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 Introduction 

This document is a starting point for the conversation that you are invited to on the 13
th

 of August. As you 
know, the workshop is designed as a conversation around the theme empowering investors and creators with 
business tools. And on this theme we will gather up and engage with each individual’s experiences, reflections 
and ideas. By bringing you together we hope that new knowledge and insights are created as well as useable 
actions are defined to solve challenges and remove hurdles 
 
The content of this document is produced by the project team which consists of Nätverkstan Culture in West 

(Sweden), Godown Arts Centre (Kenya) and Mangowalla Ventures (Swe).  

Mangowalla Ventures is a one-person consultancy operated by Pratik Vithlani. The consultancy focuses on 

corporate development, financial analysis and strategy. Pratik brings 5 years of experience from the private 

equity industry in Sweden, as well as several years of experience as a management consultant. 

Nätverkstan Kultur i Väst (NV), founded in 1996, is a Civil Society Organization situated in Gothenburg, 
Sweden. NV works with practical administrative and economical support for cultural practitioners and cultural 
SMEs and, above all, education. Since 1999 NV runs Kulturverkstan, a 2 year full time educational program for 
project managers within the cultural sector. Between 2004 and 2007 NV also ran Globalverkstan, an 
international version of the same program, 
 
Established in September 2003, The GoDown is a not-for-profit entity that supports and promotes creativity in 
arts and culture. The first of its kind in East Africa, the GoDown serves as a place where creative ideas are 
generated, mingled and cross-referenced. Its desire is that civic space on the whole, will become enriched and 
more empowered through the flowering of the arts, especially through independent voices of contemporary 
Kenyan artists, whom the GoDown will have facilitated to become viable, and to remain relevant in their 
contribution to community life by renewing our authenticity, questioning our values, challenging our smugness 
and complacency, and illuminating our humanity 
 
As you see, the project team consists of a diversity of experiences, ideas and reflections. We strongly believe 
that this diversity is essential to build upon in order to address and challenge a complex issue such as 
developing the creative and cultural industries. This is also reflected in the list of participants which you have 
found here. 
 
Based on our differences and similarities, each of us have contributed with thoughts and reflections necessary 
to understand in order for you and your fellow participants to engage and use this opportunity to have a real 
dialogue that can make a difference. The worst case is that each of the participants at this conversation will 
leave with confirmation of already known knowledge. The best case is that new knowledge is created and we 
jointly can continue this conversation to develop this sector. 
 
This document is not supposed to give you a lot of answers; rather it gives you an overview of the subject and 
the thinking of the project team. Treat this as a starting point for the conversation, a point from which we all 
can start and together with the other participants explore this opportunity to get some new ideas and insights. 
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The di lemma 

There is a funding gap between creators and investors ς so, why does it exist? 

One challenge that needs to be addressed in order to harness the potential in the creative and cultural 

industries is to mitigate the principle-agent dilemma. Investors, either public or private, need to adapt their 

strategies and policies in order to create value and practitioners need to utilize business practices in order to 

generate value. Sustainable growth and social benefits are built on the co-operation between capital and 

entrepreneurship, and in this sector both capital and entrepreneurship is underdeveloped. 

End result  

Public investors see the value of arts and culture, as well as the potential of creative industries, but have not 

yet developed policies and strategies that fully capture the value potential. Private investors have focused on 

pure commercial sub-sectors where market risks are manageable, collateral can be valued and where 

entrepreneurs are profit maximizing. The majority of creators and artists are driven by expressing their artistic 

ideas and are questioning the role of profit maximizing entrepreneurs. 

Bringing these “stereotype of stakeholders” into a constructive conversation will lead to better understanding 

of each other, and developing practical solutions will mitigate the gap between stakeholders and thereby 

remove one important obstacle to value creation. The end result will be delivered June 2010, focusing on 

improving the status and priority of this sector as well as mapping it and exploring way for the sector to 

expand. 

The project 

From August 2009 until June 2010, a number of conversations will be arranged between key stakeholders in 

Europe and Africa to explore the challenges, identify opportunities and develop hands-on tools to mitigate the 

gap between creators and investors within the creative industry. 

Why do we think this is important? 

