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Background	  	  	  
 
The cultural and creative economy in Africa reveals the role of culture in sustainable 
development specifically at the local level. The few examples, cases and illustrations 
offered below and showcasing the diversity of African settings are presented to 
inform national and international policy on sustainable development. The starting 
point of this discussion is the observation made in the Creative Economy Report, 
2010 that the cultural and creative industries are a vehicle for ‘more equitable, 
sustainable and inclusive growth strategies able to accelerate socio-economic growth, 
create jobs and raise living standards’.  

In a seminal piece, Keith Nurse suggested that culture should be seen as the central 
pillar of sustainable development2 in which the following values are given priority:  

• ‘Cultural identity (the social unit of development is a culturally defined 
community and the development of this community is rooted in the specific 
values and institutions of this culture 

• Self-reliance (each community relies primarily on its own strength and 
resources 

• Social justice (the development effort should give priority to those most in 
need)  

• Ecological balance (the resource of the biosphere are utilized in full awareness 
of the potential of local ecosystems as well as the global and local limits 
imposed on present and future generations.’3 

Strengthening and promoting the cultural and creative economy in Africa is important 
for two fundamental reasons: The first relates to development in all its dimensions – 
human, social, ecological and economic; and the second, to growth.  

Development here is understood as the full range of human, social, ecological and 
economic development covering artistic and creative self-expression, social inclusion 
and social cohesion as well as income generation, employment generation, poverty 
alleviation, investment and city development.  
 
This development is premised on fundamental principles as reflected in three critical 
declarations/ conventions:  

                                                
1	  Grateful	  acknowledgement	  to	  research	  support	  from	  Sarah	  Delius,	  Jenny	  Mbaye	  and	  Guiomar	  Alonso	  
2	  Keith	  Nurse,	  2006	  “Culture	  as	  the	  Fourth	  Pillar	  of	  Sustainable	  Development”	  prepared	  for	  the	  Commonwealth	  
Secretariat,	  UK	  
3	  Nurse,	  2006:	  38	  



Creative	  Economy	  Report	  2013	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  The	  cultural	  and	  creative	  economy	  in	  
Africa:	  challenges	  and	  innovations	  

 

Avril	  Joffe	   Page	  2	  
 

1. Universal Declaration of Human Rights – fundamental right of every citizen 
‘to participate in the cultural life of the community and enjoy the arts  

2. Unesco Convention on the Protection and Promotion of the Diversity of 
Cultural Expressions (2005) 

3. Unesco’s Recommendation on the Rights and Status of the Artist (1988) 
 
Growth refers to the innovation and creativity benefits that derive from investing in 
the cultural and creative industries including sectors such as music, film, design, 
animation and multimedia. Creative assets are found in all sectors of the economy and 
contribute to the knowledge base of our economy adding value to the performance 
and innovation of the economy. The UN Creative Economy Report (2008 and 2010) 
has demonstrated how the cultural and creative industries generate income from trade 
and property rights.  
 
This general approach to cultural and creative economy places emphases on goods, 
services and activities of a cultural or artistic and / or heritage nature, whose origin 
likes in human creativity, whether past or present,. This is an essential component for 
the continent of Africa where so much of contemporary cultural life is deeply rooted 
in heritage, traditions and rituals of the past. It also underscores the necessary 
functions of each aspect of the cultural and creative value chain that allows goods, 
services and activities to reach the public and a market. Therefore, this definition is 
not limited to only the output of human creativity and industrial reproduction but 
includes other activities that contribute to the creation and distribution of cultural and 
creative products.  
 
The concept of the cultural and creative economy applies to the whole economy. It 
shifts the focus from a sector specific one to understanding the full economic 
contribution of culture and creativity to the wider economy. Creative people, artists 
and cultural workers are found not only in traditional creative industries, but in 
manufacturing and the wider service industries, such as health, education, government 
and business services as well. Therefore, by nurturing the cultural and creative 
economy, the entire economy of a country benefits. Using UNESCO’s Framework for 
Cultural Statistics, here re-labelled ‘The Cultural Economy’ it is possible to see the 
wider influences of culture and creativity.  
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Increasingly, researchers, international organisations and African based cultural 
practitioners are promoting the creative economy in Africa. The most significant has 
been the now annual African Creative Economy conference hosted by Arterial 
Network, the continent-wide network of non-governmental organisations, creative 
industry companies, festivals and individual artists engaged in the African creative 
sector in 2007 established on Goree Island, Senegal4. Two conferences have been 
held, one in Nairobi (Kenya) in 2011 and a second in Dakar (Senegal) in 2012. 
 
Many other discussions and conferences have taken place on the Creative economy in 
Africa such as the World Bank’s Images of Hope: Promoting Cultural Industries in 
Africa held in 2008 to more closely examine the intersection between art, culture and 
economic development5 and the more recent The Art of the Creative Economy hosted 
jointly by the Arts and Culture Trust and the University of Johannesburg in May 2012 
in South Africa.  
 

                                                
4	  See	  http://www.africancreativeeconomy.org/	  	  
5	  Held on April 2, 2008 at the World Bank Headquarters, in Washington, DC, the Art Program and the Africa 
Vice-Presidential Unit co-sponsored this event. 	  
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Text Box: Arterial Network’s view on culture and development 
 
“Our vision is rooted in our context and we pursue our vision in the framework of the 
cultural dimension of development which we understand as follows: 

1. First, we define development as “the on-going generation and application of 
resources (financial, human, infrastructural, etc.) to create and sustain the optimal 
conditions (social, political, economic, etc.) in which human beings enjoy the full 
range of rights and freedoms espoused in the Universal Declaration of Human 
Rights”. 

2. Our view of “the cultural dimension of development” is as follows: 

2.1. Article 27 of the Universal Declaration of Human Rights states that “everyone 
shall have the right freely to participate in the cultural life of the community (and) to 
enjoy the arts….”.  We believe that development, in creating the optimal conditions 
for the full expression of human rights and freedoms, must by necessity create the 
conditions for this right to be enjoyed simultaneously along with other rights and 
freedoms. 

2.2 Development, human rights and democracy present challenges and ruptures to the 
worldviews, beliefs, values and traditional practices of many communities.  In this 
way, the culture of a community – in its broad anthropological sense –can inhibit or 
facilitate development (as defined above).  A Millennium Development Goal such as 
promoting gender equality may challenge a traditional cultural practice.  Another goal 
such as reversing the spread of HIV/AIDS may be thwarted by polygamous cultural 
practices or the influence of religion on the use of condoms.  Culture and development 
are thus integrally linked as development strategies, human rights and democracy are 
themselves premised on particular values, worldviews and beliefs. 

2.3 The cultural dimension of development is not only relevant to the supposed 
beneficiaries of development, but also 

to those in the global north or in well-resourced economies who drive the development 
agenda often in terms of their strategic economic and/or security interests.  The values, 
beliefs, ideological assumptions and worldviews of these development drivers also 
need to be interrogated with regard to their influence on, and shaping of, development 
practices and strategies in the global south. 

2.4 The arts are important means in development as carriers, interpreters and 
celebrants of the values, beliefs and worldviews and practices that construct individual 
and community identity i.e. they are integral to the cultural life of a community. 
There are three broad categories of artistic practice each relevant to development as 
defined above: 

• the arts as having value in their own right: for personal catharsis, enjoyment, 
stimulation, affirmation of identity, etc. i.e. the arts for personal development 

• the arts instrumenentalised for a socially-good end e.g. to promote 
intercultural dialogue, to educate communities about good health practices, to 
raise awareness of climate change i.e. art for social development and 

• the arts as economic drivers e.g. creative industries to create employment, 
generate income, reduce poverty, etc. i.e. art for economic development 

We believe that these are all equally valid categories of artistic practice within a 
developmental framework and that they necessarily co-exist (often – and in our view, 
unnecessarily - in tension with each other as emphasis is placed on one or the other 
depending on the prevailing social, political or economic conditions)”. 
http://www.arterialnetwork.org/about/vision 
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1.	  The	  value	  of	  the	  cultural/creative	  industries	  in	  Africa	   

Despite the fact that in recent years, ‘statistics, indicators and data on the cultural 
sector, as well as operational activities have underscored that culture can be a 
powerful driver for development, with community-wide social, economic and 
environmental impacts’6 there are as yet no uniform or consistent data on the value of 
the cultural and creative industries in Africa. The Creative Economy Report 2008 
suggested that Africa contributes less than 1% to world exports of creative goods7 but 
argued that this weak presence may signify not only limited support capacity on the 
continent but ‘that the great majority of creative and cultural production in Africa 
takes place in the informal sector for which statistics are non-existent’. 	  

However even with formal economy activity, we believe these figures do not tell the 
whole story. Not only are many African countries not members of international 
federations from which these figures are drawn (such as the International Federation 
of the Phonographic Industry, IFPI), but much of the commercial activity of cultural 
and creative industries is in the hands of small, independent producers in Africa and 
therefore fall outside of this coverage.  
 
Much of the commercial activity therefore of the cultural and creative economy in 
Africa is unregulated and untaxed and therefore difficult to measure. A significant 
portion of cultural and creative commercial production takes place in informal sector. 
This is part of the problem of data collection. Many of the creative industry sectors 
are not self-consciously industries and do not operate with associations or members. 
In other sectors, industry associations take responsibility for their own data collection 
as a sector drawn from their members.  
 
There is also an ineffective partnership between creative industries and government 
(lack of industry mechanisms for support, investment opportunities or export 
incentives) with the core relationship remaining that between artists and the ministries 
of arts and culture where direct support or grants dominate. Few African government 
departments of trade and industry or finance have developed a partnership with the 
creative industries (Nigeria, South Africa and Kenya are notable exceptions). In 
addition most African governments do not collect statistics beyond the 3-digit SIC 
codes making reporting on cultural and creative industries ineffective from the 
national statistics. Traditional measurement tools are also predicated on the formality 
of trade with the major challenge in quantifying intra-African trade in creative 
industries being the minimal observance of IPR in all directions.   
 
Nevertheless culture is now included in 70% of the United Nations Development 
Assistance Frameworks (by January 2012) and the collection of statistics, 
development of databases and other data evidence was a focus of many of the 

                                                
6	  UN	  System	  Task	  Team	  on	  the	  Post-‐2015	  UN	  Development	  Agenda:	  “Culture:	  a	  driver	  and	  an	  enabler	  of	  
sustainable	  development’,	  UNESCO,	  May	  2012	  
7	  The	  Creative	  Economy	  Report,	  2008:111	  
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UNESCO technical assistance programmes for the 2005 Convention on the Promotion 
and Protection of the Diversity of Cultural Expressions8.  
 
While the revised framework for collecting cultural statistics9 enables a more realistic 
assessment of how culture contributes to the economy and well-being of communities 
and countries at large, it is not yet clear how this can be effectively implemented in 
the developing countries where there are significant resource constraints to the 
collection of even basic data. In Seychelles for example, the technical assistance 
programme (early 2012) was preceded by the mapping of the creative sector, ‘The 
General Overview of the Creative Industry in Seychelles’ which began in October 
2011. However this study is as yet not finalised due, not only to the difficulties in 
obtaining data in the absence of government statistics, but also the capacity to capture 
and most importantly to assess the data.  
 
By contrast, the conversations about what cultural statistics to collect in the context of 
the establishment of a Cultural Observatory in South Africa have focused, in addition 
to what data should be collected and which agency should be in charge, on being clear 
about why the data is being collected and knowing what it will be used for. The 
concern is that capacity both to collect and analyse data is limited. In addition, 
different types of data are needed for different purposes and different audiences 
(government, international bodies, industry stakeholders, local authorities, community 
actors) such as representations to other government departments, for policy-making 
(to spend more or less on various programmes or to allocate funds to different 
programmes entirely), for feedback to consumers/audience, to illustrate the value of 
the cultural economy to the general economy, etc. Since developing countries 
typically are unable to afford to collect all the possible statistics, these questions are 
vital to answer prior to beginning the baseline surveys whether using the UNESCO 
Framework for Statistics or others10. 
 
