires understanding the whole, and vice versa: in scenic design, this means that
a specific prop contributes to understanding the overall world of the play, and the overall
play informs the understanding of the prop. Additionally, audiences bring their own
pre-existing knowledge, beliefs, and expectations to a theatrical experience, and this
pre-understanding significantly influences how they interpret the scenic design.
Furthermore, the theatrical experience can be seen as a dialogue between the world
presented on stage and the audience's own world, facilitating a fusion of horizons where
new understandings emerge through this interaction. This dialogical condition,
conceptualized as a universal aspect of human understanding, emphasizes that
interpretation is not merely a cognitive exercise but a fundamental mode of being,
inextricably linked to one's existence (Gadamer, 2006, p.132). By employing
hermeneutics, it is possible to appreciate scenic design not just as a static backdrop,
but as an active participant in the interpretive process, shaping how the audience
experiences and comprehends the theatrical narrative. It emphasizes the dynamic
relationship between the designer's interpretation, the stage's visual manifestation, and
the audience's individual understanding.

Interplay of Semiotics and Hermeneutics
While semiotics provides the tools to dissect the 'what' and 'how' of meaning-making

through signs, hermeneutics offers insight into the 'why' and 'how' of interpretation.
Together, they form a robust framework for analyzing scenic design. A designer uses
semiotic principles to encode meaning into the set (e.g., a broken clock signifying decay),
and the audience employs hermeneutic processes to decode and interpret that meaning

within the broader context of the play. The aesthetic expression of the scenic design,
therefore, is not merely decorative; it is a carefully constructed semiotic system that

invites hermeneutic engagement from the audience, leading to a richer and more
profound theatrical experience.

Scenic Design as Interpretation in Ola Rotimi's Kurunmi | .
Scenic design is fundamentally an act of interpretation. Thg designer, much. ltke‘ a
director or an actor, delves into the dramatic text to unearth its layers of meaning, its
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emotional core, and its inherent theatricality. This interpretive process is then
translated into a tangible, visual language that shapes the audience's understanding of
the play. In Ola Rotimi's Kurunmi, this interpretive function of scenic design is crucial
for conveying the historical context, cultural nuances, and dramatic conflicts of the
19th-century Yoruba war.

Script Analysis and Conceptualization

The interpretive journey of a scenic designer begins with a rigorous and in-depth
analysis of the script. This goes beyond merely identifying the required locations or
props; it involves a deep dive into the play's themes, character motivations, historical
context, and stylistic demands. The designer asks critical questions: What is the
playwright trying to say? What is the emotional landscape of the play? What kind of
world does this story inhabit? This initial script analysis forms the bedrock of the design
concept, which is the designer's overarching interpretive vision for the production. For
Kurunmy, the script analysis would reveal the need to depict a traditional Yoruba setting,
transitioning between peaceful village life and the harsh realities of war. The play's
central conflict Kurunmi's defiance against the Alaafin of Oyo and the ensuing war
demands a scenic environment that can interpret both the established order and its
violent disruption. The conceptualization phase for Kurunmi would involve decisions on

how to visually represent the power structures, the cultural identity of the [jaye people,
and the escalating tension of the conflict.

Fig. 1: Shows the presence of traditional huts and natural elements in the images above indicates
an interpretation that grounds the play in its specific cultural and historical setting.

The relatively simple, painted backdrops suggest a focus on symbolic representation
rather than hyper-realism, allowing the audience's imagination to fill in details, @

common approach in African theatre that prioritizes storytelling and performance over
elaborate spectacle.
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Translating Abstract Ideas into Concrete
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This use of colour in lighting is 4
powerful interpretive tool, signaling to
the audience the emotional tenor of
the scene without explicit dialogye,
The relatively simple set pieces,
combined with dramatic lighting,
allow for quick and effective shifts in
atmosphere, which would be essentia]
for a play like Kurunmi that moves
between different emotional states
and locations. The scale
andproportion of the set also
contribute to atmosphere; while the
images show a relatively open stage,
Fig. 3: Shows how lighting plays a significant  the painted huts and foliage create a

role in establishing mood with its dominant .
red lighting, immediately conveys a sense of sense of enclosure and community,

danger, conflict, and heightened emotion. which can then be contrasted with the
open space of battle.