Currently, in a world of financial crisis and climate change, policies are being revised and questions are being 

asked about the creative industries. Is this a sector where nations should seek future job creation, where 

investors should seek profit opportunities and people seek sustainable livelihood? And if so, what strategies 

and policies should be crafted to benefit from an expected opportunity? These questions are brought up due to 

insights such as: 

Over the past years research have presented a compelling concept such as the creative and cultural industries 

(which is defined further down), and based on this concept measured its economic growth and development 

and found significant contribution to overall economic growth in Europe and North America. The Swedish arts 

and cultural sector is worth approx. 67 billion SEK according to the Swedish Arts Council, which can be 

compared with the Swedish market communication (advertising) market which is estimated to 65 billion SEK in 

2008 by IRM. If business opportunities are valid, private investors should be running into this sector but we 

don’t see them here. In certain IT/ Internet related products and services which are seen as part of the creative 

industries there are investors and entrepreneurs capturing business opportunities but sector wide including 

performing arts, visual arts, book publishing etc. private investors are almost absent. Why is that?  

Secondly, research also show that cultural practitioners and artists are among the lowest paid workers in the 

Swedish society. A survey conducted at CIND (Uppsala University) with 6 000 practitioners showed that the avg. 

salary in the sector is approx. 15% below the national average and 26% of the respondents earns less than 50% 

of the national avg. At the same time 9% of the respondents earn twice the national average. Few earn a lot 

and the most earn less, this is a so called star economy. So why is it that so many seek to get a livelihood from 

this sector when it seems highly competitive and offer low salaries? 
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Thirdly, at the core of the creative industries we find arts and culture. Here we find the “not for profit” 

practitioner who has an urge or drive to express its artistic idea and will not allow money to be the objective for 

his or her achievements and drive. Societies have always cherished and valued this person or organization, and 

believed that this has important role to develop the culture and identity of people, thus these cultural 

practitioners has been funded by the government. If arts and culture should be seen as sectors that contribute 

to economic growth, should the government continue to act as the leading funders of creative industries in this 

age of market liberalism? 

So, there are signs that show economic opportunity but the creative industries are mostly unstructured. There 

are subsectors such as music, film, media, entertainment which are highly commercial and profit driven and 

other that are completely idealistic and non-profit operations. Few earn a lot and the risks are high for private 

investors to enter this space as investors, thus rather focus on sponsorship, commissioning and rendering 

services or giving charity. And this could be why the majority are supported by public funding directly by grants 

or indirect through health and education spending. Blurring the picture even more; in certain areas private 

investors are not even welcome when public policies act as gatekeepers of cultural values demanding that art 

and culture should not be for profit business, claiming to safeguard freedom of expressing artistic ideas and 

creative exploration.  

Answering the above is not easy, and each stakeholder has its own motivation and ambition which makes the 

answers even more complex. How can the government, the private investors and entrepreneurs within this 

sector interact and jointly create value? If we believe the research and concept that this is a significant 

economic sector, and that there are motivated and talented entrepreneurs active here, and that the state 

should not be the sole funder of arts and culture, then mitigating the gap is a key issue for the future.  

The viewpoint of this project 

The ambition is to develop the whole sector, where assets and equity is growing, and to expand the creative 

and cultural industries to become a driving sector for the overall economy and include all non profit cultural 

organisations to be part of the economic development. This is possible due to the large intra sector trade which 

can be described with the model developed by David Thorsby. The 

customer of a composer (artistic production) is the independent 

small-scale cultural scene (cultural industry). When the same piece of 

music is played on the radio, the artistic production is part of the 

creative industries. And when that radio station sells advertising 

rights to IKEA who wants to be heard along with that piece of music, 

it is part of the overall economy. The artistic productions are thus 

both suppliers to the cultural and creative industries as well as an agent within the overall economy. 

Commercial profit maximizing organisations in the creative industries are some of the most important 

commissioners of arts and culture and are able to create profit from artistic and aesthetic work. 

Here lies a risk of conflict. Commercial and profit is often equal to entertainment while artistic and non-profit is 

equal to culture. Those with money can decide what to buy or support, and they will do it to earn more money 

rather than seeking other values which is why art and culture needs to be publicly funded. It is about quality.  

Quality in arts and culture is mostly defined by reference groups who themselves consist of artists and as these 

groups are diverse, the statement of quality can somewhat be accepted as the current norm. Quality in 

business is about developing a high quality product that is attractive for a sustainable customer base and 

expanding from that base into new segments or geographic areas where market shares are captured. How can 

these two ideas on quality come together when talking about creative or cultural industries?  

The common denominator is that for both businesses and arts, quality is a key success factor. For business, to 

reach perfect quality you need to engage a diverse range of competences in order to reach an optimal 

outcome. For fine arts, you need to engage a diverse range of experiences within the same field of competence 
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in order to make a judgement. The process is different but the key to success is the same – engage a diverse 

range of competences and experiences in order to be successful within the creative industries. 

We believe that the polarisations arts vs. entertainment; profit vs. non-profit or private equity vs. public grants 

can be removed and the stakeholders influencing this sector could come together to find innovative solutions 

to the challenges. The simplified way of seeing is that everyone engaging in this sector is one way or other risk 

takers. 