Individual countries in Africa are increasingly paying attention to alternative 
methodologies (to national statistics) such as independent surveys, mapping studies, 
creative industry databases and the like to assess the contribution of the cultural and 
creative economy in their countries. The methodologies typically include detailed 
consultations with creative industry sector; the collection of data at various levels of 
government; analysis of the data; reports on the creative industry sectors including 
both the challenges and recommendations for action and interventions as well as using 
the data and final reports for advocacy to raise awareness about the contribution of the 
cultural and creative industries to domestic economies.  

                                                
8	  (http://www.unesco.org/new/en/culture/themes/cultural-‐diversity/diversity-‐of-‐cultural-‐
expressions/programmes/technical-‐assistance/	  
9	  The	  revised	  Framework	  for	  Statistic	  now	  includes	  important	  categories	  of	  activity	  such	  as	  basket	  weavers,	  
professional	  story	  tellers,	  ancestral	  ceremonies	  and	  rituals	  to	  reflect	  the	  full	  range	  of	  cultural	  professions	  and	  
practices	  found	  around	  the	  world	  in	  addition	  to	  the	  standard	  cultural	  statistics	  such	  as	  museum	  attendance	  or	  
the	  number	  of	  people	  employed	  in	  theatre	  companies.	  See	  
http://www.uis.unesco.org/culture/Documents/framework-‐cultural-‐statistics-‐culture-‐2009-‐en.pdf	  
10	  See	  ‘Concept	  Paper	  for	  the	  Establishment	  of	  a	  Cultural	  Observatory’,	  Department	  of	  Arts	  and	  Culture,	  2011	  
prepared	  by	  Avril	  Joffe,	  CAJ	  and	  other	  available	  frameworks	  such	  as	  the	  WIPO	  Measurement	  Model,	  
http://www.ivir.nl/onderzoek/presentaties/Symposium_Auteurrecht_en_economie_Gantchev.pdf.	  	  
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In Kenya, the African Cultural Regeneration Institute (ACRI) is establishing 
a creative industry database to facilitate the production of statistics on the economic 
contribution of the cultural sector in the country. The purpose of this database is to 
provide information for planning and investment for both the Government and the 
private sector. The Government of Kenya is currently carrying out a national 
statistical survey and mapping on the Creative Industry to ascertain the degree of 
development and any existing gaps within these industries11. 

The Ministry of Culture, Tourism and Communication in Burkina Faso12 is designing 
a national study on the contribution of the cultural sector to the social and economic 
development of Burkina Faso. The purpose of collecting these statistics is to guide the 
work of national officials and strengthen arguments to promote culture as a factor of 
development.  

In Nigeria, the Ministry of Finance tasked two leading banks, the Bank of Industry 
(BOI) and NEXIM Bank to lead on the creative mapping exercise for the state of 
Lagos with the support of the British Council. This exercise will provide a baseline 
for the N200m entertainment fund set up to support cultural and creative enterprises 
in Nigeria and administered jointly by the Bank of Industry and NEXIM Bank.13 
Methodology support is also being provided by the Pan-African University and the 
Society of Nigerian Theatre Artists (SONTA). Included in the programme are the 
Ministry of Culture, commercial industry representatives such as the associations and 
guilds for film, music and fashion as well as artists and cultural practitioners. The 
expected outcome of the mapping is to ‘boost the overall development of the 
country’s creative sector’ and to ‘help effectively strategize and influence broader 
policies and institutional systems that will support the sector and attract investment in 
the future’14. 

In South Africa, the EU has funded a project coordinated by the British Council South 
Africa with collaboration from a visual arts network, VANSA, Arterial Network 
South Africa and the South African cluster of the European Union National Institutes 
for Culture (EUNIC) to assess trade in creative and cultural goods and services 
between South Africa and the EU and to promote dialogue between South Africa and 
the European Union around creative industries development. The Terms of 
Reference15 reiterate the point that ‘there is no reliable or regularised source of data in 
cultural goods and services between South Africa and the wider world’ and while EU 
knowledge resources such as Eurostat/COMEXT publish data on trade in cultural 
goods between the EU and other territories, there is no corresponding dataset in the 
South African context.  

                                                
11	  See	  www.acri.or.ke	  	  
12	  http://www.unesco.org/new/en/culture/themes/cultural-‐diversity/diversity-‐of-‐cultural-‐expressions/funded-‐
projects/2010/burkina-‐faso-‐development/	  
13	  http://www.modernghana.com/movie/10829/3/fg-‐set-‐to-‐disburse-‐n200bn-‐entertainment-‐fund.html	  
14	  See	  Let	  the	  Mapping	  Begin,	  at	  http://creativeconomy.britishcouncil.org/Policy_Development/news/let-‐
mapping-‐begin/	  
15	  Specific	  Terms	  of	  Reference:	  EU-‐South	  African	  Creative	  Industries	  Development	  Dialogue,	  
EuropeAid/131470/L/ACT/ZA	  and	  see	  also	  presentation	  by	  Joseph	  Gaylard	  at	  Arterial	  Networks’	  African	  Creative	  
Economy	  conference	  in	  Dakar,	  Senegal	  at	  http://www.africancreativeeconomy.org/wp-‐
content/uploads/2012/10/Presentation-‐Joseph-‐Gaylard.pdf	  
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Currently South Africa does not register as a significant source of imports in any of 
the cultural goods reflected in the 2011 Eurostat Cultural Statistics Handbook (which 
covers trade in books, newspapers/periodicals/journals, CDs, DVDs, musical 
instruments and works of art and antiques). Nevertheless, it is a small but significant 
importer of cultural goods from the EU, accounting for 3% of total EU export of 
books, 2% of CDs and 3% of DVDs. Drawing on data reflected in the UNCTAD 
Creative Economy Report 2008/10, SA is a marginal global exporter of creative 
goods and services among the developing economies group. It registers as a 
significant exporter only in the visual arts and creative services categories, with 
China, India, South Korea, Singapore, Turkey and Mexico exerting dominance in 
trade across the various sub-sectors.  

Importantly, StatsSA has now generated a satellite account for ICT which includes 
‘content and media’ as a category (consisting of publishing, film, video and television 
production, broadcasting, music recording and publishing, and digital gaming) but it 
will not disaggregate data for these areas. The first publication is expected in March 
2013. The Department of Arts and Culture is in discussion with StatsSA to 
progressively adopt the UNESCO Framework for Cultural Statistics as  a support to 
its intended Cultural Observatory due to be established as part of the Mzansi Golden 
Economy Strategy16.  

………………………………………………………………………………… 

Case: The Gauteng Creative Mapping Project  

The Gauteng Creative Mapping Project17, a 2008 study commissioned by the 
Gauteng Department of Sport, Arts, Culture and Recreation in partnership with the 
British Council quantified the contribution of the creative industries to the Gauteng 
economy. A secondary aim was to gather information on perceived needs and 
obstacles to ensure the alignment of policy and programmes to the needs of the sector.  

Due the lack of official statistics or across-the board industry figures, the mapping 
was based on in-depth and firm-level surveys across the following sectors comprising 
the creative industries: Visual arts, Performing arts, Cultural heritage and tourism, 
Multimedia, Music, Craft, Audiovisual, Publishing, Design and Fashion.  

The study revealed that the creative industries contribute over R33 billion18 to the 
province’s economy every year, and create direct employment for more than 60,000 
people. These GCMP estimates  - from industry databases, directories and key 
informants – showed that there are over 11,000 firms and organisations active in the 
creative economy in the Gauteng province  The largest sectors in terms of numbers of 
entities (both commercial and non-profit) are design (25%), craft (21%), audio-visual 
(11%), music (11%) and visual arts (10%).  The majority of organisations are owned 

                                                
16	  See	  Strategic	  Plan	  2012-‐2013	  of	  the	  Department	  of	  Arts	  and	  Culture,	  South	  Africa	  at	  
www.dac.gov.za/.../strategic_plan/Strategic-‐Report-‐2012.pdf	  
17	  Prepared	  by	  Ameru,	  Wits	  University	  and	  CAJ,	  2008	  for	  the	  Department	  of	  Sports,	  Arts,	  Culture	  and	  Recreation,	  
Gauteng	  Provincial	  Government.	  	  
18	  An	  exchange	  rate	  of	  approximately	  R7.50	  to	  $1	  at	  the	  time.	  	  
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by white South Africans and over 35% of all businesses and organisations are owned 
by people under 35 years of age. 
 
The cultural tourism and heritage, design, audio-visual, craft and publishing and print 
media sectors are the largest employers in the creative industries as shown in the 
diagramme below. 
 

 
Figure 1: Employment by sector 

 
Most organisations are formally registered, the bulk (44%) as Closed Corporations, 
18% as limited companies, 14% as sole traders and 11% as non-profit organisations. 
Slightly less than 70% of all organisations are owned by 1 or 2 people. Only 54% of 
enterprises report that they are members of professional and/or industry associations 
and 86% report that the majority of their workforce is not unionized.  Slightly more 
than a quarter (27%) operates from home-based studios or workshops, 46% from 
rented premises and 23% from premises that they own. 
 
The design and craft sectors make up a significant proportion of this figure, and what 
is especially noteworthy is that 53% of the province’s creative workers are women, 
47% are young people and 15% of firms employ people with disabilities. This comes 
at a time when unemployment is high in these groupings, and there is great potential 
to grow exports and create jobs – especially for rural and historically disadvantaged 
communities. 
 
Compared with general employment in Gauteng and the tertiary sector in particular19, 
the sector shows a more equitable work environment for women. Of the total number 
of people employed in the tertiary sector, 50% are women primarily concentrated in 
the wholesale and retail sector and in private households.  The figure below shows a 
comparison of employment by industry in the tertiary sector, including the creative 
industries: 
 

                                                
19	  Comparative	  data	  obtained	  from	  the	  March	  2008	  Labour	  Force	  Survey,	  South	  Africa	  
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Figure 2: Employment of women in creative industries compared to the rest of the tertiary sector 

 
Among the study’s key findings is that Gauteng creative workers lack access to 
capital, and are constrained by high telecommunications costs, as well as other 
overheads. More than half the companies that participated in the study indicated that 
they needed help with marketing their products and with expansion. 
 
Income from the sectors comprising the creative industries is primarily derived from 
direct sales and services. Grants from government and funding agencies contribute 
7% of primary income and 9% of secondary income and as such, the creative 
industries in Gauteng are not as dependent on government grants as generally thought 
although there are distinct sectoral variations in this regard.  
 
The markets for the creative industries in Gauteng are principally the general public 
and tourists (59%) and other firms (38%) with government representing only 2% of 
the total market base. All the sectors comprising the creative industries show 
reasonably high levels of export activity focused primarily on the large consumer 
markets of the European Union, the United States and Canada. Over a quarter (27%) 
export to the African continent. 
 
The demographics of the workers of the creative enterprises were predominantly 
young, black and female. Of all the people employed, 57% are black South Africans 
and 53% are women. Forty-seven percent (47%) of all employers are young people 
under the age of 35 and 15% of firms report that they employ at least one person with 
a disability. The bulk of workers are employed full-time, however significant 
numbers, in specific sectors such as audio-visual are employed on contract i.e. as 
freelancers. 
 
In terms of organisational stability, 44% have been trading for 10 years or longer. 
Significantly, 34% are less than 4 years old, an indication of the rapid growth of 
enterprises particularly in the sector.  
 
The creative industries are generally regarded as being dependent on government 
grants as a source of income, however only 25% of firms and organisations that 
participated in the Gauteng Creative Industries Mapping Project indicated that they 
had applied for funding over the last two years. When asked what the reason was for 

Employment of Women in the Tertiary Sector

0.0
10.0
20.0
30.0
40.0
50.0
60.0
70.0
80.0
90.0

Wholesale &
Retail

Transport Financial
Services

Community
Services

Private
Households

Creative
Industries



Creative	  Economy	  Report	  2013	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  The	  cultural	  and	  creative	  economy	  in	  
Africa:	  challenges	  and	  innovations	  

 

Avril	  Joffe	   Page	  11	  
 

not applying, 63% of companies and organisations indicated that there was no need 
and 18% indicated that they did not apply because they were certain of failure.  
 
