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ABSTRACT 

Background: Traditional dance in East Africa is much more than a display of movement; it is a 

dynamic cultural activity that serves as a tool for communication and a bridge between generations. 

Across different countries, dance forms an integral part of daily life, embodying stories, values, and 

emotions that words alone cannot express 

Objective: The study examined the role of traditional dance in promoting cultural identity, tourism, 

and economic development in East Africa.  

Method: Adopting a qualitative descriptive research design, the study utilized secondary data 

obtained from cultural blogs, institutional websites, and academic sources related to Kenya, Uganda, 

Tanzania, Rwanda, and Somalia. To ensure the integrity and reliability of the research, all secondary 

materials were carefully evaluated for authenticity, relevance, and accuracy. Data were analyzed 

thematically using content analysis to identify recurring cultural, social, and economic themes 

embedded in traditional dance practices across the selected countries. 

Results: Findings revealed that traditional dances such as the Maasai Adumu, Uganda’s Larakaraka, 

Tanzania’s Mapiko, and Rwanda’s Intore serve as mediums of communication, identity preservation, 

and tourism attraction. These dances contribute to local economies through cultural festivals, 

performances, and creative industries. 

Conclusion: Traditional dance remains a resilient cultural practice that adapts to modernization 

while maintaining its historical and communal essence. Despite challenges such as globalization and 

cultural dilution, dance continues to thrive through tourism, education, and digital platforms. 

Unique Contribution: This study has offered new insight into the cultural and economic importance 

of traditional dance in East Africa. It reveals how traditional performances go beyond entertainment 

to serve as tools for communication, cultural preservation, and community cohesion. Cultural 

policymakers, tourism developers, and heritage practitioners will find this insight useful in designing 

sustainable programmes that promote traditional dance as both a cultural heritage resource and a 

means of socio-economic development across the region. 

Key Recommendation: Governments, cultural institutions, and tourism agencies should integrate 

traditional dance into heritage education, policy frameworks, and cultural tourism initiatives to 

enhance its preservation and socio-economic benefits. 
 

Keywords: Traditional Dance, East Africa, Cultural Identity, Tourism Potentials, Economic Values, 

Cultural Identity. 

https://orcid.org/0009-0003-9614-
https://orcid.org/0000-0002-2791-5097
mailto:oyelamimojiroye@gmail.com


 
International Journal of Sub-Saharan African Research (IJSSAR)  
Vol. 3, Issue 4, pp. 630-644, December 2025, ISSN: 3043-4467 (Online), 3043-4459 (Print) 
doi:10.5281/zenodo.18135743 
 

 

631 
 

www.ijssar.com 

INTRODUCTION 

In East Africa, dance is more than the movement of the body; it is the heartbeat of daily life and 

a living symbol of the community. Dancing is a movement of the body in a rhythmic manner, 

usually to music and within a given place to express an idea or emotion, to releasing energy, or 

simply taking delight in the movement itself (Britannica 2025). Dance is an important 

component of African cultural expression. It serves as a means of narrative, spiritual connection, 

community identity and socio-political communication. Many ethnic groups in East Africa like 

the Maasai, Luo, Somali, Swahili, and Kalenjin live across several countries such as Kenya, 

Tanzania, Uganda, Rwanda, Burundi, Ethiopia, and South Sudan. These groups usually have 

similar traditional dances that reflect their common cultural roots.. 

As a form of communication, dance covers values, emotions and stories that spoken words 

cannot always pass. Asante Darkwa (2020) said that in societies, dance and African music act as 

powerful media of communication that articulate communal ideologies, political messages, and 

moral teachings. These forms of expression allow communities to celebrate, grief, educate and 

even protest by non -verbal but highly structured performances.  

According to the Abunda Discoveries, Uganda (2022), traditional dances shown during festivals 

and community tours such as Bakisimba and Runyege-Ntogoro in Uganda attract local and 

international tourists, offering an immersive view of the cultural richness of host communities. 

Such cultural performances promote cultural tourism, generate revenue and create opportunities 

for cultural exchange. The aesthetic dimensions of eastern Africa dance are obvious in the 

complex body movements, colorful costumes and rhythmic drumming that accompanies the 

performances. According to Eddison (2021), traditional African dances are placed in layers with 

symbolic meanings and stylistic elements that express beauty and cultural identity.  