¶ The person who sets all energy and devotion into culture and arts is most likely end up in poverty. 

¶ The person who wants to invest in this sector will make big bets and can lose everything. 

¶ The person who wants to develop new policies will have to fight bureaucracy and traditions. 

These people have an alternative to spend their time, energy and money in many other areas where they could 

much easier be rewarded and comfortably be part of creating something good for society. If they still want to 

get into this sector, than they must be great risk takers. So what are the risks that each stakeholder faces in 

order to engage with each other? 

 

Pratik Vithlani 
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Current understanding the sector 

Below are citations and tables showing the current understanding of the sector. There is a lot said, and new 

knowledge is created as we speak. To get an overview of the current thinking, Pratik has gathered s some key 

ideas and concepts which he thinks are useful and that will give you a view about the creative and cultural 

industries. 

“The phrase creative industries (or sometimes creative economy) refers to a set of interlocking industry 

sectors, and are often cited as being a growing part of the global economy. The creative industries are often 

defined as those that focus on creating and exploiting intellectual property products; such as music, books, 

film, and games, or providing business-to-business creative services such as advertising, public relations and 

direct marketing. Aesthetic live performance experiences are also generally included, contributing to an 

overlap with definitions of art and culture, and sometimes extending to include aspects of tourism and sport. 

Economic activities focused on designing, making and selling objects or works of art such as jewellery, haute 

couture, books of poetry or other creative writing, or fine art also often feature in definitions of the sector 

because the value of such objects derives from a high degree of aesthetic originality” (Wikipedia) 

……………………………………………………………………………. 

“Cultural industry products are thus valued for immaterial attributes that are the product of creativity and 

innovation. They are products characterised by and valued for their creators’ intellectual output.” (Dominic 

Power, June 2008) 

……………………………………………………………………………. 

“Creativity is not new and neither is economics, but what is new is the nature and extent of the relationship 

between them, and how they combine to create extraordinary value and wealth. (Donna Ghelfi, WIPO, 

interview with John Howkins, June 2005). 

……………………………………………………………………………. 

”What was once central to *U.S+ corporations -- price, quality, and much of the left-brain, digitized analytical 

work associated with knowledge -- is fast being shipped off to lower-paid, highly trained Chinese and Indians, 

as well as Hungarians, Czechs, and Russians. Increasingly, the new core competence is creativity -- the right-

brain stuff that smart companies are now harnessing to generate top-line growth. The game is changing. It isn't 

just about math and science anymore. It's about creativity, imagination, and, above all, innovation.” (Business 

Week, August 2005) 

……………………………………………………………………………. 

   

“To my mind, ‘origination’ and ‘production’ are much more blurred, more integrated. In the Industrial Economy 

Structure (IES), generally speaking, the scientist or the engineer who blew up a blueprint and handed it over to 

somebody else saying “this is what I want you to do,” that’s what he did. On the other hand, in the Creative 

Industry Structure (CIS), there is a conversation taking place between equals. The originator [or a network of 
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originators] will talk to the producer [or a network of producers] and the producer will talk back to the 

originator; so it’s much rather circular. ‘Distribution’ is very important. I like the word ‘User’ because 

increasingly the people sitting in the houses under ‘consumption’ are the same people under ‘origination’. So 

whereas the IES was about the linear development of a product – from ‘origination’ to ‘consumption’ – the CIS 

is about a collaborative, sharing process.” (John Howkins interviewed by Donna Ghelfi, WIPO, June 2005). 

……………………………………………………………………………. 

“Revenue expectations by firm size *North America+: 4 and 5 person 

firms are the most optimistic in their abilities to increase revenues in 

2009 with 48% of 4 person firms and 47% of 5 person firms predicting 

increased revenues in 2009. 45% of firms with 25+ staff are also 

predicting increased revenues compared with 2008.” (FunctionFox 

Creative Industry Outlook for 2009) 

……………………………………………………………………………. 

Harvard Professor Richard Caves (2000) provides an excellent account when he identifies what he calls the 

seven economic properties of the creative industries. 

1. Nobody knows principle: Demand uncertainty exists because consumer reactions to a product are neither 

known beforehand, nor easily understood afterwards. 

2. !Ǌǘ ŦƻǊ ŀǊǘΩǎ ǎŀƪŜΥ Workers care about originality, technical professional skill, harmony, etc, of creative goods 

and are willing to settle for lower wages than offered by ‘humdrum’ jobs. 

3. Motley crew principle: For relative complex creative products (e.g., films), the production requires diversely 

skilled inputs. Each skilled input must be present and perform at some minimum level to produce a valuable 

outcome. 

