[bookmark: _Hlk31214979]I speak with my body because I am a dancer: Pragmatics and the Performing Arts	Comment by Author: The first part of your title is ok, but the second part suggests a theoretical drive into issues of pragmatics as they evolve in a performance. Unfortunately, this does not come out as such. In fact, you have used the terms pragmatics in a vague sense. 
Methodological issues are not handled at all other than a general description of how the process works.
 There is no theoretical backing for this paper at all. 
 There is need to isolate issues emerging from your descriptions for discussions to bring out the pragmatics (and I mean, theoretical) and semiotic aspects convincingly. There is a lot of space provided in your work for a more incisive and informative discussion.

Abstract
It is common knowledge that actions speak perhaps the loudest. Therefore, the body of the dance artiste which becomes the canvas through which complex culturally encoded messages as well as created movement ideals are archived and conveyed, through the medium of the performing stage, can be delineated as a site for pragmatic discourse. In a dance drama that I choreographed dubbed Ajenuloo, which means riddles in the Ga language of Ghana, I sort to explore the need for the contemporary youth to reengage with some erstwhile modes of riddle and game presentations that challenge the cognitive through the affective, translating into psychomotor responses. Thus, the artiste’s (choreographer’s) conundrum in performance creation becomes the creative selection of and the appropriate use of intelligent materials through massive reconstruction and refinement of experiences based on autoethnography to afford immediate reception and satisfaction by its aficionados. To this end, this paper seeks to interrogate the artiste’s dilemma in producing works that largely speak to its audience in the three domains of learning i.e. cognitive, affective and the psychomotor. The paper further explores the multiple senses that are engaged when the issue of dance drama praxis becomes the medium through which artistes communicate and the aesthetic implications that come to the fore through such forms of communication.	Comment by Author: The three objectives you intended to achieve are outlined here. However, you needed to address each of them more precisely and convincingly by specifically showing how the dance helps to achieve them. Instead, there are just general statements without specific ways to show how the objectives are achieved.
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Introduction
Communication, and its effectiveness among people, is a cherished value. In Africa and elsewhere, communications are effected in diverse ways and forms. Writers, in their trade, choose to communicate their intentions through the selection of precise words, arguments and idiomatic expressions. Similarly, movements, gestures, body language or body pragmatics is the means (sign-vehicles) through which dance theatre artistes or choreographers (senders) choose to communicate their world and its meanings to their audience (receivers). This means or system is viewed within the frame of nonverbal form of communication. Dance, that lively ancient expressive art form, combines a wide range of body languages into its communicative modes. Marshall, (2008:vi) explains succinctly that;
choreographers communicate their understanding and vision through careful selection and shaping of performers, design, light, sound and rhythm. Performers in turn communicate their comprehension of the depths and complexities of the dramatic…journey through their bodies. 
These nonverbal modes have semiotic codes embedded within them depending on the cultural lens from which the audience is watching the work or the choreographer is working the piece. It is very possible, depending on the knowledge and experience of the audience members, to either understand theatrical performances or be confused by it as a result of the dramatic/theatrical codes employed by the choreographer (Elam, 1980). It is however, insightful to note that common knowledge of cultural and theatrical codes aid in the appreciation of theatrical or, in this case, dance drama performances. Hence the need for Ghanaian and African choreographers to continually keep themselves and their youth abreast of cultural codes as means of effecting communication.   
The human body has become a major and significant instrument for executing complex codes of communication. The body of the dance artiste is manipulated in different forms to produce movements that communicate cultural and non-cultural movement ideas (Yartey, 2012). Movements produced by the body often make sense in its own right without being intentionally subjected to linguistic syntax (Jackson, 1983). The body of the dance artiste, which becomes the canvas through which complex culturally encoded messages as well as created movement ideals are archived and conveyed, through the medium of the performing stage, can be delineated as a site for pragmatic discourse. Beyond gestures or movements employed in and through the body of the dancer, dance makes use of other collaborative forms in order to make its communication complete. These collaborative forms may include costumes, props, makeup, music, light etc. and of course through the medium of the stage. 	Comment by Author: Avoid using this in a work of this nature. You should be able to round off your ideas well using conjunctions like ‘and’.
In Ghana and by extension Africa, there is the a gradual drive to instill cultural ideas, idioms, knowledge forms etc. into younger generations. Ayiku (1998) averts our minds to the fact that the Ghanaian artistic expression is symbolically oriented aiming to (re)-present communal experiences firmly engraved in socio-cultural as well as politico-economic and historical values. The dance artiste or choreographer is not left out in this course. The dance artiste rather has the immediate mandate of usinguses the stage to communicate these ideals to a much wider audience. In a dance drama that I choreographed dubbed Ajenuloo, which means riddles in the Ga language of Ghana, I seek to explore the need for the contemporary youth to reengage with some erstwhile modes of oral performances such as riddles, game presentations and other cultural practices that challenge their cognitive through the affective, in that way translating into psychomotor responses. The choreography highlights some Ghanaian modes of oral performances with cultural, religious, social and political implications. Ajenuloo bodily narrates acts embedded within our varied art forms. These myriad art forms speak to the multi dimensionalities of our cultures and the complexities they evoke as part of the semiotic and aesthetic overtures within the communicative chains of the Ghanaian and/or African art forms. 	Comment by Author: Is this drive new to Africa? Has it not always been the case that knowledge is transmitted from one generation to another across cultures in Africa?	Comment by Author: Check your tenses especially if you are reporting. Your intention (seeking to explore) must have preceded the choreography.