However, despite its cultural and economic value, traditional dance in East Africa faces serious 

challenges. Modernization, digital media, and changing lifestyles have reduced its presence in 

daily community life. Younger generations increasingly identify with contemporary music 

forms, while many traditional dances are at risk of extinction due to poor institutional support 

and inadequate documentation. 

From a theoretical perspective, there is a noticeable knowledge gap in existing literature. Most 

previous studies on African dance have focused on its artistic form or ritual symbolism, with 

limited attention to its role in cultural preservation, tourism, and economic development 

especially within the East African sub-region. This study therefore bridges that gap by exploring 

how traditional dance serves as a communicative, cultural, and economic force in sustaining the 

region’s heritage. 
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RESEARCH QUESTIONS 

1. How does traditional dance serve as a medium for cultural communication and 

interdenominational knowledge transfer within East African communities? 

2. What are the tourism potentials of traditional dance in East African countries? 

3. In what ways do the aesthetic elements of East African dances reflect community identity 

and influence performance experiences? 

4. What social and traditional roles do dances play during community rituals and public 

events? 

THEORETICAL FRAMEWORK 

This study adopts the Social Sciences Dance Theory within the field of anthropology. The theory 

conceptualizes dance not merely as an artistic practice but as a form of nonverbal social 

communication that conveys cultural meanings and reflects underlying social structures. 

Kaeppler (1978) posits that dance serves as an organized pattern of human behavior shaped by 

cultural principles and social systems. She argues that dance communicates group identity 

through structured motion sequences, rhythmic patterns, and spatial arrangements. Her work 

illustrates that dance operates as a marker of cultural identity, with choreography and movement 

patterns functioning as symbolic elements comparable to language or ritual. 

METHODOLOGY 

Research Design 
This study used a qualitative descriptive research design to explore the values of dance in East 

Africa. The qualitative approach was adopted because it allows for an in-depth understanding of 

the meanings, symbols, and functions of traditional dance as reflected in documented cultural 

materials.  

 

Population and Sampling 
The population for this study comprises documented materials on traditional dance across East 

African countries. From this population, a purposive sampling technique was used to select data 

related to five countries; Kenya, Uganda, Tanzania, Rwanda, and Somalia. These countries were 

chosen because because they all share a strong tradition of using dance as a major form of 

cultural expression and community communication. 

Data Collection 

The study relied solely on secondary data drawn from credible online and institutional sources. 

Two main categories of sources were used for data collection: cultural blogs and institutional 

websites. 
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Cultural blogs provided experience-based and tourism-oriented insights into East African dance 

practices, reflecting community perceptions, performance contexts, and the cultural significance 

of traditional dances. Institutional websites, on the other hand, offered more formal and verified 

documentation of traditional dance practices, policies, and cultural development programs across 

East Africa.The selected sources covered dance traditions in Kenya, Uganda, Tanzania, Rwanda, 

and Somalia., focusing on their communicative, aesthetic, and economic roles. All materials 

were carefully evaluated for authenticity, relevance, and reliability before analysis. To ensure 

transparency in our methodology, a comprehensive list of the secondary data sources analysed 

can be found in Appendix A. 

Data Analysis 

The study used qualitative content analysis to examine the collected materials. The process 

involved organizing, coding, and interpreting data to identify recurring cultural, social, and 

economic themes embedded in traditional dance practices. 

The unit of analysis consisted of each documented description, article, or report related to 

traditional dance. The content categories were communication, tourism, economy, aesthetics, and 

cultural preservation. To enhance credibility and trustworthiness, inter-coder reliability was 

ensured through repeated review and cross-validation of interpretations. The findings were 

presented descriptively, supported by examples drawn from the analyzed data. 

RESULTS 

Eastern Africa is divided into two sub-regions: East-Africa and the horn of Africa. The East 

African region primarily includes Kenya, Tanzania, and Uganda, known for their shared colonial 

histories and economic cooperation and significant tourism potential. On the other hand, the 

Horn of Africa comprises Somalia, Djibouti, Eritrea, and Ethiopia, characterized by a mix of 

Afro-Asiatic cultures, strategic geopolitical location, and complex socio-political dynamics 

(Marcus, 2002). 

Kenya 

Traditional music in Kenya can be divided into groups that are songs of lullabies, initiation, 

children's songs, marriage and burial, hero praises, preparing the earth, planting and harvesting, 

criticism and condemnation, among others. The term "Ngoma" is widely used in communities to 

refer to traditional drum and music and dance made with it (CID-DS, 2024). 