4. Infinite variety: Products are differentiated by quality and by uniqueness: each product is a distinct 

combination of inputs leading to infinite variety options (e.g., works of creative writing, whether poetry, novel, 

screenplays or otherwise). 

5. A list/B list: Skills are vertically differentiated. Artists are ranked on their skills, originality, and proficiency in 

creative processes and/or products. Small differences in skills and talent may yield huge differences in 

(financial) success. 

6. Time flies: When coordinating complex projects with diversely skilled inputs, time is of the essence. 

7. Ars longa: Some creative products have durability aspects that invoke copyright protection, allowing a 

creator or performer to collect rents. 

((The Eriba Model, Tobias Nilsén, 2008) 

……………………………………………………………………………. 

“The Brazilian music industry has been a pioneer in the development and appropriation of technology as a 

marketing tool. In 2006, for example, while SONY-BMG Brasil launched just 13 albums by Brazilian musicians, 

the portal Trama Virtual brought 35,000 songs by 14,000 Brazilian artists to market over the Internet.6 Brazilian 

music industry sales amount to more than US$1 billion a year and in 2007, Internet sales grew to account for 

8% of the total. In particular, sales over mobile devices grew by 157%”.(Inter-American Development Bank, 

Multilateral Investment Fund) 

……………………………………………………………………………. 
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 “This narrower definition of entrepreneurship has an impressive intellectual pedigree going right back to 

Schumpeter. Peter Drucker, a distinguished management guru, defined the entrepreneur as somebody who 

“upsets and disorganises”. “Entrepreneurs innovate,” he said. “Innovation is the specific instrument of 

entrepreneurship.” William Baumol, one of the leading economists in this field, describes the entrepreneur as 

“the bold and imaginative deviator from established business patterns and practices”. Howard Stevenson, the 

man who did more than anybody else to champion the study of entrepreneurship at the Harvard Business 

School, defined entrepreneurship as “the pursuit of opportunity beyond the resources you currently control”. 

The Ewing Marion Kauffman Foundation, arguably the world’s leading think-tank on entrepreneurship, makes a 

fundamental distinction between “replicative” and “innovative” entrepreneurship.” (The Economist,12
th

 March 

2009) 

……………………………………………………………………………. 

Million SEK Percent Million SEK Percent Growth

State 9 064 14% 9 963 15%

County 1 902 3% 2 455 4%

Municipality 8 141 13% 8 978 13%

Households 44 315 70% 45 080 68%

Total 63 422 100% 64 476 100% 1,66%

2004 2007

Total Expenditure, Arts and Culture in Sweden

Data from Swedish Arts Council, 2008

 

……………………………………………………………………………. 

“But a growing sense of unease pervades the cultural sector as it sets about justifying its consumption of public 

money. Instead of talking about what they do – displaying pictures or putting on dance performances – 

organisations will need to demonstrate how they have contributed to wider policy agendas such as social 

inclusion, crime prevention and learning. 

There is increasing disquiet and frustration on both sides of the funding equation because neither funders nor 

funded seem able to talk about what they really do. Many artists feel that they are made to jump through 

hoops and that they create art in spite of the funding system. Their ability to ‘play the game’ and write highly 

articulate funding proposals is more important than the work that they make or facilitate. In turn, people inside 

funding bodies feel themselves ever more remote from the work they are funding. They spend far more time 

on bureaucracy than they do engaging in critical debate with artists and practitioners.” (John Holden, DEMOS 

2004) 

……………………………………………………………………………. 

“Certainly culture is a set of 

goods and services with various 

and heterogeneous specific 

characteristics, many of which 

are not measurable and in any 

case subject to the variability 

and flexibility of individual 

evaluations. This has led many 

to consider cultural products as 

totally anomalous with respect 

to the rest of goods and 

services produced by the 

economy. As they argue, culture cannot be treated as a “normal” product, therefore it deserves a special status 
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and what can appear economically sound and appropriate for other goods may prove useless or harmful in the 

case of culture.  

At the opposite end of the spectrum, there is the temptation of treating cultural goods and services just as any 

manufacturing good playing a functional role for its consumers. This can bring to associate the proportion of 

market revenues over the total as an index of good management rather than of mere financial autonomy. In 

such a way, confusion is made between objectives and constraints, and the budget outcome is taken as the 

symptom of managerial effectiveness. Of course, in such a view any support given by the public sector is solely 

justified as a sort of correction for the failure of the market mechanisms, and it is considered distortionary 

since it leads to a perverse distribution from the many (and poor) to the few (and rich).” (Michele Trimarchi, 

2002)  

……………………………………………………………………………. 