The Ghanaian/African artiste’s (choreographer’s) conundrum therefore, in performance creation, has become the creative selection of and the appropriate use of intelligent materials through massive reconstruction and refinement of experiences, either based on auto ethnography or through observation to afford immediate reception and satisfaction by its aficionados, the audience members. 	Comment by Author: This is already implied in earlier statements.	Comment by Author: It is not clear if an audience would roundly be considered ‘aficionado’ in the true sense of the word. Is the audience not a mixed group of people bringing into the theatre area different levels of skill and knowledge or expertise? As a matter of fact, is it not the artist/choreographer is the aficionado here?
The problem
The problem this paper is grappling with is that, the body of the dance artiste is the canvas through which complex culturally encoded messages as well as created movement ideals are archived and conveyed. These set of information is communicated through the medium of the stage. The dancer’s body, a site for pragmatic discourse in performance, go through transformations. However, at the end of the day, the audience sees a completed work exhibited through the artiste’s body. What no one sees is the choreographer’s dilemma in the choice of appropriate body type and the set of movements that will fit that particular body type. Music selection, be it vocal, instrumental, live or recorded, color choice of light, costume type, make and color, prop choice and its impact, and finally, the chronology or the flow of the performance is also a predicament to the choreographer. This is because whatever is portrayed on the stage has semiotic implications and every action must convey the exact intention of the choreographer. To this end, this paper analytically unpacks the strands that are configured into the creation of the dance drama piece, Ajenuloo. This will reveal the pragmatic interplay of the various art forms. It is envisaged that this will enable readers to understand and appreciate the creative processes that choreographies go through right from the script stage till final performance.
Semiotic implications of theatre productions 
Communication in its broadest sense, can be said to be the process of transmitting a signal from a source to a destination (Elam, 1980). Therefore, it is assumed that the choreographer or the director of a theatrical production communicates his/her ideas through the performers to the audience. We are informed by eEarly scholars of theatrical semiotics such as the French scholar Mounin as cited by Elam (ibid: 21) that claimed that the theatre only communicates in a unidirectional form. This false assertion has however been sharply refuted by Elam (ibid: 21) who states stating that the erstwhile bourgeois manner of sitting through theatrical productions till it is over without any form of reaction remains with a certain class of people with a particular mindset. The argument has however taken a new turn, because the instance of audience or spectators agreeing to and attending a performance is a sign that indexof their willingness to engage in one form of communication or the other. Their presence in the auditorium consequently is a sign to the performers to commence their performance. Thus, theatre goers or audience (Schechner, 2013), play major roles in the theatrical communication channel by way of sending signals back to performers through their applause, laughter, shouts of cheers or jeers to inform the performers of their approval or hostility towards of the performance being produced (Elam, 1980). 	Comment by Author: Whose idea is it that the assertation is ‘false’? You have not established an argument or basis for such a conclusion so far. Avoid such words that reflect your personal feelings unless a premise is created for their use.	Comment by Author: disapproval
Semiotics, which is Charles Sanders Peirce’ theory of how he thinks and understands the world around him as well as communicate, has been the basis of his phenomenological approach to life (Turino, 2014). This theory by extension explains people’s mode of transmitting and receiving information through sign vehicles, the relation between those vehicles and the objects they represent as well as the relations. This basic business ofThe sign and its relationship is the very means through which theatre personsthespians interact with their audience.	Comment by Author: clarify your thought here especially the use of the words: ‘relation’ and ‘relations’.
It must be acknowledged that communication Communication within the theatrical arena is multivalent and complex. The audience member must connect all the sign vehicles (information) being produced through movements, costumes, light, sound, props, makeup, and scenic designs etc. to make meaning of the performance. The meaning making process involves the senses of sight, taste, smell, feel and hearing (Hanna, 1987). Beyond these, one’s sense of aesthetics (Gyekye, 2003) or cultural knowledge of appropriateness of material usage comes into play. These are received by the audience and processed depending on their knowledge threshold of theatrical codes or the performance art. Theatre, which has been with man for centuries, seeks to replicate or represent life’s situations on stage. Therefore, Ghanaian or African pragmatic codes as is used in everyday life situations, when put on the stage is never too far from quotidian experiences.  
Therefore, in communicating African pragmatic ideas through the medium of the dance theatre such as this work (Ajenuloo) seeks to project, cultural codes with its attached sentimentalities, semiotic significance as well as aesthetic implications must be carefully thought through. The use of technical theatrical elements come in handy at this point. The process commences with the scripting stage where the choreographer writes down all his/her ideas. 	Comment by Author: Review this construction to present a clear idea. 	Comment by Author: Is it not expected that in this kind of work the use of such technical elements would be required? Therefore, there is no point mentioning it here.
The Dance Script
Choreographic works commence as ideas or concepts written down as a dance script. These ideas are then segmented into scenes or acts. Each scene entails the intended scenario converted into movement units strung together and enhanced with the addition of music, props, costume, makeup and light effects among others. These segmented scenes are finally presented in a chronological manner to tell a story. The story conveys the intentions of the choreographer.