Among the coastal peoples, Giriama and Digo are celebrated by their expressive dance and 

dominion of percussion. These communities use dance to tell stories, healing and community 

bond. In western Kenya, the Luo people are known for their festive celebrations and an extensive 

traditional musical repertoire, which strongly influenced modern Kenyan music. Their neighbors, 

Luhya, are known for Isikuti's dance, known for synchronized drums rhythms and quick and 

energetic movements of the shoulder, waist and foot.  



 
International Journal of Sub-Saharan African Research (IJSSAR)  
Vol. 3, Issue 4, pp. 630-644, December 2025, ISSN: 3043-4467 (Online), 3043-4459 (Print) 
doi:10.5281/zenodo.18135743 
 

 

634 
 

www.ijssar.com 

One of the iconic dances in Kenya is Maasai Adumu. Dance is led by young warriors (Morans) 

as a demonstration of strength, discipline and community pride. The warriors jump into the air in 

shifts, made with deep -tones, while holding spears. What began as a ritual of passage and 

warrior ritual became part of Kenya's cultural tourism performances, especially in national parks 

and Maasai-themed cultural centers. Kenya dances are deeply woven with rites of passage such 

as birth, circumcision, marriage and death. These events are celebrated with dance, music and 

community banquets. Among the Kikuyu, for example, the circumcision ceremony is an 

important event that marks the change from childhood to adulthood. Mwomboko, a couple's 

dance, is often performed by seniors during these community celebrations, showing 

intergenerational grace, memory and respect (CID-DS, 2024).  

Figure 1:   

         

Elgon Ngoma Troupe. [Photograph from Elgon Ngoma Troupe Facebook page]. Facebook.                       

Uganda 

In the west region, the Banyankore people perform Ekitaguriro, a symbolic dance of pastoral life 

and gratitude for cattle. Men imitate the movement of cows with rhythmic steps, while women 

extend their arms above their heads. Dance is usually followed by traditional costumes and ankle 

chains that increase the rhythms of footwork (Uganda Safari Experts, 2024). 

In the northern region, the Acholi people are known for a set of dances, each with specific social 

roles. Larakaraka is a courtship dance where men perform skilled movements to attract potential 

spouses, while Otole is a war dance that shows bravery and defensive strategy using simulated 

combat with spears and shields. These dances reflect masculinity, community strength and 

historical continuity. 

From the central region of Buganda, the dances of Baakisiimba, Nankasa and Muwogola trace its 

origin to the joy intoxication of a king with banana wine. These dances are now celebrated forms 

of community entertainment, usually presented with drums such as engalabi and shakers 

(ensaasi). In addition, Mbaga Dance, performed by young women of marriageable age, serves as 

a cultural lesson of femininity, family functions and maternity (Uganda Safari Experts, 2024). 
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In the southwest of Uganda, Bakiga performs the dance of Ekizino, characterized by energetic 

stomping, clapping and coordinated jumps. Dance incorporates the worker spirit of the 

community and is made during the harvest celebrations with musical accompaniment such as 

Embuutu (Drum), endere (Flute) and ensaaasi (Shakers) (Uganda Safari experts, 2024). 

Uganda's dance culture is sustained and promoted through live community experiences and 

cultural places, such as Ndere Cultural Center in Kampala. These performances are often 

included in cultural tourism packages, allowing visitors to witness firsthand the strong bond 

between music, dance and traditional identity. 

Uganda’s dance culture is sustained and promoted through live community experiences and 

cultural venues like the Ndere Cultural Centre in Kampala. These performances are often 

included in cultural tourism packages, enabling visitors to witness firsthand the strong link 

between music, dance, and traditional identity (Uganda Safari Experts, 2024). 

Figure 2: Ekitaguriro of South Western Uganda                    

 

[Photograph from SXMDANCE Facebook page]. Facebook.     

Figure 3: Larakaraka of Acholi  

     

Kateregga1. (2024). Uganda Traditional Dance Performances at Ndere Centre [Photograph]. 

Wikimedia Commons. 
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Tanzania 

The significance of dance in Tanzania is not merely historical. In recent years, efforts by way of 

the Tanzanian authorities and cultural institutions have sought to sell and guard those traditions. 

Cultural facilities and colleges throughout the united states have all started together with 

traditional music and dance into their curricula, aiming to teach the younger technology and 

make certain the continuity of indigenous customs and values (CID-DS, 2024).  