 “The vast range of alternative cultural products available to consumers separates the cultural industries from 

many other industries which also rest upon intellectual property. Substitutes exist in the form of products 

within the same product genre (the thousands of other rap CDs simultaneously available in the one music 

store) or within competing genres in the same format (the thousands of soul, jazz, rock, classical or R&B CDs in 

the same store). Equally the same product (such as your favorite rap artist) can be consumed in many different 

formats sourced in many different places: as a CD, a limited edition LP, a ring signal, a digital download, listen 

to the song on the radio, or buy a concert ticket. Added to this are the numerous ways in which consumers can 

find, without paying the rights holder, substitutes for the same product: e.g. pirated copies or illegal downloads 

As such one can see the core product of many firms in the cultural industries to be a ‘differentiated position’. 

Differentiation is a vital step towards appropriating knowledge and profiting from creativity based IP in the 

cultural industries since it is upon the basis of a differentiated position that firms/actors can then build 

instruments/vehicles to exploit the position and generate revenue streams.” (Dominic Power, June 2008) 

……………………………………………………………………………. 
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Who are the Creators? 

 

òEvery family wants a Picasso hanging on the wall, 

 but no family wants one standing in the living roomò 

From Bill Ivey òarts, inc. How Greed and Neglect Have Destroyed  

Our Cultural Rightsò (University of California Press 2008) 

 

òIn the household I could use some help, not in the authorshipò, the Swedish poet Pamela Jaskoviak answered in 

a questionnaire done by Nätverkstan in 2001 on the question if she needs business support or not. It was part of a 

study of the culture and media sector in West Sweden, the results showing that a majority were running their 

own businesses. The musicians, festival organisers, poets, filmmakers, journalists were entrepreneurs, cultural 

entrepreneurs. It was small-scale, risky, production driven, with a personal-based competence. Running a 

business was often unintentional; they were started more out of necessity than a great interest for business.
 1
 The 

drive was making meaning, not money.
2
 There was a need for intermediary functions between the cultural 

entrepreneur and business advice, the report found, as well as educational needs. Charles Leadbeater and Kate 

Oakley call this group òThe new independentsò in an interesting book with the same name. People working in 

areas such as art, design, film, music, gaming, animation and photography stood for four percent of UK GDP in 

1999, the fastest growing sector in UK.
3
 Characteristics of the field were that itôs built on self-employment, 

freelance and micro businesses. The cultural entrepreneur is usually doing a multitude of things, being the idea 

generator, salesperson, production leader, distributor; and work in informal networks. The main assets are 

creativity, skill, ingenuity and imagination.
4
  

At the same time as these entrepreneurs are creating new jobs, being part of the economic growth in Europe as 

showed in many studies the last ten, fifteen, years, many are among those who have less earned income per year 

compared to others with equivalent education. This accounts for artists in Sweden
5
 as well as across the Atlantic, 

in USA. In the latter, artists were less likely to have a full time job, earned less than those with equivalent years 

of education, and were 3,5 times more likely than the rest of society to be self-employed.
6
 There are of course 

musicians or filmmakers, actresses and others earning a lot of money on their artistic productions. But the 

majority of cultural entrepreneurs have small income levels. 

Many efforts have been made to try to define the ñcreatorsò or categorize who is ñcreativeò. Cultural and creative 

                                                                 
1
 Karlsson, David och Lekvall, Lotta, òDen ofrivillige fºretagarenò (Nätverkstan 2002) 

2
 An expression borrowed from Sian Prime, Director, MA Creative and Cultural Entrepreneurship, Goldsmiths 

College, London University (UK) 

3
 Leadbeater, Charles, och Oakley, Kate, òThe Independents. Britainôs new cultural entrepreneurò (Demos 1999)  

4
 Leadbeater, Charles, och Oakley, Kate, òThe Independents. Britainôs new cultural entrepreneurò s. 11 (Demos 

1999) 
5
 Konstnªrsnªmnden, òKonstnªrernas inkomster. En statistisk undersºkning av SCB inom alla konstomr¬den 

2004ï2005ò (Konstnªrsnªmnden 2009) 
6
 National Endowment for the Arts, USA, òArtists in the workforce 1990ï2005ò (National Endowment for the 

Arts 2008) 
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industries contribute, as the study by the Brussels based agency KEA European Affair (KEA) pointed out a few 

years ago, substantially to economic growth in Europe.
7
 Culture is not only important for societal, artistic and 

political reasons, or for intercultural dialogue, but also for economy. But who, then, is the creator? Richard 

Florida, the well-known American Economist, encircle the òcreative classò, those with talent, to be the driving 

force in a city or region since they attract creativity. The sense is, in the end, that everyone is creative.
8
 The 