When compared to the national profile, it is the performing arts and multidisciplinary 
sectors in Gauteng that benefit the most from funding allocations by the National Arts 
Council (NAC).  Over 40% of all funds distributed by the NAC is awarded to 
Gauteng-based artists, companies and organisations. Over 60% of organisations report 
that they have no debt. The mean amount of debt that the remaining 44% carry is 
estimated at just over R2, 5 million. Sectorally, the visual arts report the least debt and 
the print media and publishing sector the most. Over 70% of the sector has not applied 
for credit from a financial institution in the last two years. The companies and 
organisations most likely to apply for credit are in the audio-visual, cultural tourism 
and heritage, craft, music and design sectors, and 77% of those applying were granted 
loans. Of those who did not apply, 66% indicated that there was no need, 8% cited 
certain failure and 7% indicated that they had no collateral.  
 
Both the applications for bank loans and the success of these applications increase 
with the size of the company, although both level out once a firm is larger than 20 
employees. Together this means the probability of success (the probability of applying 
multiplied by the probability of a successful application) for firms with more than 20 
employees is approximately twice that of smaller firms. There are a number of broad 
reasons why this may be the case. The first is the inherent nature of small firms. These 
firms are less likely to have collateral, are as a group more risky (small firms are more 
likely to fail than larger firms) and may not have the resources or time to apply for a 
loan.  
 
These factors will all discourage loan applications either because the firm believes the 
process is too time consuming with little financial benefit or because they may not be 
able to afford the higher repayments that are required to compensate the banks for the 
increased risk. The second set of reasons may be because the banks do not understand 
the risk profile of small firms in the creative sector. They may assume that these firms 
are more risky than they actually are and thus not lend to them. The third reason is 
that small firms may not view themselves as needing a loan or being able to 
productively use a loan. Small firms are likely to be focused more on survival rather 
than expansion. 
 
In terms of obtaining capital from sources other than financial institutions, 22% 
indicated that they had approached informal sources such as family and friends, and 
of these, 75% were successful. Informal loans, from friends, relatives or other 
informal sources, are a less common source of funding than bank loans. However, 
close to one-fifth of the sample has applied or asked for an informal loan. The 
fashion, music and design sectors are those with the highest proportion of informal 
loan applications.  Unlike grant funding and bank loans, Informal funding is 
negatively related to firm size. Small firms are more likely to successfully apply for 
an informal loan.  
 
The Gauteng Creative Mapping Project has been a useful instrument to both motivate 
for the support of creative industry programmes run by Gauteng’s Department of 
Sports, Arts, Culture and Recreation as well as to develop the content for these 
programmes based on needs and opportunities. Despite its public presence on the 
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website of the British Council20, there has been no launch of the report or 
communication with cultural and creative industries about its findings by the 
Government of Gauteng and as such has not yet assisted individual sectors or cultural 
workers and artists to strengthen and grow their enterprises.  
------------------------------- 

2.	  Creativity	  and	  cultural	  expression	   
	  
In developing the more commercial side of their work, artists and cultural 
practitioners in Africa are adopting innovative forms of business that speak to the rich 
heritage, past traditions and values of the societies in which they are located as well as 
the need for sustainability in the absence of state subsidy to the arts in general. The 
following cases illustrate the innovative and entrepreneurial programmes developed 
by African artists as part of their cultural expression and creativity.  
 
 
Case: The creative economy of Ségou (Mali) stimulated by the Entrepreneurship 
model of the Festival Sur Le Niger 
 
The creative economy of Ségou (Mali) has been thriving through an entrepreneurial 
model called Maaya Entrepreneurship by the team of the Festival sur le Niger, led by 
Mamou Daffe.  ‘Maaya’ is the Malian vision of humanism that Mamou Daffe believes 
is applicable to all sectors and provided an answer to his core question ‘How to realise 
artistic, economic and social sustainable development based on local values, 
incorporating modern management principles?’21.  
 
Since 2004 the team has been nurturing this model through the cultural event of the 
festival which acts as a catalyst for all local development from artistic professions to 
hotels, catering, crafts and tourism. The location of Ségou is well chosen as one of the 
oldest kingdoms of West Africa even though it remained a relatively unknown city for 
a long time. It was formerly the capital city of the Bamana Kingdom and draws 
immense cultural wealth from its kingdom. The main objective of the Festival sur le 
Niger is to develop a sustainable cultural and artistic tourism and initiate a sustainable 
development in the region of Ségou. Its implementation strategies are designed to 
stimulate sustainable development in Ségou:  

• Economically by ensuring the supply of all goods and services by the local 
population and the contribution to the initiation and implementation of CPEL, 
the Council for the Promotion of Local Economy, with the office of the mayor 
of Ségou 

• Culturally through the redevelopment of traditional shows and incorporation 
of tradition and heritage into the festival (short stories and legends, masks and 
puppets, music and traditional dance as well as canoe races). The festival has 
also stimulated the federation of cultural actors of Ségou into the Foundation 

                                                
20	  See	  
http://www.britishcouncil.org/files/Low%20resolution%20pdfs/Methodology%20with%20all%20sectors/Method
ology%20low%20all%20sectors%20spreads.pdf	  
21	  Godelieve	  Spaas,	  Maaya	  Entrepreneurship:	  the	  entrepreneurial	  model	  for	  the	  Festival	  sur	  le	  Niger,	  La	  
Sahélienne	  Edition,	  2012,	  pg	  56	  



Creative	  Economy	  Report	  2013	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  The	  cultural	  and	  creative	  economy	  in	  
Africa:	  challenges	  and	  innovations	  

 

Avril	  Joffe	   Page	  13	  
 

Festival sur le Niger, opened the Centre Cultural Kôrè and now chairs the 
network of Malian cultural actors, KYA.  

• Artistically through stimulating and supporting artistic expression in the newly 
established cultural centre for training and development of careers in the arts 

• Socially the population of Ségou is afforded numerous opportunities through 
meetings and exchanges to interact with participants of the festival. In addition 
the festival has in the past five years developed a housing system which 
encourages festival goers to stay in private homes (200 families in 2008) both 
boosting income for local residents and fostering friendships. In addition 
Ségou has been twinned with Richmond, USA (October 2009); an exchange 
partnership has been developed with Mexico and Portugal; through the 
Ollinkan International Festival and with the festival ‘Les Journées Manding’ 
in Sedhiou, Senegal;   

• Stimulating entrepreneurship through the initiation of the Maaya 
Entrepreneurship model that combines artistic, social and economic goals  

• Environmentally through the development, ongoing cleaning and reforestation 
of the bank of the river downtown. The festival established an observatory of 
the Niger River in Ségou.  

 
The model of Maaya entrepreneurship22 is one that combines art, culture society and 
the economy in the service of local development. As Godelieve Spaas explains: 
‘Maaya can be identified as the sum of values, rules and attitudes based on the 
following general principles: humanism, respect for hum beings and humanity, a 
sense of sharing and generosity’23. Translated into entrepreneurship, three principles 
govern Maaya Entrepreneurship:  

• Social or community principle: ‘the combined effect of the willingness to 
serve the community, the ownership of the event by local people and their 
involvement in its life cycle (design, implementation, monitoring and 
evaluation) based on their societal values 

• Managerial principle: ‘a management structure with qualified human 
resources, a certain connection with others, a leadership skill with governance 
based on ethics and fairness, but also an excellent planning and own financial 
resources (equity, revenues from private sponsors, ticketing and derivative…)’ 

• Cultural and artistic principle: ’the development of dynamic, interactive link 
acting between art, culture, social and economy while integrating emotional 
competencies in business strategies and marketing, a clever dose of fruitful 
tradition values and requirements of modernity to achieve efficiency and 
results’.  

 
The festival leader, Mamou Daffe presented the results and impact of this model at 
the Arterial Network’s latest African Creative Economy conference in Dakar, Senegal 
in November 201224. The numbers of participants have increased over the various 

                                                
22	  Godelieve	  Spaas,	  Maaya	  Entrepreneurship:	  the	  entrepreneurial	  model	  for	  the	  Festival	  sur	  le	  Niger,	  La	  
Sahélienne	  Edition,	  2012	  
23	  Spaas,	  2012:69	  
24	  Mamou	  Daffe,	  ‘Festival	  Sur	  Le	  Niger:	  A	  creative	  economy	  factor	  of	  local	  development’,	  a	  paper	  presented	  
during	  the	  2nd	  edition	  of	  the	  Arterial	  Network	  Conference	  on	  the	  Creative	  Economy	  in	  Africa,	  November	  14-‐16,	  
2012,	  Dakar,	  Senegal	  
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editions of the festival from 20,735 in 2010 to 26,180 in 2012 with the number of 
foreigners increasing by more than 70% from 2,514 to 4,300.  
 
The festival has seen a net injection of 2.650.000.000 CFA Franc into the local 
economy for the four previous editions benefitting tourism (hotels, restaurants, 
agencies and bars), crafts (bogolan, pottery and woven cloth), agriculture (growers, 
farmers and ranchers) and general trade. More than 2000 jobs have been created each 
year during the festival as the table below shows.  
                                  
Table 1:  Job creation at Festival sur le Niger 

Job Creation  2010 2011 2012 
direct 106 110 150 
indirect 2008 1973 1980 
total  2114 2083 2130 
 
The impact of the festival culturally has been significant with three major national 
competitions organized yearly (art, music and braid); exhibitions of contemporary 
arts; five Bogolan manual workshops each year with international, nation and local 
participants25; thirty traditional groups performing each year with up to 500 local and 
international artists; as well as the discovery stage where twenty young talents are 
elected and produced each year.  But perhaps it’s the community of Ségou that has 
benefitted the most from this model. As Daffe observed ‘the festival has had an 
important impact on mentalities n Ségou, with an increase in the self-esteem. After 
eight editions, Segovians are increasingly aware of the importance of the festival and 
understand very well the challenge it represents’ (2012:4).  
 
…………………………………………………….. 
 

TEXT BOX – Joyce Nyairo, Kenya 

In August 2005 Tabu Osusa, a Nairobi-based music producer, travelled to his home 
near the shores of Lake Victoria on a mission to introduce his youngest son to his 
ancestral home. This journey into roots and origins was enriched when the Osusas 
encountered the compelling singing of Ogoya Nengo (Anastasia Oluoch), a Luo 
woman who estimated her age to be 65 years.  

For many days thereafter Osusa was haunted by the rare and intense quality of 
Ogoya Nengo’s melodious traditional singing. He committed himself to taking her 
performance beyond the funeral setting in the village of Rang’ ala where he had 
chanced upon her and onto the world stage. 

Today, Ogoya has performed in Mozambique, South Africa, France and Brazil. She 
provides the lyrical accompaniment to the acclaimed contemporary dance routines of 
the youthful Opiyo Okaatch whom she first met at the Godown Arts Centre as she took 
a break from her recording at Ketebul Studios. Her visit to Ketebul Studios in 2007 

                                                
25	  See	  www.festivalsegou.org	  	  
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came out of that chance encounter with Osusa in Rangála. Ogoya and her team of 
fellow Dodo-singers (Margaret Arango, Wilfrida Anyango, Julianna Akoth and 
Pelisse Achieng’) then travelled 500 kilometres from Rang’ala to Nairobi. Though 
each of these women had been singing at public functions in the village for well over 
50 years, they only experienced microphones and the intricacies of the recording 
studio in Nairobi where they were transformed from mere folk singers commenting on 
village happenings into studio-recorded artists. A French label published their song 
‘Matatu’ on the album Marabi 2. Ogoya’s song ‘SM Otieno’, an incisive commentary 
on the injustice entailed in the burial of the famous Nairobi lawyer in his ancestral 
home, Nyalgunga, is on Imagine Africa an international compilation album. 