Ajenuloo Scene Description
The scenes in this choreography has have been organized into eight (8) parts to reflect the stages the choreography has to traverse in order to advance the vision of the choreographer. The scenes dovetail into each other perfectly thus making easy comprehension of the story. The story seeks to reflect cultural experiences across Ghana thus, four major cultures are selected to signify or capture the Ghanaian essence. These cultures include the Northern part of Ghana as a block, Akan, Ewe and finally the Ga-Dangme ethnic groups.  
Ancestral Scene
The ancestral scene happens to beis the first sceneone. It has three (3) distinct features. The first part reflects the choreographer’s impression of how an ethereal (ancestral) world would pan out. The purpose of the gathering of ancestors or ethereal beings is to discuss and commission a son into the world to serve a specific purpose on earth. In this scene, the six ancestors, six of them, are seen, each holding a huge adinkra symbol (Akan symbolic expression) and wearing a kente fabric. This sight of the adinkra symbolic objects instantly index to the culturally knowledgeable person, the intention to portray Akan cultural philosophy. The symbols are selected purposefully to intrigue the mind of the audience and to question the cultural versatility of each person in order to fulfill the whole idea of riddles, that is,as a means of questioning the cognitive uprightness of each member of the audience. member. 	Comment by Author: Italicize unfamiliar words such as this one.
The second aspect of the scene features the principal performer as a spirit being who is seen playing innocently among the ancestral sages as they deliberate and proverbially outline for him, his role on earth. He exits only to be seen later as a new born baby. 
The third and final part features ladies numbering between four and six, each carrying a calabash gourd. This aspect of the ancestral scene gives the semblance of the story of the proverbial trickster character, kweku ananse the spider, who sets out to collect all wisdom that once upon a time existed in the world into a calabash gourd. These ladies then simulate the act of collecting pieces nuggets of wisdom nuggets that the ancestors churn out in their discourse. Their white costume signifies their hallowed state. This adds to the symbolism of the ethereal ambiance established in the initial scene.  