Swedish Knowledge Foundation, published òThe Eriba Modelò last year, a model offering a way to capitalise on 

the opportunities opened by the creative industries in Sweden. The model takes a standing point in the ñcreative 

industriesò and then slide over to the more wide ñexperience industryò, which is another perspective. In the shift 

the focus change from the producer of art, to the consumer. You wonder: What is not an experience?
9
 In a very 

recent report by KEA they study the impact of culture on creativity and develop the concept of ñculture-based 

creativityò. The base is cultural production, which nurture innovation beyond the artistic achievements. It 

requires personal abilities of lateral thinking, technical skills in the meaning artistic skills, and a social context 

appreciating creativity as well as an openness for economic investments. Creative people are described as 

ñbrokers across disciplinesò and ñinterlopersò.
10

 

And isnôt it true that it would be hard to define who is creative and who is not? A new and unexpected plumbing 

solution might be as creative as an architectural design questioning the laws of gravitation. A consultant find a 

new solution for an organizational challenge that is as innovative as a dance company expanding the horizons of 

what your body can do. There is no standard on how to define who is creative. If you want to understand 

something about those creating content, of those inhabiting the widely defined ñcreative industriesò, itôs perhaps 

easier to shift focus and start look from below, from a grass-root perspective of those producing art and culture. 

How are they organized? What are their values? How do they think? You need to start with a Pamela Jaskoviak, 

and you find the contradictions, the complexity, and the small-scale organising.  

In Kenya, meeting with artists, they all talk about the vivid small-scale cultural life. Muthoni Udonga, a 

musician and entrepreneur based in Kenya, running festivals, doing workshops, at the same time as pursuing her 

own music career, describes a growing and bubbling music life with many upcoming new artists. ñFilm, TV, 

music are really taking off here in Nairobi. On small budgets and very entrepreneurialò, she and producer 

Robert Wawawei say. Itôs a growing field, but one also struggling with skills gaps. Samuel Muvelah, at Zimele 

Asset Management Company Limited, has long experience of project work and venture capital and says about 

the Kenyan creative industries: òThe reason the creative field is not seen is that itôs lacking sufficient 

institutional organization to integrate with formal capital structures.ò He continues: ñThe field is disorganized, 

so how do you find talent? How do you begin to cooperate with creative industries?ò  

In a very rough draft, African cultural scene is described as vivid, growing, talented with a multitude of 

expressions and cultural productions. But, a report from last year done by UN stated, although a large amount of 

                                                                 
7
 KEA European Affairs, òThe Economy of Culture in Europeò (EU-Commission, 2006) 

8
 Florida, Richard, ñThe Rise of the Creative Class: And how itôs transforming work, leisure, community and 

every day lifeò (Basic Books 2002) 
9
 Niels®n, Tobias, òThe Eriba Model. An effective and successful policy framework for the creative industriesò 

(Knowledge Foundation 2008) 
10

 KEA European Affairs, òThe impact of Culture on Creativityò (EU-Commission, 2009) 
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creative talent can be found in Africa, the creative potential òremains highly underutilizedò.
11

 Francis B 

Nyamnjoh, Head of Publications and Dissemination in Senegal, forwards two main reasons for this: African 

cultural production doesnôt attract attention from global cultural entrepreneurs since most of them are white and 

located in the Northern parts of the world. They are unwilling to risk profit on a continent in large perceived to 

be socially inferior and economically uncompetitive. Secondly, local investors and political elites are not so 

eager to develop these sectors and dare not go beyond stereotypical representation set up by the North.
12

 

Nyamnjoh, who has an overall African stance, argue that the entrepreneurs owning and controlling the global 

cultural industries such as media, record, publishing, news, entertainment, and whose main purpose is profit, 

donôt invest in cultural diversity. They are more interested in unregulated commercial exploitation, with 

concentrated ownership and a standardized global cultural production where differences are slimmed down as 

much as possible. This routinization is not open for the cultural diversity, expressions, or complexity you find in 

African countries. Individuals are targeted directly as consumers, not as members of cultural communities. In the 

poverty of difference, the tendency is to mistake plurality for diversity; an appearance of plenty ñcould well 

conceal poverty of perspectivesò.
13

 

To attempt to describe the artist and cultural entrepreneur in this complex arena and, as in the case of this 

project, in two very different contexts, the European (Swedish) and African (Kenyan), is not easily done. Adding 

to this the artists and investors different perspectives, it becomes very difficult. But a few things could be said, 

looking at the situation for the individual artist and his or her situation, some characteristics that seem similar 

across continents and put yet another layer on to the question of whom the creators are. 