Among the different traditional dances, the Lipico and Mapiko dances, each done by the 

Makonde people in southern Tanzania, stand out. The Lipico dance is widely recognized for its 

lively footwork, rhythmic body movements, and expressive costumes. More significantly, the 

Mapiko dance plays a principal function in boys' initiation ceremonies. At the coronary heart of 

this ritual is the Mapiko masks, which symbolizes evil spirits that young boys should 

symbolically triumph over as they transition into maturity. These mask either facial or full-head 

are made from timber and embellished with vibrant hues, human hair, and problematic features 

to encompass spirits of the lifeless or feared forces in the community. 

During the ritual, dancers wearing Mapiko masks comes to scare ladies and youngsters, 

emphasizing the symbolic war of words with worry and the unknown. Only men are accepted to 

"defeat" these figures, reinforcing conventional gender roles and bravado expectations. A 

specially fearsome person in the ritual is the Mashapilo, an evil spirit that spreads disorder and 

despair, portrayed with the aid of a dancer on towering timber stilts.  

The ritual finishes with the lighting fixtures of a large ceremonial fireplace inside the village. 

Circumcised boys are then taken to a secluded region in which they are guided via the 

Mkukomela (the “Hammerer”), who oversees their bodily healing and social preparation. During 

this secluded period, the boys are educated on community values, searching, farming, and 

respectful conduct, in particular in the direction of elders and in drawing near relationships. At 

the end of the initiation ceremony, the Likumbi shed, where the boys resided, is ceremonially 

burnt. This act symbolizes rebirth and transformation, marking the lads' legitimate transition into 

maturity, finishing with new names and higher repute in society. 

Figure 4: Mankode People Dancing 

 

Kwekudee – Trip Down Memory Lane. (2013). Makonde People: East Africa’s master 

woodcarvers [Photograph]. Blogspot. 
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Rwanda 

One of the most famous dance in Rwanda is the Intore dance which comes from the Rwanda 

royal court. The meaning of Intore is "the chosen ones". The dance has a lot of elements from 

warrior cultures, particularly quick foot movements that are performed in time to specific hand 

movements and accompanying drums which symbolize bravery and honor 

(UgandaRwandaGorillaTours, 2024). Intore performances are frequently accompanied with the 

aid of vibrant drumming ensembles and poetic recitations, which collectively narrate memories 

of heroism, management, and countrywide pride. These dances, as soon as reserved for royalty 

and kingdom ceremonies, have now emerge as symbols of publish-genocide restoration and 

reconciliation. They are now confirmed at national fairs, memorial offerings, and cultural 

showcases aimed toward reinforcing harmony and historical 

awareness.(UgandaRwandaGorillaTours, 2024). 

Another form of Rwandan dance is the Agaseke, historically performed by ladies and recognized 

for their style, fluid actions, elaborate hand gestures, and woven baskets symbolizing hospitality 

and community. Agaseke performances are featured at some point of weddings, harvest 

ceremonies, and social celebrations displaying the nurturing function of women and the 

significance of domestic artistry in Rwandan lifestyle. In the means of developing cultural 

tourism, Rwanda has protected conventional dance into network-based totally tourism initiatives. 

Performances are hosted in villages and cultural facilities consisting of the Iby’iwacu Cultural 

Village close to Volcanoes National Park and invite travelers to witness and take part in 

performances like Intore and Agaseke. This immersive cultural engagement lets in site visitors to 

comprehend Rwanda’s historical past whilst helping nearby artists and increasing attention of 

Rwandan identification on the worldwide degree . 

Figure 6:Agaseke Dance                                                              

                               

Adventure Uganda Safaris. Traditional dance performance in Rwanda [Photograph]. Adventure 

Uganda Safaris. 
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Figure 7: Intore Dance 

  

East Africa Voyages. [Photograph from the “Arts” section of East Africa Voyages]. East Africa 

Voyages. 

Somalia 

Somalia dance shows it's nomadic traditions, pastoral lifestyle, and wealthy oral heritage. They 

are usually performed during different ceremonies, and communal activities, regularly 

combining poetry, drumming, costumes, and motion (Ministry of Culture and Higher 

Education,). One of the amazing dances is Walasako, performed by pastoralists at some stage in 

weddings and seasonal fairs to invoke blessings for agricultural and cattle abundance. This dance 

displays optimism and gratitude in instances of prosperity.  