Case: The Book Café: An innovative creative business model in Zimbabwe 
 
The Pamberi Trusts’ Book Café is an innovative example of an attempt to make the 
arts a sustainable business. The Book Café is a hybrid partnership between Pamberi 
Trust, an independent cultural NGO, and a commercial social responsibility entity 
trading as Book Café26 . The origins of the Book Café began in 1982 when Grassroots 
Books established a bookshop to provide progressive and appropriate books to the 
newly independent country of Zimbabwe after decades of colonial rule and 
censorship. The bookshop soon became an intellectual hub holding debates and book 
launches and stocking an impressive range of social/political literature and African 
fiction from the region. Fifteen years later, in 1997, the company, now known as 
Creative Sector Services, established a centre, the Book Café as a way to expand book 
readership and provide a community space for book readers, the performing arts 
generally and the community.  
 
When in 2007 the bookshop was forced to close due to national economic challenges, 
the success of the space as a meeting hub for creatives, the community and 
intellectuals, and as a commercial success offering food, beverage, staging and 
functions business meant that the Book Café survived. As Mukanga-Majachani 
explains, ‘[w]hile the original bookshop remained at the core of the initiative, year by 
year performing arts overtook books as the core proficiency, activity and main income 
generator of the enterprise as whole … ‘. The Book Café hosts live music, poetry, 
film, book launches, civil society discussions and comedy shows amongst others at 
least 6 nights a week.  
 
Pamberi Trust was established in 2002 as an arts NGO governed by a Board of 
Trustees to provide a structure to enable performing, literary and visual artists to 
operate and grow.  It has spawned a number of developmental projects to achieve this 
vision such as FLAME (female literary, arts and music enterprise) to bring women 
artists into the mainstream of arts in Zimbabwe; Bocapa Exposure, a youth 
development programme to support and expose young, talented and less established 
artists; the Arts Factory, providing rehearsal space, production, technical and publicity 
support; the House of Hunger Poetry Slam as a monthly event for the youth; the 
Mindblast Network to facilitate collaboration between artists and human rights 

                                                
26	  Renegotiating	  the	  Approach	  to	  Cultural	  Development:	  The	  Creative	  Business	  Model	  of	  Pamberi	  Trust’s	  Book	  
Café,	  Florence	  Mukanga-‐Majachani,	  paper	  presented	  at	  the	  2012	  African	  Creative	  Economy	  Conference,	  Arterial	  
Network	  
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partners; and the Multimedia Unit which provides publicity and marketing services to 
the Arts Factory and artists performing at the Book Café.  
 
Paul Brickhill, the founder and trustee of both entities believes that cultural 
development needs to partner with commercially driven ‘enterprise’ as an alternative 
to grant funding. The reliance on foreign funds, in the absence of state subsidy to the 
arts, he believes is not sustainable. The commercial operation of the Book Café is now 
Pamberi Trust’s single largest funder with significant benefits derived from sharing 
the same space. Pamberi Trust saves over one-third of its annual budget through this 
dedicated venue, free of charge in which to stage and host all of its developmental 
platforms and events. The commercial sides of the business gains from the ‘kitchen 
and bar’ takings from events as artists are ‘crowd pullers’. Since 2011 the ‘no charge’ 
for artists using the venue to perform has changed to a 15% nominal gate taking 
although this is waivered if the artist fails to earn sufficiently through ticket sales.   
 
Critical constraints however do face the operation of this innovative hybrid. 
Mukanga-Majachani notes that the commercial side of the business has suffered since 
the economic challenges of 2008 while the developmental side has gone from strength 
to strength. In addition, the corporate governance of the two entities is complex and 
potentially at odds with ethical corporate governance practice. As she explains: ‘ 
Although the management of the two entities explain that it has taken many years to 
fine-tune systems and management such that grant funding does not ‘bleed’ into 
commercial use which would ruin the integrity, this study noted that there are issues 
on corporate governance that might need to be adjusted’. The study identifies that the 
Book Café has no independent non-executive directors as all its directors are linked to 
it through Pamberi Trust which is both irregular and not sustainable. The key 
challenge according to Paul Brickhill is to ‘strengthen the commercial side of the 
business after the severe economic challenges that Zimbabwe faced from the late 90s 
to 2009 so that it is as strong as the development side’.  
 
 
Case: Opera house in Botswana – No 1 Ladies’ Opera House  
 
Botswana has a rich tradition of choral music; however in the past many of these 
musicians did not have many opportunities to become professional singers. Singers, 
such as Boyce Batlang, have tried to be admitted into opera training programs, but 
have been turned away, due to their lack of training. Alexander Maccall Smith the 
author of the famous novels the no 1 Ladies Detective Agency, opened the No 1 
Ladies’ Opera House in 2008, outside of Gaborone the capital city of Botswana, in 
order to create a space for these local singers to perform. Much to the amusement 
initially of the local community27, an old garage was converted into a sixty seater 
opera house, and a state-of-the-art clavinova [electronic piano] was brought from 
Johannesburg, in the absence of an orchestra pit. Not only does the opera house 
support up-and-coming singers and musicians, the restaurant and the running of the 
opera house, also supports many more people.  

                                                
27	  .	  'An	  opera	  house	  at	  the	  side	  of	  a	  small	  road	  on	  the	  edge	  of	  the	  Kalahari?	  Not	  exactly	  sensible.	  It	  won’t	  work’	  
somebody	  said.	  	  
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The Opera House is popular with tourists as well as with people in Gaborone who as, 
McCall Smith argues, ‘like the association with Mma Precious Ramotswe (the heroine 
of his novels) and her friends’ 28.  David Slater, a musician, has organised a number of 
concerts to coincide with McCall Smith’s visits. As he remarks: ‘Each of these has 
featured singers from Botswana's rich tradition of choral singing. They love to sing 
there, and weekend choral competitions are a regular occurrence. Everybody sings. 
Mothers sing to their children; children sing to their grandparents; women sing while 
they work in the fields. Herd boys sing to the cattle’.  

Case: Botswanacraft  
 
In Botswana, basketry, crafts and weaving have a rich history that dates back 
thousands of years. The basket plays an integral part of the Botswana agriculture 
culture and have been traditionally been made by women. Botswanacraft29 was 
established in 1970 by the Botswana Development Corporation to develop the rural 
based handicraft industry of the country, however the company has been privately 
owned since 1993.  
 
The space also functions as a live music and entertainment venue to promote up and 
coming artists in Botswana and is able to host up 1000 people comfortably. Most of 
the events are covered by the media. The restaurant, which is open from Monday to 
Friday from 8:00 to 18:00, serves breakfast and lunch, including both ‘traditional’ and 
more conventional food. The venue has hosted many local and international artists. 
 
There is both an online store as well as a market. The online store sells books music 
baskets, San crafts, baskets, books (covering crafts and basketry and about the country 
of Botswana). Local and other African musicians can buy their CD’s online and at the 
store.  The website provides summaries of past music events and has thereby 
established a record of live music. The website has a gallery which displays the work 
and profiles of the Etsha Weavers group.  
 
Botswanacraft also does wholesale, in order to promote business partnerships both 
locally and internationally. The company is now one of Botswana's largest retailers 
and exporter of handmade crafts and ‘now directly employs over forty citizens and 
indirectly creates work for numerous rural craft producers throughout the country’.  
 
Text box:  ABSA KKNK –a meeting place for all in the Karoo town of 
Oudtshoorn  
 
The ABSA Klein Karoo National Arts Festival, KKNK, is an annual 8 day event in 
Oudtshoorn in the small Karoo, a predominantly Afrikaans speaking region. KKNK 
has become a key event for all people speaking Afrikaans30 across historical and 
social boundaries. While its core purpose is to offer a unique experience in its arts 
programmes and as a destination, striving towards high creative standards, it is in its 
social aspect across colour and race, its tourism to the region, its niche festivals and 

                                                
28 by Alexander McCall Smith, dailymail.co.uk, June 21st 2008 
29	  www.botswanacraft.bw/	  	  
30	  Afrikaans	  is	  the	  most	  spoken	  language	  in	  South	  Africa,	  by	  many	  as	  a	  second	  language.	  	  
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outreach projects that KKNK is adding real value to the country. The festival attracts 
a diverse audience including established and emergent artists, families and school 
groups, Afrikaans and non-Afrikaans speakers, urban and farm residents, classical 
music, literary and theatre audiences as well as street, contemporary, modern and 
experiential art lovers. The ‘Festival of Opportunities’ or Kuntreikuns provides 
opportunities to experience the arts for people from diverse backgrounds with 
programmes to extend audiences, outreach activities, social development by means of 
the arts and performance opportunities offered. Absa KKNK op Toer (on tour) in 
association with Agri Klein Karoo presented 20 performances of the production Klaas 
se Plaas for farm workers in the area over a period of 3 months. Its social message of 
the dangers of alcohol abuse reached approximately 3000 farm workers. The benefits 
to the local community are significant. As Brett Pyper, the CEO of the festival 
explains: ‘Our festival offers platforms for around 500 temporary storeholders, and 
Oudtshoorn’ s existing retail sector regards the festival as an additional peak season in 
the year ….it stimulates tourism by bringing thousands of visitors from the Western 
Cape, and also Gauteng and the Eastern Cape …. It brands Oudtshoorn and the Klein 
Karoo very strongly’.31 

Fashion in Africa is coming into its own as a form of cultural expression among both 
the local population and elites in society. Gigi Ethiopia, established in 1999 is an 
interesting case of combining traditional crafts with contemporary fashion. This 
upmarket Ethiopian design label has two separate divisions; the first is a fashion label 
that uses hand loomed Ethiopian fabrics, to create upmarket clothing. The second uses 
traditional crafts and turns them into upmarket designer furniture. They export to 
other African countries, the Middle East, Europe and America. The company has 42 
people who work for Gigi permanently, 19 temporarily and over 100 subcontractors32.  

Gigi’s view on fashion is reflected in her statement: ‘Fashion to me, is an unspoken 
expression of attitude, personality and reflection of taste at different stages in one’s 
life …There is not much race in luxury /Haute Couture, as there is in current or trendy 
fashion, it is created and made to fit the client’s test, occasion, body, and the 
exclusivity of it fits her or lifestyle!’33. 

Gigi has received accolades and recognition both in Ethiopia and in the rest of the 
continent. In 2000, Gigi was selected among the top 16 Africa’s new millennium 
designers by a South African TV Channel, ‘M-Net’s Africa Designs’. In 2010 she was 
in the top 10 of the EMPRETEC Women in Business award.  Gigi has also 
participated in an daylong work shop organized by UNCTAD’s EMPRETEC and the 
International Trade Centre (ITC) held in Geneva, Switzerland.  

In Tunisia, Walid Kerkeni, who was awarded the British Council’s Youth Fashion 
Entrepreneur Awards in 2009, started Fashion in Africa (FIA).  FIA aims to promote 
and develop the African fashion and textile industry. FIA believes that the fashion 
industry is a key sector that displays cultural diversity in Africa and aims, through this 
project, to start to display this rich heritage on the catwalks both in Africa and 
                                                
31	  Brett	  Pyper’s	  responses	  to	  a	  survey	  on	  events	  for	  the	  Department	  of	  Arts	  and	  Culture	  as	  part	  of	  the	  Mzansi	  
Golden	  Economy	  strategic	  interventions,	  collated	  by	  Avril	  Joffe.	  	  
32	  http://gigieth.com/Fashion/Article.htm	  
33	  http://gigieth.com/Fashion/Article.htm	  
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internationally. The project also aims to promote sustainable job creation within the 
textile and fashion industries34.  
 

3.	  Creativity,	  heritage	  and	  the	  built	  environment 
 

Linked to the now almost universal desire since the early 1990s of developed country 
cities to embrace the concept of a creative city or cultural capital35 there is evidence to 
suggest that some African cities, along with other developing country cities, wish to 
be known as cultural or creative cities. City officials, local politicians, urban planners, 
arts practitioners and creative practitioners are all encouraging their cities to adopt 
these concepts and related strategies in the expectation of the benefits to urban 
planning and living, the residents and businesses, or the artist communities 
themselves.  
 