For the artist the notion of artistic integrity is important. It might be a benefit for society that what is produced is 

part of the economically important creative industries, but for the individual artist, overall, meaning comes 

before money. Not that you donôt want to make money, there is no-where we talk so much about money as in the 

cultural field, but in the sense that money is not the prime drive for doing what you are doing. Is there a trade-off 

on artistic integrity if you make money on your art business? There is no general answer; itôs a question on the 

individual level. Many artistsô self-perception is that this is the case. For others itôs not. A film production selling 

very well generating a large profit might also be of high artistic value and with kept artistic integrity. But for 

most cultural entrepreneurs, there will not be large amounts of money to be made due to either or several of the 

following: Lack of a sellable product; the uniqueness of the product doesnôt allow for industrialized production; 

a too small and narrow market or audience; the artistôs notion of loosing in integrity, value and perhaps even 

quality if becoming market oriented. The value, the gain, is something else. 

Is there a trade-off for the investor? The investor strives for one hundred percent quality, as well as the artist 

does. But in a business the word ñqualityò has a different connotation, another meaning. The two are not 

comparable. In art we speak about artistic qualities, in plural, since there is not one way of judging or measuring 
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quality. You may count how many visitors an exhibition had, but how do you measure the value of a poet such 

as Emily Bronte or William Shakespeare? In the business field quality is linked to quantity and measured in 

quantities.  

Investors expect an economic profit in their investments. Only a very small portion of cultural organizations has 

the chance to make the expected profits. They exist, of course, and there is a point to build bridges between 

them, but for the cultural field as a whole, this will not be a solution. The majority are, as you find in Sweden as 

well as Kenya, small-scale cultural entrepreneurs, single artists, micro businesses, and not-for-profit 

organizations. These are perhaps not in the viewpoint of the investors, but are important as job creators. Content 

production and symbolic value are becoming more and more important to the business field, something provided 

in the cultural field. In the attempt to try to encircle whom the creator is one factor seems to be a common 

denominator across borders. The cultural entrepreneur, the creator, the artist, is a risk-taker. So is the investor. 

Both live on taking risks. The artist takes risks to create meaning, the investor to create returns. 

Lotta Lekvall 
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THE VALUE OF THE IMAGINATION OF EAST AFRICAN ARTISTS.  

FINDING VALUE 

It is said that people see what they want to see, and how they want to see it. Often, what they see is that which 

they have been acculturated to see, customary behaviour. And how they view something, or have been 

accustomed to view it, may also define when and why they place value on a thing. Thus the value one places on 

Art may be ‘coloured’ through one’s culture and general socialization.  

Certainly, for almost all East African communities, the notion of Art in the Western sense is relatively new, 

which may explain the way that Art is developed and patronized. Opening-night of contemporary paintings in 

Nairobi, for example, is typically attended by a very small local African audience; others in attendance will be 

expatriates and fellow-artists. The East African public with disposable income, and the potential to buy a 

painting, or to attend the theatre or a contemporary dance evening, has yet to embrace artistic creativity in a 

monetary sense, so that they expend towards it or even invest in it. The idea of Art as comprising creative 

activities and products (or aspects of product design), derived from the human imagination, that reflect 

qualities of thought, consciousness and feeling which transcend day-to-day exigencies of existence, is still 

forming.  The benefit to be derived from the creativity of artists frequently is not obvious to the ordinary 

person, with the exception of forms such as popular music, or film & television. Of course it is not suggested 

that the general public sees no value at all in Art. Value itself is multi-dimensional, after all, and its various 

dimensions are not all monetary, nor are all dimensions necessarily given equal weighting by members of 

society.  

What other dimensions of Value are there? Besides a monetary or economic value - cost price, profit mark-up, 

supply and demand - there is, especially in cultural and artistic works, the concept of intrinsic value. This is the 

value of the work or object in and of itself, without reference to externalities. Intrinsic value is not an easy 

concept to grasp as we mostly locate or place value by ‘external’ referencing and frequently in the sense of 

material or economic gain. Hence, you may derive a value for gold in relation to tin, and conclude that a gram 

of gold will have a monetary value one hundred times that of a gram of tin. Or, to give another example, a 

restaurant will charge twice as much for a half-dozen of oysters, because of their exoticism and scarcity, than 

for a whole tilapia fish.  

There is also the value conferred subjectively through individual choice. However, the value judgements of two 

individuals socialized in the same way may still be quite dissimilar. One individual may decide to collect and 

invest in Makonde sculpture from Tanzania, while the second inclined to invest Information Technology. 