The Shooba is considered the oldest Somali dance and believed to have originated from historic 

Egypt. Its wonderful costumes and choreography suggests the deep historical ties among Somali 

and historical pharaonic cultures. Awbatiikhow is a romantic dance named after the melon fruit 

and it's done by a soloist who praises a loved one by comparing her to the melon’s beauty, 

fragrance, and taste. It is a poetic expression of love and admiration. Istun is a ceremonial stick-

war dance finished in the course of the New Year celebrations. Two groups face off in a 

symbolic combat using non-deadly sticks. Historically, this ritual became surrounded by 

superstition, along with the belief that omitting it might invite agricultural failure and infertility 

(Ministry of Culture and Higher Education). Among teens dances, Dawladamiin stands proud as 

a famous enjoyment dance. Though playful, it follows based policies of performance and derives 

its name from the phrase "a simpleton must not be treated like a gentleman" (Ministry of Culture 

and Higher Education). 

They also have modern-day theatrical dances such as Soogur and Gammanyo which had been 

delivered to promote countrywide improvement issues like self-reliance and agricultural 

productiveness. These dances had been developed and popularized through institutions like the 

National Theatre Agency. 
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Other culturally rich dances in Somalia are Hiyey-Waaloow that is a communal rain-dance 

celebrating harvests. Saarlugeed that is done to heal a leader allegedly suffering with “Saar”a 

mythical ailment cured through rhythmic drumming and dance. Haybarra is a aggressive dual-

dance where young men vie for love and the affection of a girl. Ceerigaabo, a universally 

performed amusement dance, named after the town it originated from. Beerrey is a dance 

inspired by means of the swish moves of an ostrich.  

Figure 8: Istun Dance 

 

Wikimedia Commons. Istunka – mock combat festival in Afgooye, Somalia [Photograph].  

 

FINDINGS AND DISCUSSIONS 

How traditional dance facilitates intergenerational communication and the transmission of 

cultural values within East African communities. 

Dance in East Africa is more than a performance as it is a living language. It’s a medium that 

conveys tales, values and emotions that phrases alone cannot express. For instance, the Acholi 

people of Uganda carry out the Larakaraka courtship dance that permits young people to specific 

romantic interest through motion and symbolic gestures (Uganda Safari Experts, 2024). 

Similarly, in Ethiopia, the Eskista dance uses sharp shoulder moves to explicit non-public and 

communal narratives, maintaining generational expertise through physical articulation. 

In Somalia, dances like Shooba and Awbatiikhow are not merely performative but serve as 

poetic expressions that encode moral lessons and romantic ideals (Ministry of Culture and 

Higher Education). The use of dance as a “living archive” of memory and tradition aligns with 

Asante Darkwa’s view that in African societies, song and dance are essential mediums of 

communication, transferring complex cultural meaning through embodied forms (Darkwa, 2023) 

while while Tanzania’s Mapiko dance signified initiation into adulthood and carries fixed 

warnings and spiritual meanings. 
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Dance also functions in spiritual healing and storytelling. In Somalia, the Saarlugeed dance is 

rooted in mythological healing traditions, where drumming and movement are believed to 

cleanse a person of “Saar,” an imaginary illness (Ministry of Culture and Higher Education.). 

The tourism potentials and economic contributions of traditional dance in East Africa 

The economic impact of traditional dance in East Africa continues to grow through cultural 

tourism. Centers such as Ndere Cultural Centre in Kampala, Uganda, and the Iby’iwacu Cultural 

Village in Rwanda, offer tourists immersive experiences of indigenous performances and have 

become major attractions where tourists engage with local heritage contributing to local income 

generation and cultural preservation (UgandaRwandaGorillaTours, 2024). 

 In Kenya, the Maasai Adumu have commercialized conventional dances like the Adumu 

(leaping dance), achieved for travelers in countrywide parks. Nonetheless, dance-based fairs and 

cultural safaris in Tanzania, Rwanda, and Ethiopia increasingly see dance as a strategic asset for 

sustainable tourism. Dance festival's and network performances provide livelihood for artists and 

artisans. The creation of modern state-supported performances, like Somalia’s Gammanyo and 

Soogur, shows an evolving economic model where cultural performance intersects with national 

development objectives (Ministry of Culture and Higher Education). 

The aesthetic and symbolic features of traditional dance in relation to identity and 

performance 

Across East Africa, the aesthetics of dance include dress, rhythm, movement, and symbolism. 