Character and Narrative Development through Design: Revealing Backstory
and Relationships in Kurunmi

Finally, scepic design interprets and illuminates character and narrative development,
often revealing backstory, relationships, and psychological states without a single word

being spoken. The physical environment can be a direct extension of a character's
personality or circumstances.
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t}:g. 5: :‘I:ow: t:lre c'l:aractm in their cultural identity and historical period, the depiction of a
rone-like chair which suggests the presence of authority and leadership, central to the play's
themes of power and governance.
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Changes in the set, or even subtle modifications within a fixed set, can interpret

narrative progression. While the provided images show a relatively consistent backdrop,
the movement of actors and the introduction of specific props.

Fig. 6: Shows the fallen character and the carried body which indicate shifts in the narrative, from
moments of peace to conflict and its aftermath.

Through these interpretive design choices, the scenic environment becomes an active
participant in the storytelling, providing visual cues that enrich the audience's

understanding of the characters' journeys and the unfolding narrative.

Scenic Design as Aesthetic Expression in Ola Rotimi's Kurunmi

Beyond its interpretive function, scenic design is a powerful medium for aesthetic
expression. It is an art form that engages the audience on a sensory and emotional level,
creating a visually compelling world that enhances the theatrical experience. The
aesthetic choices made by a scenic designer are not arbitrary; they are carefully
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considered decisions that contribute to the overall beauty, impact, and coherence of the
production.

Elements of Aesthetic Expression: Colour, Line, Form, Texture, Space in
Kurunmi :

The aesthetic expression in scenic design is built upon the fundamenFaI elerpents of
visual art: colour, line, form, texture, and space. Each of these elements 1s manipulated
by the designer to create specific visual effects and evoke particular responses.

Colour: In the Kurunmi production photos, colour is used both realistically and
symbolically. The earthy tones of the huts and natural elements ground the setting in
a natural, traditional environment. The vibrant red lighting is a striking example of
colour used for aesthetic and emotional impact, instantly conveying a sense of urgency,
conflict, or ritualistic intensity. This dramatic shift in lighting colour demonstrates how
a single element can profoundly alter the aesthetic experience and emotional response.

Line: The lines in the scenic design for Kurunmi are predominantly organic and
curvilinear, reflecting the natural forms of huts and foliage. The painted outlines of the

huts and trees create a sense of softness and fluidity, contrasting with the sharp, linear

visual interest. ne spatial relationships and create
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Composition and Visual Harmonv- Principl
Just as a painter D y Ciples of Design in Kurunmi

st | 4 canvas, a scenic desi
principles of design, includin

Balance: The scenic design for Kurunmi a
the distribution of elements across the stage. The huts and foliage on either side of the
stage create a symmetrical or near-

symmetrical bal : idi
grounded visual foundation. The ke y ance, providing a stable and

| ment of actors and props within this framework
further contributes to the overall visual equilibrium. i

, guiding the audience's €ye across the

Emp}}asisz Speci.ﬁc el.ements are emphasized to draw attention to key narrative points.
Tbe c.lrcglar motifs with figures serve as focal points, drawing the eye and potentially
highlighting themes of strength, destiny, or cultural identity. The use of strong,

contrasting colours in costumes, the red and green in can also create emphasis on
particular characters or groups.

Unity and Variety: The overall design demonstrates unity through a consistent
aesthetic, characterized by natural forms, earthy colours, and traditional motifs.

Despite this unity, there is also variety in the details of the painted backdrops and the
arrangement of props, preventing monotony and maintaining visual interest. The
different postures and groupings of the actors also add variety to the stage picture.