On the one hand, there seems to be a movement to try and deconstruct ideas of what it 
means to be living in urban Africa. Cities show a desire to move away from the 
stereotype of the African city - as places of poverty, starvation and conflict towards 
showcasing the African metropolis – highlighting modern African culture in 
urbanized centres. On the other hand a clear starting point for artists and creative 
practitioners is the importance of agglomeration in urban settings with their associated 
need for services, appropriate public spaces and infrastructure (for production, 
rehearsal and showcasing) and their collective consumption of urban popular culture.  
  
Apart from the numerous arts exhibitions on urban African contemporary culture or 
papers, books and journal articles on contemporary urban Africa and popular 
culture36, interesting initiatives by architects, city official and urban planners are in 
evidence. David Adjaye,  for instance, a British architect born in Tanzania, was 
invited to design the space for the platform Africa.Cont Cultural Centre, that intends 
to ‘cover the knowledge, the comprehension and the plural creation of all cultural 
manifestations in Africa while an agent of contemporary globality’37. Andrew Boraine 
on the other hand, the previous CEO of the Cape Town City Partnership, has a prolific 
blog on which he expresses frustration that South Africa is portrayed as ‘scenic 
beauty, wild animals and people in rural areas in traditional dress’ rather than showing 
off our urban culture, science parks, innovation and research centres, the university 
and technical students, innovative young people, our creative industries, our different 
styles of architecture. He asks: ‘Where is the portrayal of life in our townships and 
inner cities? Where are the sounds of our cities: kwaito, hip hop, rap, reggae, goema 
and Cape jazz, as well as the more historical marabi, kwela and mbaqanga? Where are 
the scenes of taxi ranks and train stations, the informal markets and shopping centres, 

                                                
34	  http://www.fashioninafrica.com/objectives.html.	  
	  
35	  See	  for	  instance	  Landry,	  The	  Creative	  City:	  A	  Toolkit	  for	  Urban	  Innovators,	  2000	  and	  Fonseca	  and	  Kageyama,	  
Creative	  City	  Perspectives,	  an	  e-‐book,	  2009	  
36 See for instance ‘Some Reflections on Making Popular Culture in Urban Africa’, AbdouMaliq Simone, African 
Studies Review Volume 51, Number 3, December 2008 pp. 75-89 as well as the e-book Creative City Perspectives 
edited by Ana	  Carla	  Fonseca	  Reis	  and	  Peter	  Kageyama	  	  and	  ‘Tuning	  into	  African	  cities’	  about	  popular	  culture	  and	  
urban	  experiences	  in	  sub-‐Saharan	  Africa	  in	  Birmingham,	  6-‐8	  May	  2010	  
http://africasacountry.com/2009/11/09/tuning-‐in-‐to-‐african-‐cities/  
37	  ”	  http://www.buala.org/en/city/urban-‐africa-‐thoughts-‐on-‐african-‐cities	  
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the shebeens and spaza shops – the everyday experience of the majority of South 
Africans? Where are the people of Sandton and Soweto, Salt River and Site C 
(Khayelitsha)? Why not use the cityscapes of artists such as David Koloane and 
Jackson Nkumando, amongst others, to tell our story?’38  
 
Linked to this view is the popular Flickr group Urban Africa that showcases growing 
urban life in various African cities. There is a tendency to portray African landscape 
as bare and the focus is primarily on wildlife. This group showcases the African 
metropolis – highlighting modern African culture in urbanized centres39.  
 
Africa’s first and largest urban culture festival was Architecture ZA held in 
September 2010 in Johannesburg’s Newtown precinct bringing together leading-edge 
thinkers and multi- disciplinary practitioners in the built environment from around the 
globe40.  It featured approximately 100 local and 12 international architects and 
cultural producers of the city. Keynote speakers and thinkers were tasked with 
‘offering new takes on old problems and offer new ways of viewing the city’41. A 
variety of events and exhibitions across Johannesburg involved the general public in 
poetry readings, city walking tours, live music and drama performances and 
photography, the Architect Africa Film Festival and architecture exhibitions. The aim 
of the AZA programme, according to directors Sarah Calburn and Rodney Place is to 
expose the complexity of Johannesburg’s urban cultures and to ‘intensify awareness 
of the roles that architecture can play in this complex city towards the many possible 
re-inventions of our urban futures.’ 
 
Nairobi, Kenya is another location alongside amongst others Accra, Dakar, Luanda, 
Maputo, Durban, Lagos, Johannesburg, Duala, Cape Town, Casablanca where urban 
regeneration using culture and creative enterprises is in the planning. The GoDown 
Arts Centre is leading the way on a forum of the City of Nairobi to upgrade, 
regenerate and involve more arts and culture in urban and city planning. The GoDown 
Arts Centre is in conversation with various city stakeholders on the topic of the City 
of Nairobi around the theme ‘Conceiving a World Class African Metropolis,’ as part 
of the Vision 2030 Nairobi Metropolitan Area. Their intention is to ‘draw out themes 
of primary interest and importance with a view to translating/interpreting these into a 
tangible a project that illuminates the many different angles of the city, as understood 
through the diverse lenses of its inhabitants’42.  
 
As a former architect herself, the CEO of the GoDown Arts Centre, Joy Mboya is 
well placed to discuss with architects, urban designers, policy makers, city residents, 
businesses, college students, academics, visual and performing artists, literary writers, 
and journalists about the vision for Nairobi 2030. The contribution of GoDown Arts 
Centre is to lead on concept submissions from artists and creatives (Performing & 
Visual Artists; Architects; Design & Architecture Students, and Scholars Of 
Architecture, Urban Design & Planning) as well as city interest groups (Residents 
                                                
38 http://www.andrewboraine.com/2010/05/whos-afraid-of-our-south-african-urban-culture/ 
39	  See http://www.africandigitalart.com/2010/12/urban-‐africa/	  
40	  http://www.architectureza.org/aza2012	  
41	  http://www.designmind.co.za/profiles/blogs/aza2010-‐africas-‐premier-‐urban	  
42	  http://nairobinow.wordpress.com/tag/the-‐godown-‐arts-‐centre/	  and	  conversations	  with	  Joy	  Mboya,	  Nairobi,	  
October	  2012.	  	  
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Associations, Businesses, Bloggers, Nairobi Magazines & Publications, City Planners 
& Policy- Makers; Urban Sociologists and Historians) on themes ranging from the 
physical city; Identity, belonging and social constructions in the city; Trade and 
commerce;  and, African city naissance. These concept submissions will be selected 
for further development to be presented at ‘Experience Nairobi 2013’ a multi-sector, 
multi-disciplinary showcase of the City through exhibition, performance, installations, 
visual, audio-visual and digital expressions from May to July 2013. 
 
32° East, a Uganda arts trust is similarly involved in engaging the local population in 
a conversation about public space (See Text Box).  
 
On the bottom of the continent, while Newtown in Johannesburg (South Africa) has 
long led the way as a cultural precinct in the country, other cities such as Durban, 
Tshwane and Cape Town have developed strategies to celebrate their cities’ cultural 
diversity, arts and heritage43, set up creative industries commissions44, and altered 
their urban landscape45 such that for Cape Town at least, the concept of a creative city 
is well established. The Cape Town City Partnership, a public private partnership 
began the process of developing, promoting and managing the central city as a clean 
and safe centre for commercial, retail, residential, cultural, tourism, education, 
entertainment and leisure activities. Through its Creative Cape Town Programme46, it 
nurtured, supported and developed the creative and knowledge economy in the city. 
And now, having been awarded the accolade of World Design Capital for 2014, Cape 
Town is well on the way to its vision to make the central city a leading centre for 
knowledge, innovation, creativity and culture in Africa and the South. One of the 
channels reflecting such an ambition is the East City Design Initiative, the Fringe, 
which affirms itself as an ‘ecosystem for innovation’47, and stands as Cape Town’s 
Design and Innovation District. 
 
In recognition of the impact that cultural precincts and creative cities make to the 
local economy, to accessible public space, to job creation, to artistic and cultural 
expression and most importantly to tourism, the South African national Department of 
Arts and Culture has adopted Cultural Precincts as one of their core interventions for 
the Mzansi Golden Economy Strategy of Economic Development and Social 
Cohesion48. Seven precincts have been chosen for the pilot phase ranging from large 
cities (Newtown, Johannesburg, Artscape, Cape Town and Inner City, Durban) to 
townships (Vilakazi Street, Gugulethu) and smaller towns (Nelspruit, Bloemfontein).   
 
On a continental level, the AfricaCAN initiative stands out. Key arts practitioners and 
their partners in Accra, Ghana developed the idea ‘AccraCan’, to begin a conversation 

                                                
43	  See	  “Imagine	  Durban’	  at	  (http://www.imaginedurban.org/Pages/heritageandculture.aspx)	  
44	  The	  city	  of	  Tshwane,	  has	  a	  desire	  to	  affirm	  the	  city	  as	  a	  ‘capital	  city’,	  highlighting	  the	  concentration	  of	  cultural	  
infrastructures	  of	  national	  significance	  in	  its	  urban	  space,	  see	  	  http://www.tshwane.gov.za/notice/Pages/Call-‐for-‐
applications-‐to-‐serve-‐on-‐the-‐Creative-‐Industries-‐Commission.aspx	  	  
45	  Newtown	  has	  been	  the	  recipient	  of	  a	  new	  public	  square,	  a	  bridge	  linking	  Braamfontein	  to	  the	  central	  business	  
district,	  upgrades	  to	  national	  monuments	  and	  heritage	  buildings	  	  amongst	  others,	  see	  
http://www.joburg.org.za/index.php?option=com_content&id=126&Itemid=9	  	  
46 http://www.creativecapetown.net/about/ 
47 http://www.creativecapetown.net/the-east-city-design-initiative/ 
48	  http://www.info.gov.za/view/DownloadFileAction?id=146493	  and	  
http://www.dac.gov.za/publications/strategic_plan/Strategic-‐Report-‐2012.pdf	  	  
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of Accra as a cultural capital. Two forums on African Cultural Capitals were 
organised (2010 and 2011) to stimulate a movement about creative and cultural cities 
in Africa. As the lead player, Korkor Amarteifio explains: ‘The Accra Creative City/ 
African cultural capital project started about two years ago. It is in line with the vision 
of the Arterial network which is to designate at least two cities in each African region 
as creative cities. The purpose of this designation is to form a circuit of cities across 
the continent with the requisite infrastructure, human capacity, resources, marketing 
expertise, political space, etc. This circuit will host major festivals, events and tours 
by regional, Continental and international artists. Ultimately we aim to have at least 
one city per country highlighted as the cultural capital in which to invest cultural 
resources’49.  
 
The first forum brought together delegates from Benin, Cote d’Ivoire, Mozambique, 
Algeria, Cameroon, Nigeria, South Africa and a large number of Ghanaian artists and 
art professionals to deliberate on the concept; to agree on the criteria needed for 
African cities to become creative cities and cultural capitals; and to look at ways to 
involve regional, continental and global institutions to facilitate this goal. The 
initiative has been supported by Arterial Network with a number of Arterial Network 
members also participating in the event which built on some of the recommendations 
around this theme, emanating from Arterial Network’s conference in Johannesburg in 
September 2009. The March 2010 forum let to a name change from AccraCan to 
‘AfricaCAN’, with the aim of encouraging African Cultural cities and moving the 
Cultural Capital project forward. This network is working closely with existing 
networks and institutions on the continent. A second forum was held in 2011.  
  
The core objectives of the African Cultural Capital project are to:  

• To empower 4-6 African cities transform them into creative cities. To create 
conditions that will permit these chosen cities to exchange experiences and 
good practices through peer-review tools. 

• Acquire political commitment from all levels of government i.e., – local or 
municipal, regional, national, global (AU, ECOWAS, SADC, Maghreb). This 
will create the opportunity to expand the program through the various regions 
and the continent. 