Birth
This scene is a simulation of the birth of the ancestral child. The birth occurs in an unusual and (stormy) circumstance. This foreshadows his future exploits/ activities. It is intended that the life of the protagonist and the cultural knowledge forms associated with his development would be an inspiration for contemporary Ghanaian/African youths. The event is marked by the role of traditional birth attendants in delivery care and how northern cultural praxis announce the birth of a male child through ululation and drumming.
Naming 
The birth is immediately followed by indigenous naming ceremony among the Dagomba of the Northern part of Ghana. The highlight of this scene culturally reflects the tradition of touching the lips of infants with water and traditional drink. The significance of this is for a child to know what is truth and evil with the caveat of observing truth and shunning evil.   
Play/ Games
Moonlit nights are great moments where young adults are socialized within the cultural space by adults. The night affords older and more experienced culture bearers, the opportunity to transmit indigenous oral performance praxis skills such as stories, riddles, games of diverse nature and songs. These play activities impact the cognitive, affective and psychomotor domains of the youth. Thus, they bodily experience the diversities of their cultures at first hand. Young adults also seize the moment to engage with their the opposite sex in order to learn their temperaments as well as their suitability for marriage in the future. This is what characterizes this scene. The dances and games portrayed are exciting yet challenges intellectual acumen of the performer.	Comment by Author: The reader does not need this reminder since it can be adduced from the description.
 Ritual
According to Gyekye (2003:3) “African heritage is intensely religious”. That is to say that the Ghanaian lives in a religiously polarized universe where all actions and thoughts have religious meanings or implications. Therefore, every occurrence is deemed to be influenced by a religious phenomenon of a sort. By extension, being born into a Ghanaian society implies participating in the beliefs and rituals of that community. It is therefore, no exaggeration for Opoku (1978:1) to say that “religion is life and life, religion” to the African. This is what is re-echoed in this ritual scene where three religious dances are represented: i.e. Tigali, Akom and Kple. The salient nature of this scene is that it signifies the symbiotic triangulated relationship among the cosmic beings, their agents and the people.
Reflection	Comment by Author: What is the significance of this description?
The course of life due to its undeterminable nature, calls for moments of sober reflection. This stage of the choreography is reduced to singing and minimal movements. The scene is purposely designed to slow the tempo of the piece having gone through some moments of crescendo right from the beginning till the ritual scene. The beauty of this scene is the calmness, serenity and introspection the performers display through the rendering of a Ga song which translates into “whatever situation life presents to you, the experience you derive out of it lives with you forever”. 
Jubilation
The jubilation scene gradually resumes the vibrant and ecstatic nature the piece has built up from the initial stages. This is an organized rotation of group routines. The intricacy of the movements, the vibrancy and vitality of the live music and the interactivity of the costume colors with the lights leaves the audience eyes transfixed onto the stage. Members of the Aaudience members who are easily moved by rhythm and are thus amenable to bodily expression, are caught either moving rhythmically or toe tapping to the constant rhythm.     	Comment by Author: At what point did you notice this reaction? Or is it an assumption in the mind of the choreographer?
Curtain Call
This final piece brings all cast on stage to take their bow after treating the audience to some nostalgic moments. The curtain call is choreographed to allow casts to take their bows according to their roles within the performance. 
The choreographer’s conundrum
The wish of every choreographer is to communicate his ideas in a succinct manner, his ideas. The challenge he/she faces is his/her ability to select from a gamut of movement ideas or body types that are able to communicate the ideals he/she intends to convey. Besides that, the interplay of theatrical technicalities i.e.such as sounds, costume, makeup, props, light, and set etc. play a key role towards the pragmatics of the theatrical performance.  These interplays when carefully organized into an organic whole, speaks to its audience in a cognitive, affective, and psychomotor manner without resorting to question and answer sessions after the performance to clarify the concept on stage. 	Comment by Author: How does it reach the cognitive, touch the affect and influence the psychomotor? This is missing from your description. It comes out more like assumptions that you are making without clear discussion.
Movements
Movements used in choreographing Ajenuloo are selected based on established movement aspect of customary behavior (Yartey, 2012). This is to indicate that the movements originate from basic socio-cultural movement praxis used in everyday non-verbal communication, for example, e.g. movements that depict greetings, pleading, pain, anger, appreciation, possession (see fig. 1) etc.