East African dances are deeply rooted in aesthetic concepts that replicate identity, beauty, and 

overall performance lifestyle. According to Zhang (2023), dance aesthetics combine symbolism, 

costume, rhythm, and space to speak collective beliefs. For instance, the Isikuti dance of the 

Luhya people in Kenya, dance with speedy shoulder and foot movements, which is both visually 

compelling and culturally unique. They are both recognized by UNESCO as intangible historical 

past. 

The Lipico dance of the Makonde in Tanzania combines complex masks and footwork to 

dramatize initiation rites, where aesthetics are paired with ritual and spirituality (CID-DS, 2024). 

The Intore warriors’ dance of Rwanda similarly blends pageantry and discipline, turning 

performance into a national symbol of unity and resilience. The Beerrey dance of Somalia, 

inspired by the ostrich, presents how nature and animal grace influence choreography. Rwanda’s 

Intore dance is famed for its disciplined gestures and colourful regalia, reflecting warrior pride 

and poetic elegance. 

Social and traditional roles of dance during community rituals, festivals and public events 

Dance fosters social unity and inter-generational connection. It happens during ceremonies like 

weddings, funerals, initiations, and harvest fairs. As noted by Moe (2001), performance areas 

functions communal venues where identities are shaped and strengthened. 
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Dance maintains its function as a social regulator and cultural anchor across communities. In 

Uganda, the Mbaga dance educates young women on marital responsibilities, while the Edonga 

dance of the Karamoja symbolizes masculine strength and cultural pride. 

Somali dances including Walasako and Dawladamiin are completed in the course of communal 

feasts, reinforcing solidarity and social shape (Ministry of Culture and Higher Education). In 

Ethiopia, communal dances along with the Tigrigna or Gurage dances serve as public rituals that 

bind families, clans, and areas through shared rhythm and movement. 

In Uganda, the Runyege dance lets young Batooro guys attract potential partners and at the same 

time being evaluated for their rhythm, ability, and cultural expertise. In Rwanda, dance 

contributes to societal recuperation and collective reminiscence, in particular post-conflict, with 

the aid of reinforcing a shared cultural identification. 

Challenges Facing Traditional Dance in East Africa 

Despite its profound cultural significance and diverse functions, traditional dance in East Africa 

faces a range of challenges that threaten its preservation, continuity, and visibility. These 

challenges are both internal arising from within local communities and external, shaped by 

broader social, economic, and technological changes. 

One of the most prominent dangers for traditional dance in East Africa is globalization, 

urbanization and increasing influence of Western culture through public media. As  youth adopt 

contemporary music and dance styles, indigenous forms are often downgraded to rural or formal 

contexts (Zhang, 2024).  

Traditional dances are informally taught through mass observation and participation. However, 

over the limited time spent in low community -led ceremonies and rural settings, younger 

generations no longer come in contact with these practices.  

In many East African countries, artists struggle with poor funding and limited platforms to show 

their work. Cultural artists often work on a society margin without formal recognition, 

permanent income, or structured institutional support (Edison, M.F. 2024). It discourages 

commercial development in traditional dance on economic margins and forces many talented 

individuals to pursue unrelated livelihood.  

In some East African societies, traditional dances are seen as old, fetish or irrelevant in the 

context of modern religion and development. These assumptions promote social stigma, 

especially among the youth who can combine traditional practices with rural backwardness or 

witchcraft (Zhang, 2024). It discourages active participation and weakens cultural pride in 

indigenous identity. 
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CONCLUSION 

As this research has shown, Dance in East Africa is  more than the rhythmic movement. It is an 

expression of collective identity, history and community values. Across the region, traditional 

dances serve as a medium of non-verbal communication, preserve oral history, strengthen moral 

code, and express emotions that words cannot always capture (Asante, 2023). They also 

contribute to economic growth and tourism, act as catalysts for socio-political change and 

provide opportunities for creative expression and wellbeing. 

Dance plays an important role in cultural tourism, which attracts visitors with the authentic 

African traditions. Cultural centers and festivals display the artistic activities of the region by 

generating employment and income for local communities (Edison, 2024). The aesthetic value of 

the dance is seen in wide costumes, dramatic gestures and harmonious movements which 

enhances its appeal, converting it into both a visual art and a device for cultural diplomacy 

(Zhang, 2024). 
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