• Establish the basis and table the criteria for an African Creative City within 
the UNESCO Creative Cities Network 
 

In addition, specific objectives were set for Accra, Ghana, to lead the way through 
concrete projects and interventions, most notably the Cultural Mapping of Accra 
which identified ‘the city’s strengths, cultural resources and patterns of usage within 
identified communities, networks, and links’. The information generated from the 21 
areas of Accra now forms the basis of cultural planning for the city’s administration, 
national policy makers, and civil society and development partners. Both the Goethe 
Institute and the Alliance Francaise have been keen supporters of this initiative. The 
resulting video and map has been used extensively in Ghana to muster support for the 
concept of a creative city and cultural capital. Supported by the mayor’ office of 
Accra, a second forum was help in November 2011 with representatives invited from 
Accra, Dakar, Maputo, Luanda, Lagos, Johannesburg, Douala, Zanzibar and 
                                                
49	  See	  her	  paper	  at	  http://www.arterialnetwork.org/uploads/2011/12/Korkor.pdf	  
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Casablanca. A key recommendation was made to represent the African Cultural 
Capital project on the agenda of the 6th Edition of the Afri-cities Summit on Local 
Governance in Africa, to be held in December 2012 in Dakar, Senegal. A presentation 
on the project was made by Korkor Amarteifio and Aadel Essaadani at the forum. The 
specific resolution called for Afri-cities to adopt the concept of African Cultural 
capitals to be organized by the cities and civil society; promoting the concept on their 
website and other media and finally that the Cultural Capital concept be announced at 
the next summit. The general declaration talks about the active participation and 
involvement of civil society in the redefinition of national spaces: ‘[L]ocal 
governments should therefore adopt a new strategy: start from the local level and 
territories in order to redefine national spaces and invent the Africa perspective’50. 

	  

4.	  Inclusive	  ways	  of	  living	  together	  in	  cities:	  cultural	  diversity,	  
cultural	  citizenship	  and	  cultural	  rights 
 
African artists and cultural practitioners are becoming more visible in cities across 
Africa through their campaigns, programmes, organisations, fairs, markets, 
exhibitions and cultural spaces which provide opportunities for networking, for 
meeting, for achieving voice in relation to government and the media and in devising 
new mechanisms to articulate their rights. A number of initiatives highlight this 
phenomenon.   
 
There is a developing arts scene in Uganda, which promotes artists meeting 
networking, exhibiting their work, and sharing ideas. Weaver Bird Community Arts 
project is a community based art space, which houses an artist residency, a sculptural 
park and a handicraft centre. In the evenings members of the community make crafts, 
which are then sold, and the profits returned to them in order to sustain themselves.  
The artist Collin Sekajugo, who created a similar community initiative in Rwanda, 
stated that, ‘I am funding the arts village using money from my own savings. It is not 
easy, but I am glad I am doing it because I would like to encourage other artists to 
always invest their community, money in activities that are developmental to the arts 
in Uganda.’  Fasfas Art Café, Kampala operates as a café, a studio and a space where 
artists are able to share ideas. The Café was opened by the artists Ronex who stated 
the space ‘is unique in the sense that it is open to every artist to come and install their 
ideas,’. The Café also allows people to bring in their clothes and use the paintbrushes 
and art supplies to paint their clothes- this is known as ‘Pimp your Property’. Design 
Agenda’s is not only a space for artists to work but because of its location on 
Parliamentary Avenue, it is often frequented by businessmen. The Café is also used as 
a venue, and has hosted both art and fashion shows have also hosted art and fashion 
shows. One show was called ‘Masters Reloaded’, a collaborative show by Sanaa 
Gateja (jewellery paper beads) and Xenson Ssenkaaba (avante agarde fashion). 51 
 
  

                                                
50	  Communication	  with	  Korkor	  Amarteifio,	  10-‐01-‐2013.	  	  
51	  http://startjournal.org/	  
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Text Box: 32° East (Ugandan Arts Trust) 
 
32° East fosters creativity, by giving people the tools they may not have to create art 
and promote ideas around the community and public space. They offer studio spaces, 
resource centres, artist exchanges and workshops. Its primary focus is on emerging 
artists in Uganda.  The founder Nikki Elphinstone said that, ‘The project will 
encourage artists to work in groups and not in isolation such that creative ideas can be 
born. We will have eight studios which will be filled on a project proposal system so 
that artists can realise specific projects or work with a particular medium. We will 
also have a resource centre for the artists to make research on different techniques, 
ideas and styles of art’. The focus on creating public art in the run down areas of 
Kampala is to promote regeneration and to engage local people in a conversation 
about public space. http://startjournal.org/ 
 
The focus on audience development for many arts organisations dispels the myth of 
complacency and illustrates the awareness of not only expanding and diversifying 
audiences but of developing through this a community interested in and appreciative 
of the arts. Carrefour International de Theatre de Ouagadougou (CITO)52, is a 
successful case study in building audiences. It is one the more successful theatre in 
Ouagadougou with most of their performances completely sold out. Over the past 6-7 
years they have managed to make theatre a popular affair beyond just the cultural 
elite. They adopted various strategies such as advertising on radio and television, and 
on public buses; plays have a really long run, typically 3 to 4 weeks, to leave 
sufficient time for word of mouth (most other plays in Burkina Faso are only for 1 or 
2 dates), and consistently presented high quality locally relevant productions. For the 
general public, the name CITO is now a guarantee of the quality of the play. They are 
also a favourite with many donors such as NORAD, Swiss, Helvetia’s, Danish 
Embassy, etc. and often embark on co-productions with European theatres. They have 
occasional workshops for theatre professionals. 
 
Opportunities for networking, meeting and collaboration, both physical and virtual are 
now commonplace in many African cities.  In most capital cities the French Institute 
or Alliance Francaise (such as in Mauritius, Mozambique, Ghana, Kenya, South 
Africa) plays an important role in proving this space as does the Goethe Institute 
(such as in Cameroon, Ghana, Rwanda, Egypt, Sudan, Burkina Faso,South Africa). 
Independent arts organisation, city areas or independent centres such as GoDown Arts 
Centre and Kuona Trust53 in Nairobi, Newtown and the Arts on Main54 in 
Johannesburg, Cape Craft and Design Centre in Cape Town55, Book Café in Harare56, 
Mango Night in Cameroon57, Sibekwa Community Centre in east Gauteng58, 
Kulungwana in Maputo59, the John Muafangejo Arts Centre in Katutura60, Namibia, 
Nubuke Foundation in Ghana61 and many others, provide such opportunities.  

                                                
52	  http://ouaga-‐cito.com/	  
53	  http://kuonatrust.org/	  
54	  http://www.mabonengprecinct.com/developments/01-‐arts-‐on-‐main	  
55	  http://www.ccdi.org.za/	  
56	  www.zimbabwearts.org	  ›	  
57	  www.facebook.com/MangoNight/info	  
58	  www.sibekwa.co.za	  
59	  www.kulungwana.org.mz	  
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Central African theatre producer, Espace Linga Téré  is a community space in 
Galabadja, where people can be trained in the arts. The centre is ‘a training centre for 
trades related to the arts and performing arts, a place for creation and cultural 
dissemination that promotes numerous artists such as theatre companies, music 
groups, and dance troupes62‘. People are given access to rehearsal rooms, as well as 
sound lighting, management advice and a place where people can network with artists 
from all different fields.  It is also an area where people from different generational 
and social divides are able to interact. Espace Linga Téré has some external funding 
from the French Mission.   
 
There are various associations and websites which allow artists to network and allow 
up and coming artists to promote their work. They also give information to the wider 
public about events and trends in the arts in different countries. Examples include the 
website of the Association of Ethiopian Architects (AEA) that allows communication 
and the speedy exchange of information amongst local architects as well as to the 
wider public63; in Uganda there are two websites dedicated to sharing information 
about the art world. The www.musicuganda.com is dedicated to giving the latest news 
and updates about what is happening in the music scene; the Ugandan online art 
consortium http://ugandart.com gives updates on what is happening in the art world; 
and artslink.com in South Africa provides a service to the arts and media sector 
promoting courses, performances, and general news about the sector. Sector specific 
websites, such as those in Film are many such as the Ethiopian Film Makers 
Association that gives information about what film courses are available64; 
ScreenAfrica, FilmAfrica.net; Africanfilmlibrary.com to name a few. Importantly 
websites are no longer constantly ‘under construction’ or last updated 4 years 
previously.  
 
There is a movement across the continent to use theatre and the arts as a mechanism 
for conflict resolution as well as a mechanism for healing in post war countries. In 
Libya the War and Art Museum has been built on the location where the last Museum 
was destroyed by a fire. A local artist, Al Wakwak, who crafted homemade weapons 
to equip the rebels against Gadaffi’s army, used these weapons to portray the horror 
of the conflict, as well as the hope of peace in the future, once the war was over.65 
Two contemporary dance groups in Egypt, Hewar and HaRaKa's dance, promote 
social cohesion and engage in dialogue in a post Arab-Spring Egyptian society66 while 
in Rwanda, genocide survivors are telling their stories through art67.  

Using the arts as a tool for social healing is also being used on a practical level. The 
Cultural Healing film project, set up in 2010, aims to train people from a range of 
                                                                                                                                       
60	  http://www.namibian.org/travel/museums/john_muafangejo_art_centre.html	  
61	  www.nubukefoundation.org/	  
62	  http://www.artfactories.net/Espace-‐Linga-‐Tere.html	  
63	  http://www.ethiopianarchitects.org/site/component/content/article/13-‐message-‐from-‐president.html\	  
	  
64	  http://www.efima.info/	  
65	  (http://www.usip.org/in-‐the-‐field/transforming-‐conflict-‐through-‐art-‐in-‐libya).	  	  	  
66	  http://harakaproject.blogspot.com/2012/06/new-‐reality.html,	  http://www.concordis-‐
international.org/component/content/article/45/246-‐pnp-‐1.html	  

67	  See	  www2.lse.ac.uk/newsandmedia/archives/2009/10/Rwanda.aspx	  	  
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backgrounds in order, ‘to contribute to healing the wounds suffered by the population 
during the civil war’. The program will assist in a national conversation about 
reconciliation and healing and, at the same time, will develop the film industry in 
Sudan and South Sudan68. The idea is to make films that express people’s own culture 
and traditions, as well as bring people from diverse cultures together to contribute to 
healing the wounds suffered by the population during the civil war. The local partner, 
Nasaq Journalism Training Centre will be strengthened in its role of training for the 
new filmmakers.  
In Mali puppetry is being used as a mechanism of healing social and generational 
conflict, and is used as an alternative mechanism of making decisions within the 
community. In Malinke communities in the Bougouni region, it is used to solve 
internal generational conflict. The younger generation, do performances in the day 
time (tiefe do), which are characters created by the young people. At night the roles 
are reversed and ‘night-time’ puppets are responding to the problems raised by the 
youth.69 
 
 
Text box: IN THE CITY70 – Sudan 
 
In the City, a diverse magazine with an up-to-date city guide for Sudan to rebrand 
Sudan with a positive image and changing how both Sudanese and foreigners 
perceive Sudan was first launched in 2007 in English. It will soon be published in 
Arabic (from 2014). As Khogali explained, In the City-Sudan is a creative 
enterprise highlighting the city’s heritage, culture and arts. It promotes the various 
arts and culture experiences and non-profit initiatives in the city. The success of the 
magazine, now grown to 30 000 readers per edition has attracted both funders and 
local business support which also led to the support needed to publish in Arabic. 
This required a new design for the magazine, page number and a contents page, 
standardized 72 pages, monthly publication rather than bi-monthly, a re-launch of 
the website as well as various events including the In the City Open Mic event.  

 
 

5.	  The	  imperative	  of	  local	  capacity-‐building	   
	  

Much of the focus of African arts and culture organisations as well as creative 
entrepreneurs is on capacity building. While there are many local level capacity-
building programmes run by arts organisations themselves, a number of specific 
training programmes have been developed by African based organisations such as 
Arterial Network and international institutions such as UNESCO and WIPO to be 
delivered across countries, regionally and continent wide. These are significant not 
only for the professional nature of the programmes but also for the networking and 
collaboration opportunities given to arts and culture practitioners on the continent.  
 