Fig. 1. A performer simulating possession. Picture by author.
These movement ideas are culture specific and by convention, are accepted and used widely by all culture bearers or knowledgeable people within and outside of a culture. Thus, the movements have agreed upon semiotic interpretation (Turino, 2014) and conforms to the canons of the community’s movement tradition. Children game activities which fall within this semiotic bracket is also engaged in the choreography. 
Besides movements that have customary behavioral tendencies, created or abstract movements have also been used based on motifs from general movement practices. These movements have been treated to lend themselves to the theme being choreographed.
Body types and movement application 
A choreographer’s choice of a body type for choreography is a huge challenge if he/she intends to be pragmatically right. In order to conform to some basic agreed upon notions of culture, as well as enhance the overall output of a dance piece, certain body types are used in choreography to facilitate the aesthetic and symbolic appeal of dance. An instance is the use of light weighted bodies for lifts or elevations (see fig. 2). These body types facilitate swift movement renditions and reduce the load a dancer has to bear in order to create spectacular images that have aesthetic and symbolic representations. Heavy bodies tend to be clumsy in such movement endeavors.
 
Fig. 2 indicating light bodies in elevated stance. Picture by author.
Heavy bodies however, present a perfect picture for depicting power/authority, royalty, strength, etc. These body types command presence and draws audience attention unto themselves. The requirement for execution of complex routines are not necessary with heavy body types (see fig.3).  
 
Fig. 3. Heavy bodies used to signal traditional authority. Picture by author.
One the other hand, smaller bodies can be used for roles that involve children if children are not readily available to play such roles (see figs. 4 &5)
     
Figs. 4 & 5. Small bodies used in transition from childhood to young adulthood. Pictures by author.
Properties (Props) 
In Ajenuloo, the usage of props greatly advance the idea of re-presentation of Ghanaian oral performance culture. The nature and make of these props question our knowledge of symbols embedded within our culture. Props like gourds, adinkra symbols, stools, insignia of office, to mention a few, carry semiotic references and index our adeptness in Ghanaian symbolic culture. These cultural icons are designations for pragmatic discussion. The following are props (Figs. 6-14), some of which are Akan symbols, carved and used in the choreography based on the meanings they evoke and the association of the meanings to the choreography;	Comment by Author: What are these semiotic references in actual sense or to be particular?	Comment by Author: Where is the discussion?	Comment by Author: What are these meanings? They should form part of your discussion in this paper.
A. [image: ]  
Fig. 6. “Gye Nyame”- Unless/Except God. Akan symbol for the Supremacy of God. Source Adinkra.org.
B. [image: ]
Fig. 7. “Fihankra” – House/Compound. Akan symbol for security and safety. Source Adinkra.org.
C. [image: ]
Fig. 8. “Dwennimen” – Ram’s Horns. Akan symbol for humility, strength and mental toughness. Source Adinkra.org.
D. [image: ]
Fig. 9. “Obi nka obi” – No one should bite the other. Akan symbol for peace and harmony. Source Adinkra.org.
E. [image: ]	
Fig. 10. “Aya” – Fern. Akan symbol for endurance and resourcefulness. Source Adinkra.org.