Many times, purely economic value cannot be easily correlated to the value that comes from the history, the 

meaning and the authenticity of an artistic creation. For example, the church murals by 75 year-old East African 

artist Elimu Njau in Karatina, Kenya, commissioned almost 40 years ago, undoubtedly represent important art 

history, and have cultural value, but to try to calculate their overall monetary value, inclusive of all the layers of 

value they represent, is a not a straightforward matter.  
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The point being made is that Art, as the creative expression of the imagination, realized in an object, or a song 

or a dramatic presentation, need not relate only to the notion of material prosperity and profit. It is simplistic 

to state: “This song has a 2-dollar value whereas that song has a 10-dollar value.”  There are other layers of 

information that collectively contribute to the value of each song. These may include who the composer of the 

song is, the context in which the song has been created, the relation of this song to other songs, the 

importance of songs in the culture, or even the structural and technical features of the song. Furthermore, Art 

is not monolithic – there are degrees of creativity, just as there are degrees to the commerciality (or lack 

thereof) of the products of artistic expression. 

It is important for would-be investors to appreciate the inherent complexity in valuing different forms of Art 

and the implications for investment. 

INVESTING IN EAST AFRICAN ARTISTIC EXPRESSION  

The would-be investor needs to appreciate certain facts and characteristics as well as the context within which 

East African artists create and disseminate their creativity. 

Foremost, perhaps, is that value, including economic or monetary value, needs to be proactively created within 

the East Africa region for contemporary East African creative output, as is beginning to be created abroad.  In 

East Africa, this value creation needs to take into account cultural ramifications such as cultural self-confidence 

& identity, social evolution from heritage to contemporary culture, and individual rights to freedom of 

expression. The investor, however, may not wish to involve himself or herself in this aspect of value creation. 

But there are those already engaged in building this value – arts centres such as the GoDown Arts Centre and 

Kuona Trust in Nairobi, platforms for sharing creative expression such as the Busara Music Festival in Zanzibar, 

and the Bayimba Festival in Uganda, as well as emerging arts and culture organizations in the region. The value 

that these various structures are helping nurture is not easy to quantify but has resulted in the creation of 

increased awareness of artistic creativity, in the last decade, which is a seed for ‘building demand’.  

A second point to note is that today, it is almost impossible to isolate any market from the larger global 

context. If one were to consider East African artistic expression, only within the East African market context, 

one would quickly conclude that the links of a complete value chain necessary for the inclusion of this creative 

activity into the bigger regional economic picture are clearly lacking and that it may therefore be inopportune 

to invest.  

However, if one views this activity in the context of the global creative economy, it will be seen that in 

developed economies, where the idea of a creative economy is gaining recognition, investments are beginning 

to be made in African creative expression, admittedly slowly, through inclusion or ‘importation’ of African 

products, performances and exhibitions. The British festival that programmes a Kenyan contemporary dance 

work, or the German museum that carries a 3-month retrospective of the paintings of Ugandan Jak Katarikawe, 

or the performance by Zanzibari songstress Bi Kidude at the Womex Music Festival in Spain, all represent 

expansion and diversification of the developed economies to include ‘new’ creative products. 
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In the East Africa region, investment is still to be made in the infrastructural components that a creative 

economy requires such as a CD plants for music, or sound stages and studios for film and television; and in 

distribution outlets, such as performance halls and galleries, retail outlets; and in business talent development 

such as artist managers and promoters, and specialists such as curators, performance technicians. 

Thirdly, because the end artistic product is often intimately connected with the personality, flaws and strengths 

of the artist, who is a human being and not a production conveyor belt that mechanically spews out product, 

supply of the artistic product is never really ‘on tap’. One artist may have a prolific career– the sculptors 

Samuel Wanjau  (Kenya) and Elkana Ong’esa (Kenya) have both had long productive spells.  But for other 

artists, the spark of creativity may flash briefly yet indelibly – various East African writers - John Ruganda 

(Uganda) and Francis Imbuga (Kenya) - for example, were not prolific in creative output but their value and 

place in East African literature is nevertheless undiminished and secure.  

REAPING REWARDS 

Bringing together the business acumen of an investor and the creative excellence of the artist, in a deliberate 

bid to build creative economies within and across regions is perhaps a risk worth exploring. It may yield the 

greatest immediate benefits for particular arts disciplines, those already inclined and structured to fit within 

‘standard economic practice’. These include design companies, the production and distribution of popular 

music, film and television, book publishing. Other arts, that fit less within the category of “popular” arts, 

because they may be more symbolic and abstract, while at first glance may seem un-profitable investments, 

could well with the passage of time and the judgement of history prove to be an Eldorado for the risk-taking 

investor and their heirs.  

 

Joy Mboya 

 