Evoking Emotion and Sensory Experience: The Impact of Aesthetics on the
Audience in Kurunmi
The aesthetic expression of scenic design has a profound impact on the audience's

emotional and sensory experience. Beyond conveying explicit meaning, the visual
qualities of the set can directly evoke feelings, create a sense of immersion, and

stimulate the senses. In Kurunmi the aesthetic choices contribute significantly to the
emotional resonance of the play. The warm, natural tones of the village scenes evoke a
sense of community and tradition, while the stark red lighting in battle sequences
creates an immediate sense of danger, chaos, and heightened emotion. The visual
simplicity of the set, combined with the vibrant costumes and dynamic movements of
the actors, allows the audience to focus on the human drama unfolding, fostering a
deeper emotional connection. The aesthetic dimension of scenic design thus moves

beyond intellectual interpretation to a more visceral and immediate connection with the
audience.
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The Role of Technology in Aesthetic Express .
Motiern scenic design increasingly leverages technology to expand its aesthetj,

‘ lities. Advancements in lighting technology, projection mapping
Zﬁ:ﬁ:ﬁi ngi:;-hy, and digital media have opcned' up new frontiers for.creating
dynamic and immersive environments. While the Qrov1ded images of Kurunmi suggest
a more traditional approach to set design, the effectfve use of lighting c.iemonstra.tes how
even simple technological elements can profoundly uppact the aesthetic expression, The
ability to change the colour and intensity of light instantly allows fox: rapid shlfts in
mood and atmosphere, enhancing the dramatic impact of the proc}ucnon. While more
advanced technologies like projection mapping could further improve the visual
storytelling, the current aesthetic relies on a blend of painted scenery and dynamic
lighting to create a compelling and expressive theatrical world. When integrated
thoughtfully, technology can elevate the aesthetic impact of scenic design, creating truly

breathtaking and unforgettable theatrical moments.

Conclusion
This paper has explored how scenic design functions as a powerful tool for both

interpretation and aesthetic expression in stage productions, using Ola Rotimi’s
Kurunmi as a central case study. Through the lenses of semiotics and hermeneutics,
the study has analyzed how designers translate the abstract ideas and emotional
landscapes of a dramatic text into a tangible, visual language that shapes the audience’s
understanding and experience. In Kurunmi, the scenic design, characterized by its blend
of traditional Yoruba elements and symbolic representation, serves as a vital
interpretive tool. It establishes the historical and cultural context, uses visual
metaphors to convey complex themes, creates a palpable atmosphere and mood, and
subtly contributes to character and narrative development. The provided production
images illustrate how elements like painted backdrops, traditional props, and dynamic
lighting work in concert to achieve these interpretive goals. The simplicity and evocative
nature of the set allow the audience to engage actively in the interpretive process, filling
in details and connecting with the narrative on a deeper level. Furthermore, the
aesthetic expression of the scenic design in Kurunmi is evident in the deliberate
manipulation of visual elements such as colour, line, form, texture, and space. The us¢
of emhy tones, organic forms, and strategic lighting creatés a visu’ally harmonious and
engaging environment. The aesthetic choices are not merely decorative but are integrd
to evoking emotion and enhancing the sensory experience of the audience, transforming
the stage into a vibrant and meaningful world. While the production may not rely of
cutting-edge technology, the effective use of lighting demonstrates how even basic
technological elements can significantly contribute to the overall aesthetic impact. In
conclusion, Ola Rotimi’s Kurunmi stands as a compelling example of how scenic desigh
Whgn thoughtfully conceived and executed, transcends mere %ackdrop to become ar
active participant in the theatrical experience. It interprets the play’s essence, expresse®
its aesthetic vision, and ultimately enriches the audience’s engagement with
profound historical and cultural narrative. The interplay of interpretation and aestheti¢
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expression in scenic design, as demonstrated th : |
RIS , , rough Kurunmi, underscores 1is
indispensable role in the art of theatre. s : ¥
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