                                                
68	  .	  http://www.concordis-‐international.org/component/content/article/45/246-‐pnp-‐1.html	  
69	  http://www.agriculturesnetwork.org/magazines/global/new-‐look-‐at-‐information/the-‐interactive-‐power-‐of-‐
puppets-‐and-‐theatre	  
70	  Information	  from	  Mustafa	  Khogali	  by	  email.	  See	  also	  www.inthecitysudan.com	  
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The continental wide A’rterial Network initiated a three year cultural leadership 
programme supported by the EU comprising of Cultural Leadership, Train-the-
Trainer and Entrepreneurship programmes with its partners in each of the five regions 
of Africa, namely AFAI in South Africa serving southern Africa; Casamemoire in 
Morocco, serving North Africa; Groupe 30 Afrique in Senegal, serving West Africa; 
Doual’art in Cameroon, serving Central Africa; and The GoDown Arts Centre in 
Kenya, serving East Africa. The goal of the programme is to advance the cultural 
dimension of development and cultural diversity in Africa through improved cultural 
governance. The programme aims to develop skilled leadership able to effectively 
formulate and implement policies and strategies, and to effectively manage civil 
society organisations and public institutions. 
 
Target beneficiaries include leading arts professionals, government officials 
responsible for culture, those responsible for implementing cultural policy and others.  
 
The Train the Trainer course was designed to develop regional training hubs. The 
Southern Africa training hosted candidates from Angola, Botswana, Lesotho, 
Madagascar, Malawi, Mozambique, Namibia, South Africa, Swaziland and 
Zimbabwe. Similar training hubs will be established in Morocco, serving six North 
Africa countries; in Senegal, serving 15 West African countries; in Cameroon, serving 
nine Central African countries; and in Kenya, serving 13 East African countries. The 
Train-the-Trainer programme uses four toolkits developed by Arterial Network 
(Fundraising in the Arts, Marketing in the Arts, Project management in the Arts and 
Networking and Advocacy in the Arts)71 as the basis of the training aimed at 
providing participants with concrete tools to promote, manage and collect funds for 
cultural projects and to convey these skills in their respective countries. The 
programme was kick-started with a Southern African regional Train-the-Trainer 
course at the Goethe-Institute in Johannesburg during May 2012 facilitated by Avril 
Joffe of CAJ. Fourteen participants representing 10 Southern African countries 
successfully completed the course. The east African course, hosted by the GoDown 
Arts Centre (also facilitated by Avril Joffe, CAJ) was held in October 2012 with 
participants from Tanzania, Uganda, Kenya, Sudan, Ghana and Nigeria. The North 
African course was presented by Aadel Essaadani of Casamemoire in Casablanca, 
Morocco in September and was open to professional trainers in the cultural and 
creative field from Algeria, Tunisia, Morocco and Libya.  
  
The second course in Cultural Leadership and Governance, aimed at aimed at high-
level leaders within the African creative sector, representing civil society or 
government or hold positions in the public sector was held in Cape Town and 
facilitated by Mike van Graan of the African Arts Institute. The course covered areas 
such as global economic and political structures; the history and political economy of 
Africa; international and African cultural policy instruments; African human 
development, economic, transparency, democratic indicators; regional, continental 
and international opportunities and challenges for the African creative sector. The 
third course on Cultural Entrepreneurship will begin in 2013.  
 
This Cultural Leadership Programme is a substantial injection of capacity building on 
the African continent providing the leadership and training skills to arts and cultural 
                                                
71	  see	  http://arterialnetwork.org/research	  
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practitioners to ensure that the benefits are extended to many more than that which are 
able to participate in any one training run by the training partners. A number of the 
participants of these trainings are already developing and facilitating their own 
training programmes with local and foreign funding support in their home countries.  
 
UNESCO’s technical expert facility on Cultural Policy and Governance has chosen to 
make capacity building in Africa a priority as Africa is a strong supporter of the 2005 
Convention, boasting a high ratification rate. To help countries in their efforts, 
UNESCO has launched a Pilot Capacity-Building Programme in 2012. UNESCO is 
establishing a pool of experts from Africa and chose 30 people from Anglophone and 
Francophone Africa to undergo training in critical aspects of the Convention for the 
Promotion and Protection of the Diversity of Cultural Expressions. Anglophone 
participants received training in partnership with the African Arts Institute in Cape 
Town while the remaining francophone participants received training in partnership 
with the International Organisation of la Francophonie, Culture et Développement in 
Dakar. As the UNESCO website states: ‘This pool of experts will benefit from an 
intensive training consisting of a preparatory phase, a week-long workshop and other 
practical activities. Once trained, these experts will have the skills and knowledge 
necessary for supporting national efforts to implement the Convention. Key topics 
will include funding strategies for the cultural sector, different methodological 
approaches to policy development for the cultural and creative industries and other 
related technical issues’72. This has enhanced the capacity of the continent to support 
African governments in domestic cultural policy and in implementing the UNESCO 
convention.  

 
There are many other more specific training programmes focusing on either smaller 
regions or on specific arts and craft disciplines. Many of these training programmes 
offer much more than technical training, often including topics covering trends in the 
sector, entrepreneurship, digital media and communication, as we as international 
exchanges.  
 
The Liberia Visual Arts Academy, for instance is registered as a non-profit 
organisation with the Ministry of Foreign Affairs and Ministry of Education in the 
Republic of Liberia to ‘train young Liberians in the visual arts as a means to empower 
themselves, contribute to the creative vision of their communities, and promote 
understanding across cultures.’  Courses currently cover drawing, painting and 
photography but will be expanded to include modern communication and design 
technologies such as photo editing software and the internet. Students are taught about 
historical practices of indigenous art of the region as well as international trends in 
contemporary art and design73.  
 
In Burkina Faso, for instance, there are two arts discipline specific training 
programmes: one, a professional 3-year theatre training programme launched in 2009 
                                                
72	  http://www.unesco.org/new/en/culture/themes/cultural-‐diversity/diversity-‐of-‐cultural-‐
expressions/programmes/capacity-‐building-‐in-‐africa/	  

73	  See	  also	  http://www.africancolours.com/african-‐art-‐
news/607/liberia/liberia_opens_its_first_school_of_contemporary_visual_arts.htm	  
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in Ouagadougou by Espace Culturel Gambidi (Centre de Formation en Arts Vivants – 
CFRAV)74 to train real professionals and improve the artistic quality of theatre 
productions. The school has attracted students from other countries - Mali, Chad, 
Cameroon and all members of the first graduating class are working actively in the 
theatre sector now and several have even been able to work abroad in Europe. While 
the financial sustainability of the programme is fragile - as most students are not able 
to pay fees, the programme is clearly meeting a need and providing opportunities to 
its recipients such as participating in the international theatre festival FITMO 
organised by Gambidi; two, a three-year dance programme which draws on 
international students from Europe. Ecole de Danse Irène Tassembedo75. As a 
solution to financial sustainability, funds are raised by offering a range of classes for 
wealthier amateurs. The school was launched by a Burkinabè choreographer who had 
a very successful international career in France, Italy, and other countries and about 3 
years ago decided to come back to Burkina.  
 
……………………………………….. 
Case: Creative entrepreneurship training, East Africa 
 
Cultural and creative entrepreneurship training is a key need on the continent. In East 
Africa the GoDown Arts Centre has partnered with the British Council to pilot the 
Creative Entrepreneurship (CE) Diploma Programme. The East Africa Diploma is a 
pilot certification programme in Creative and Cultural Entrepreneurship, led by the 
British Council, the GoDown Arts Centre, Goldsmiths College, Natverstan (Sweden) 
and the Kenya Polytechnic University. The GoDown Arts Centre is drawing on their 
experience in supporting and nurturing the creative ecology of Kenya as well as that 
their partners in particular the British Council’s Culture and Creative Enterprise 
programme which has been presented in many Sub-Saharan African cities such as 
Lagos, Accra and Johannesburg.  
 
A primary objective of the GoDown Arts Centre is to contribute to capacity 
enhancement for artists with regard to their artistic creativity and how they organize 
and plan their careers and livelihood. They hold workshops and seminars that address 
issues of livelihood and career sustainability. After launching the pilot of the more 
formal program of learning in May 2012, they came to the end of the first semester 
with a second cohort of twenty seven learners in December 2012.  
 
Within this learning framework, creatives have found it beneficial to share creative 
life stories with peers and colleagues in ways that highlight issues of livelihood, 
entrepreneurship and value for the creative sector. The course comprises 3 evening 
sessions a week, independent learning in practice and 3 public weekend seminars; as 
well as practical engagement with practitioners in the industry, and with such 
interactive and support spaces in Nairobi as the iHub, FabLab etc. During the last 
semester, the course covered a broad range of topic areas, linked at every stage with 
the actual challenges and opportunities of the artists’ creative life. The course links 
related issues of the Creative and Cultural industries to such areas as entrepreneurship 
models; exploring the use of Communication and ICT; digging into the application of 
gadgets and tools, and unpacking social media; matters of branding, marketing and 

                                                
74	  See	  http://www.gambidi.org/index.php/fr/	  
75	  See	  ,	  www.edit-‐danse.org	  
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Public Relations; while concerns with legal issues such as copyright, cultural policy in 
relation to the practice, as well as matters of sustainability were tackled. 
 
The course is designed to be participatory in concept, moving with deliberate fluidity 
through experience and reflection from classroom to industry. It aims to equip 
creatives with skills, knowledge and networks to take their practice to the next level. 
According to the British Council, this initiative was ‘as result of demand pull for a 
more in-depth modular training for the Creative Entrepreneur. The driving force for 
the course was to build skills and develop entrepreneurial capability in practitioners. 
In particular the course is hinged on four premises; i) To develop an understanding of 
the growth of the creative industries; ii) To provide experiences and knowledge for 
the development networks and partnerships necessary to create and sustain creative 
and cultural projects; iii) To equip learners with tools and technical vocabulary to 
embrace and function in the industry; and iv) To enhance learners’ entrepreneurial 
capacity’76. 
…………………………… 
 
Despite the vibrancy and innovativeness of the African arts and culture sector and the 
clear need for educational and training opportunities, there is as yet only a limited 
number of other tertiary based arts management, cultural entrepreneurial programmes 
or cultural policy programmes available to arts and cultural practitioners: The Higher 
Institute for Arts and Culture (ISArC) in Mozambique; the University of the 
Witwatersrand’s  post-graduate programme in cultural policy and arts management in 
Johannesburg, South Africa; the new creative economy master’s programme run by 
the Aga Khan Foundation in Kenya. Aga Khan University is developing a course that 
would equip them with the tools to further in the development of the creative 
economy in East Africa. The course is going to be implemented in 2016 when the 
university officially opens77. The Great Zimbabwe University is developing an arts 
and culture management programme under the stewardship of Professor Chimhundu. 
The Heritage, Arts and Culture Management Post Graduate programme at the 
University of the Witwatersrand is currently exploring e-learning options to 
encourage increased attendance by continental students.  

 

6.	  	  Business,	  technology	  and	  the	  arts	  	  
 
As the concept of cultural and creative industries takes root on the continent of Africa, 
there is evidence of a greater awareness of the synergies to be found between 
technology, business and arts based organisations. Two programmes or initiatives 
stand out: first are the iHubs in Nigeria, Kenya and South Africa and the partnership 
with the British Council through their Culture Shift programme; and second, is the 
increasing partnership of the corporate sector with the arts through both sponsorship 
and board activity. The case of Business and Arts South Africa (BASA) is unique on 
the continent in acting as a facilitator between business and the arts on behalf of 
government.     
 