F. [image: ]
Fig. 11. “Ohene aniwa” – The Kings eye. Akan symbol for vigilance. Source Adinkra.org.

Fig. 12. A display of the use of Akan symbols in the choreography. Picture by author.


Fig. 13. A priestess holding in her hand her insignia of office and behind her, her priestly seat. Picture by author.


Fig. 14. Maidens collecting wisdom into the proverbial wisdom gourd. Picture by author.
Costumes / Colors / Construction
The usage of the word “costume” is a theatrical term that is generally used to refers to all clothing and adornments worn on the bodies of performers. The attires worn by people is very critical in explaining a person’s occupation, mood, sex and the occasion for which the attire is being worn (Kwakye-opong, 2011). Costume usage within the theatre aids the understanding of the character, context and the nature of the performance. The type, nature and craft of costumes contribute towards the understanding of the performance due to the semiotic implications of the above-mentioned markers (see fig. 15). 

Fig. 15. An expectant mother wearing free flowing garb meant to accommodate her protruding belly as well as movements assigned. Picture by author.
Besides these, color choice is also significant. Colors are chosen based on a person’s intent to communicate a particular idea. Costumes can be designed to either convey subtle or aggressive messages. These messages can be anger, peace, calmness, liveliness, bad omen, and also to send specific cultural sentiments etc. (Hargoe, 2017). Therefore, anyone who is culturally or emotionally inclined can intercept these nuanced forms of information a person conveys through the dress he/she wears. In Ajenuloo, costumes are selected based on the themes of the piece. An instance is the use of kente, a regal cloth, by the ancestors to dignify them. The maidens, on On the other hand, the maidens who carry the proverbial gourds are attired in white to signify their chaste state and also as reverence to the holy ancestors who live in a world of perpetual purity. Costumes for the birth, play scenes, elevated acts etc. are in bright colors to signify gaiety or jolly. These costumes are crafted to enhance swift movement execution both for floor works and vigorous movements (see fig. 16).  The design is purposeful to facilitate free executions. In a restrained manner, costumes depict royalty, religious leadership, and also index authority etc.

Fig. 16. Costume purposely crafted to facilitate swift and vigorous movements. Picture by author.
Light / Lighting / colors
Having practiced as a performer for more than a decade and half, I have come to the realization that the technical aspects of theatrical practice is so crucial it cannot be dispensed with. To a large extent, when the technicalities are rightly placed, acts of performers seem effortless despite the numerous amounts of practice invested into the act. This is because costumes cover movement lapses and lights either mask or project acts in magical ways thus contributing to the illusions created through theatre. “Unlike music, dance must be seen before it can be appreciated” (Mumford, 1985:46). The essence of lighting cannot be overemphasized. It is never in contention that without light, it is impossible to see. Therefore, all theatrical acts must have light in order for performers to see and navigate their bodies through the mezzanine of other bodies in space and time on the stage. Light indeed does more than just facilitate seeing. It creates or sets mood, time of day of an act, aids in illusion creation, covers flaws as well as enhances the creative work. Light further interacts with costume colors, the set or backdrops, props, makeup etc. thus enhancing the general aesthetic appeal/output of a performance (see fig. 17 & 18).
        