Africa as a continent has some of the fastest growing economies, urban centres, 

                                                
76	  http://britishcouncilblogs.org/africa/2012/07/12/creative-‐enterprises-‐a-‐weekend-‐of-‐inspiration/	  
77	  www.searchlightcatalyst.org	  
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mobile phone markets, broadband adaption, youth demographics and innovative 
talent. It is not surprising then that the British Council’s Culture Shift initiative (in 
Egypt, Kenya, Nigeria and South Africa) encouraging creative enterprise to embrace 
technological innovation and find new ways to benefit from digital platforms has been 
such a success. Partners include the UK based Social Innovation Camp, Merism 
Capital and Marmanie Impact Investing along with Google partners’ Co-creation Hub 
(CcHub) Nigeria, iHub Kenya and the Hub, Johannesburg. It challenges the 
participants to merge their creative and digital expertise to design locally relevant and 
innovative new products and ideas. The 3 day event gives theme based teams the 
opportunity to compete for a grant award and expert business advice.  This is perhaps 
the critical factor for success of the programme:  access to capital and sustained 
mentorship – the two most inhibiting factors for entrepreneurs. This partnership 
between techies and the creative industries is predicated on the idea of collaboration 
and co-creation. As Bosun Tijani, the CEO of the CCHub in Lagos explains: ‘You 
need to engage the market in the creation process and that is where co-creation comes 
into play’. Together with his partner Femi Longe, they launched CcHub Nigeria in 
September 2011 providing a shared working space for the emerging generation of 
young Nigerian technological entrepreneurs. Their offices are powered by a high 
speed internet connection and they operate a 60kva generator ensuring an 
uninterrupted power supply to their members. 
 
CcHub Nigeria’s first involvement with the British Council was in the pilot Culture 
Shift in March 2012 and then in the second edition in November 2012. Their four 
teams of software developers and designers worked with a range of high potential 
companies from across the cultural and creative sectors in Nigeria to find innovative 
solutions to critical business challenges. The three winning companies illustrate these 
solutions well:  
 
First prize went to the lead Nigerian record label Trybe Records that wanted to 
increase their offering to their over 250 000 fans using the growing number of smart 
phones and BlackBerries in Nigeria. Their product was a mobile platform that would 
‘allow people to read the latest news about their favourite artists, sample their music, 
find out about concerts and find retailers near them’. To encourage fans to engage 
more often and spend more money they award user points each time the fan interacts 
‘with the view that future CDs and concert tickets would have unique codes that 
would grant people extra points, and ultimately, prizes’.  The second prize was 
awarded to Lufodu Academy to develop an online talent directory for actors to 
promote their work so that casting directors are able to identify the right talent for 
their films, an important component of the Nollywood film industry. The third prize 
went to fashion entrepreneur Le’space who are developing an automated system for 
retailers and micro-businesses to book their stalls and spaces at their fashion market. 
They believe that this will make their business more scalable and efficient.  
 
Harry Robbins of Outlandish Ideas, the UK consultant attached to the programme, has 
made interesting comments about the differences between the cultural and creative 
organisations involvement in the programme between the UK and Nigeria. While the 
cultural organisations in the UK have experience with specialist skills and knowledge 
of digital projects and are therefore able to translate their business needs into a semi-
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technical description of their requirements, those in Nigeria are relatively new to web 
innovation.  As a result the Nigerian cultural organisations assumed their role would 
be passive with the technical teams leading, but they soon took an active role in 
defining the kinds of applications they needed and were even willing to ‘research 
penetration of various devices and platforms, mobile payment options and potential 
competitors, and adapting their solutions appropriately’78. 
 
Business and Arts South Africa (BASA) was established as a joint initiative of the 
South African government (The Department of Arts and Culture) and the private 
sector in 1997. It is a not-for-profit company ‘whose primary aim is to promote 
mutually beneficial and sustainable business-arts partnerships that will benefit society 
as a whole’. Today BASA  has more than 160 corporate members. Previously the 
corporate sector spent funds on the arts from their Corporate Social Investment 
budgets or their philanthropic budgets. BASA has assisted the private sector to 
understand the benefits of arts sponsorships or arts partnerships from the marketing or 
promotional budgets. This, they argued, would help companies communicate with 
their target markets and clients more effectively. As BASA explain: ‘The arts are 
uniquely placed to serve both philanthropic, corporate image building and commercial 
objectives, and the sheer range of options available through the arts demands 
attention’. BASA’s role is to act as a linking mechanism between the private and arts 
sectors so that each is able to maximise the benefits from these partnerships. BASA 
believes that its work in developing and sustaining business arts partnerships will be 
beneficial to the wider community as well.  
 
BASA has recently published an Arts Sponsorship Management Toolkit to assist 
business in navigating through a sponsorship cycle and also to measure the 
effectiveness of an arts sponsorship as a strategic part of their business. The toolkit is 
in a customised format to assist each business to structure their properties79 
appropriately and tailored to meet the needs of specific requests. In addition, input 
from the corporate community has led to the offer of tailor-made consulting 
workshops for those businesses wishing to enhance their involvement in the arts. As 
the author of the toolkit, Michael Goldman says: By drawing on the exercises and 
approaches outlined in the Toolkit, these sessions will provide a unique opportunity 
for a company’s arts sponsorship team to assess the completeness and strength of their 
arts sponsorship strategy, as well as draw a more direct link between their investment 
in the arts and the desired returns for the business80.  The Toolkit is freely available 
online81.  
 
BASA’s work is not only benefiting the arts and culture sector in South Africa. The 
CEO, Michelle Constant has expressed a desire to support those countries in the 
SADC community to have a more fruitful engagement between the business sector 
and the arts community and to grow partnerships around the BASA model. 
Organisations in Zimbabwe82, Botswana83 and Zambia have all participated with 

                                                
78	  http://creativeconomy.britishcouncil.org/creative-‐entrepreneurship/news/harrys-‐hack-‐day-‐lagos/	  
79	  The	  name	  that	  corporates	  use	  to	  refer	  to	  sponsee	  is	  a	  property.	  	  
80	  http://www.basa.co.za/pages/news-‐
article/basas_groundbreaking_arts_sponsorship_toolkit_now_available_in_a_customised	  
81	  www.basa.co.za	  	  
82	  http://www.basa.co.za/pages/news-‐article/basa_crosses_borders_into_zimbabwe	  
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BASA to begin engagements in these countries. An intern from Botswana is currently 
in the BASA offices to develop a deeper understanding of the BASA model. In 
addition, at the recent Arterial Network Conference in Senegal, there was a real 
interest in the possibility of taking the Toolkit into Francophone Africa84. 
 
As important part of BASA’s work is their assistance to arts organisations in 
developing interest from the corporate sector to sit on the boards of these arts 
organisations. BASA has established a Board Bank as a form of non-financial support 
to the arts. Board members are encouraged to transfer skills to the arts organisations 
about work processes, company systems, marketing and financial planning. Not only 
are the businesses able to expand their own Social Investment responsibility within 
the arts sector, but the arts organisations themselves become more sustainable through 
improved corporate governance and more effective systems. ‘Match-making’ is done 
through regular cocktail functions in which a selected number of arts organisations are 
invited to pitch their organisations and the particular challenges they face in front of 
an invited list of potential board members. To be selected, arts organisations are 
required to ‘have a constitution, a board structure with defined roles and the need for 
candidates to fulfil positions on their board’.  
 

6.	  Policy	  implications	  and	  recommendations	  
 
A key finding from this work on the African continent is that while individually the 
creative industry sectors (music, performing arts, dance, fashion, craft, film, books, 
etc.) might not be of strategic importance to the country, there was no doubt that 
collectively the cultural and creative economy is extremely important. Measurement 
and mapping of the cultural and creative industries help ‘prove’ the contribution of 
creative sectors to the overall economy and make the advocacy case for government 
to support these industries.   
 
There are significant policy implications which derive from current trends and drivers 
of the cultural and creative economy. In summary they are 

i) The increasing importance of evidence based research: there is urgency to 
find a mechanism to identify and implement common indicators and a 
common framework for data collection in developing countries 

ii) Creative outputs (artists and creatives) are necessary for innovation for all 
economy sectors and need to be nurtured, trained and supported by 
developing countries. Increasingly the skills and talent needed that drive 
the creative economy are a combination of cross-disciplinary collaboration 
between industry specific skills especially ‘artistic skills and competencies 
related to the use and adaptation of ICTs, and knowledge of how to 
commercialise creative ideas’, business skills (management, 
entrepreneurship, marketing, financial skills and planning) and a range of 
‘soft skills’ such as problem solving and interpersonal skills.  

                                                                                                                                       
83	  http://www.basa.co.za/pages/news-‐
article/basa_works_with_southern_african_arts_bodies_to_build_sustainability_in_the	  
84	  http://www.basa.co.za/pages/news-‐
article/basas_model_positively_received_at_african_creative_economy_conference	  
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iii) The measurement of the cultural and creative economy is wider than the 
creative industries especially if one accounts for the development potential 
of culture, Therefore, the focus needs to shift from individual cultural and 
creative sectors (music, film, books, craft) to the economy as a whole 
including the impact of urban (city-level) cultural regeneration, the social 
impact of the involvement of youth and women, as well as rural cultural 
and heritage activity and tourism as examples.  

iv) The cultural and creative economy can exacerbate the urban/rural divide. 
There is substantial evidence in developing countries of the agglomeration 
tendencies of the cultural and creative industries and organisations –
clusters of creative activity – within cities. These clusters of creative 
activity in cities are what Charles Landry calls the ‘new gold’ of the 
creative economy in that they are both magnets for creative talent across 
all sectors of the economy and are economic wealth generators. There is 
also evidence of migration of artists and creatives to cities to be 
‘discovered’ and earn an income. Policy makers therefore need to 
acknowledge the symbiosis that exists between rural talent and urban 
commercial cultural activity; privilege support and funds to the urban areas 
as well as institute programmes to ensure people outside of urban areas 
have access to training programmes and cultural infrastructure.  

v) The digital economy is changing how we understand creative industry 
value chains. For example, the relationship between producer and 
consumers is becoming more direct as producers attempt to better 
understand their consumers and involve the consumer in the co-creation of 
the final product though information and communication technologies 
which ‘allow users to create their own content, gain access to creative 
content produced by others, and co-create with them’ . Consumers are able 
to use the content differently because of the impact of the digital 
revolution (the internet and the diffusion of Web 2.0) on the products and 
services of the creative industry in the production process and in the new 
content distribution channels. Poor telecommunications and lack of 
internet access in developing countries therefore remains a critical obstacle 
to the flourishing of the cultural economy.  

vi) Arising from this is a strong policy tension between enforcement of 
copyright and the balancing of the expectations of both the users and 
consumers.  

 
There are 6 key areas where technical support and investment to the cultural and 
creative industries of developing countries would lead to the flourishing of this sector 
and thus contribute to the development (human, social and economic) of the 
economies and create the jobs, income opportunities and growth possibilities for the 
cultural and creative economy.  
 

1) Promote competition and innovation in artistic productions and creative 
products and services through exchanges, incentives, competitions, rewards, 
equity and investment focused in existing arts organisations at the local level 
to both promote collaboration and competition amongst local arts 
organisations in cities, city regions or rural areas.    

2) Strengthen capacities, human resources and training to develop the full skill 
set needed by these sophisticated and complex value chains. This can be done 
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through existing support mechanisms typically present in capital cities and 
other large urban areas with the added value of support and mentoring focused 
on the specific needs of the arts, culture and heritage sectors and the cultural 
economy as a whole in specific urban or regional contexts.  

3) Improve production infrastructure and the investment environment so that 
creative and cultural practitioners can produce and distribute within their 
countries and thus realise the full value of their creativity in their own 
countries. Production spaces and access to markets need to be targeted at the 
city level where cultural practitioners and creatives conglomerate. Location 
close to transport hubs would also be important both for the domestic market 
(bus and taxi hubs) and the international market such as harbours and airports.  

4) Facilitate access to finance (both traditional and innovative) for small, medium 
and micro enterprises in the cultural and creative economy. Different models 
need to be designed based on the particularities of the urban and rural 
economies of different countries using existing financial instruments and 
arrangements.   

5) Strengthen the legal infrastructure for both the creators and consumers of 
culture and creative products and services and encourage collaboration 
between the legal community and the arts sector in cities and city-regions.   

6) Develop internal and external markets in key towns and cities to first foster 
sustainability in their local countries or regions leading to the earning of 
foreign exchange in global markets.  

 
Support to arts, culture and heritage, and nurturing and investment in the cultural and 
creative industries of the cultural economy in their developmental role and importance 
to the long term growth of the economy in general - will ensure that arts, culture and 
heritage take their rightful place as a key contributor to the human, social and 
economic wealth of developing countries.  
 