Figs. 17 & 18. Showing the interaction of light (mood creation/setting) in two different scenes. Picture by author.
Make-Up / Body Adornments
Makeup or body adornments can be classified as the idea of body art where diverse drawings, markings, painting, ornaments etc. are made or hanged on the bodies of people for the purpose of conveying certain artistic or cultural ideals or sentiments (Hargoe, 2017; Kwakye-opong, 2011). Depending on the usage and context, makeup or body adornments become the conduit for the transmission of valuable information. This information includes but not exclusive to status marking, indication of religious authority, beautifying a person, concealing body flaws or deformities. In traditional religious circles, makeup and or body adornments indicate the presence of certain cosmic authorities as well as simply lay overt, the artistic sensibilities of a group of people. On the bodies of performers, makeup or body adornments aid in projecting the character of the artists. It also enhances the creation of illusion in theatrical acts. Similarly, body adornments and makeup, when applied appropriately, transforms the appearance of an ordinary person and aids in projecting the aesthetic sensibility of the choreographer as well as communicating multi-layered culturally coded messages (Hargoe, 2017). In Ajenuloo, a Ga priestess is marked with two strokes on the forehead, cheeks, arms, wrists and legs to indicate her role as a medium of the cosmic beings (Yartey, 2013). On her right wrist, she wears, white beads to signify purity of body and soul (see fig. 19). 

Fig. 19. A performer embodying makeup and body adornment representing a Ga priestess. Picture by author.
This is echoed with another set of white beads worn on the neck. The medium, however, balances the white neck beads with a blue set of beads meant to index calmness. Thus, through these the medium is communicating her ability to, even in the face of vigorous possession, maintain her calmness and sense of composure.
Music selection
Music selection for any choreography is a herculean task. The reason being thatbecause, depending on the choice of music whether recorded or live, vocal or instrumental, African or Western based, it may either motivate, demotivate, enhance the work or might not be appropriate for the chosen theme in the work being created. Therefore, in selecting my music for Ajenuloo, I was careful to blend live music provided by live musicians on stage and recorded African and Western based sound tracks that reflected African oral performance. This careful blend breaks the monotony of having to listen for more than an hour, the blasts of live sounds from musical instruments. The choice of recorded music, with its soft and calming yet vibrant qualities, create a refreshing impression on the audience. The feedback from some audience members and colleagues is enough to indicate that the impact has been well received.    




Conclusion	Comment by Author: Is this a conclusion or merely a summary of what you have been describing in the paper? There should be clear findings arising out of your observations and based on clearly argued and discussed presentation.
Pragmatism and for that matter African pragmatism, draws our attention to modes of effecting communication appropriately for specific impact to be created on the receiver of the particular communication. Within the realm of performing arts, communication channels vary. Dance theatre, unlike music and drama theatres who that use linguistic text to communicate, conveys its message through the manipulation of the human body. Besides the body, costumes and adequate knowledge of color symbolisms stand unique in communicating vital information to audience members. When the idea of color symbolisms is being discussed in relation to costume, the role that light plays in interacting with costume colors, background or set cannot be overemphasized. These elements interact to produce magical theatrical experience enjoyed by theatre goers. 
Music, whether recorded or live, instrumental or vocal, African or Western, contribute immensely towards the emotional and psychological tone setting for any theatrical performance. Its effect on the psyche of both the performer and audience is phenomenal. Therefore, music is imbued with the ability to evoke, insight and invigorate a person. Music is also able to calm as well as trigger the release of pent up energy in order to bring about cathartic release while maintaining psychological balance within an individual. The idea of self-regeneration or homeostatic function of maintaining social harmony is an attribute of the power of music (Spencer, 1985). Further to these, the use of music as social control as well as setting up of boundaries are fare reaching. Makeup and body adornments and the use of other symbolic items go a long way to communicate multi-layered cultural and artistic sentiments. Therefore, African choreographer’s conundrum in their quest to communicate African cultural values through the lens of bodily pragmatism, are faced with the challenge of navigating through these mazes of cultural and artistic considerations. 
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