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PREFACE 
 
When thinking to embark onto writing, my idea has been blank of topical 
concerns until recently when my cultural experience turned blue. Since 
2012, I have explored two different cultural zones, rightly because I own 
pieces of earth in such areas. In Kajiado, my integration to the rural was 
drawn to the love that patriotic programming enhanced by the government 
media had instilled on young minds like mine. We considered ourselves the 
children of nyayoism and the maasai community represented what the 
broader Kenya was supposed to be; to the extent that most parastatals used 
the maa culture to advertise and export their mission statements wherever. 
With such tastes in my stance, I could only dream of owning a piece of such 
a culture, and this turned to be a fatal mistake. The maasai clansmen 
expelled me for not being circumcised, and that I proudly accepted. The 
symbol of having a foreskin was part of my culture and besides, what more 
pleasure would I generate by chopping it off? I had a German girlfriend, two 
children and had invested to establishing a resort. What nourishment would 
integrating with maasai norms add to my being? If it was about sex, no, I 
was not interested, maybe I could experiment in the future but no, not then. I 
decided to relocate to my ancestral home area, where I bought land as 
opposed to being given. My ancestral home is Bondo, a colonial district that 
was created within the province of nyanza. It is popular for being 
associated with the leader of political opposition Hon. Raila Odinga, whom 
am proud to call my neighbor by proxy of coming within the same location.  
Anyway, I lived in Bondo between 2013 and 2016, built my dream home but 
left the place after feeling dissatisfied with the mentalities generated by the 
rurals who neighboured me. The mentality of looking up upon, of 
helplessness, of patron-client, of being assisted; the mentality of difference 
and of brotherhood. The Ubuntu confusion of “i am because we are”.  
 
While at rural, my main interest was research on issues of rural art. The 
discoveries that came with me settling such inquiries was represented in 
journals or magazines and subsequent involvement to the arts advocacy 
and lobbying program as championed by Arterial Network Kenya, an 
organization that I helped found and steer in 2010. To this end, I must 
continuously thank Ms. Joy Mboya, the founding Chair of Arterial Network 
Kenya Chapter for immersing me into arts administration and continuously 
shaping my thoughts towards the concept of creative economy which 
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eventually resulted into a publication of its own. Most importantly, my 
creative mentor, Ms. Yvonne Adhiambo Owuor who challenged me into 
accepting a job that was beyond my purview and with it guided my 
experience into discovering what a journey the art pedagogy could create; 
what potentials I should engaged while understanding my limits as a political 
being. She made me an author and I owe all this passion for art to her 
consistent tenderness and strict codes of reading, let alone constant urging 
of blending with many artists whom I never dreamt to meet on my own. Now 
they meet me as me.  
 
Friends come, friends go, but some stay forever. I made new friends in 
Bondo and the exploration of my ancestral community settled my soul into 
proudly accepting that I have some ethnic orientation. Many thanks to Martin 
Adhola, Lydia Andiwo, William Mwai, Jefferson Soto, Marlene Amondi, Sam 
Kaduol, Abdi Taki (pepe) and many others whom I might have ignored to 
mention, not because they are irrelevant, but simply because their interests 
limits my potential to do the same. I still remain jakapiyo bondo and may 
my adventures in exploring this artistry bring many a pride as happiness we 
all gather.  
 
This book is as a result of reflections collected from my cultural experiences 
in Bondo, my understandings of poverty, capitalism, creativity and art as art. 
Having been involved in the creative sector for fifteen years and being one 
of the standing secular philosophers Kenya has ever produced, am inclined 
to smile and count it yet another step towards sharing the knowledge that 
could be essential towards fighting poverty in Kenya. Not much exists in 
publications that could help develop the potentials of many creatives in 
Kenya, yet not many creatives can afford to engage themselves in 
theoretical inductions offered by many buddings of colleges and art 
organizations alike, be it within Kenya or elsewhere.  
 
The chapters in this book need not be read in consecutive order. You can 
select chapters by the subject matter of interest to you and gain meaningful 
value. However, the material in each chapter builds on and sometimes refer 
to concepts and examples in earlier chapters, and the subjects are treated in 
a logical sequence conjoined as a story of Otieno and Karanja who are 
childhood friends with different lifestances provided to them by nature. 
Otieno is a medical practitioner with love for art while Karanja is a logger, 
constantly cutting down trees to burn charcoal.  
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It is my hope that each chapter will provide value for every reader, whether a 
novice or experienced artist. I expect that readers of this book will have 
valuable insights and best practices of their own that relate to the theories 
presented. To broaden the nature and quantity of examples offered here and 
to ascertain that the concepts have an ongoing relationship to practices in 
the field, I invite readers to dialogue with me personally. Please share your 
insights, your ideas, and the results of your efforts by emailing me at 
adhengo@hotmail.com or visit my blog www.jahwarcreative.wordpress.com 
 
The definition of art and its underpinnings has come along way to the prior 
context of categorization whence Africa befell on the primitive scale because 
the cognitive epithet set by the western mind lacked in capacity to decode 
such expressions and connotations displayed by the son of man found as a 
native in Africa. As Africans, we must take pride of our culture and share 
widely on our progress; whether slow or isolated, our space and time defines 
our necessity. The essence of art remains a reflection of truth and all must 
be original intuitions presented by the artist and expressed in products.   
 
Throughout this book, I will offer definitions and explanations of terms so 
that arts managers and artists can ride the wave of opportunities rather than 
be pulled down by the undertow. 
 
Now, let us cultivate our garden. 
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In business, as in art, what distinguishes leaders from laggards, and 

greatness from mediocrity, is the ability to uniquely imagine what 
could be. 

—Gary Hamel and C. K. Prahalad 

 
 
 
“I love hip hop” 
“Hip hop is for softies, besides, reggae is the current swag!” 
 
This was the conversation ensuing between Otieno and Karanja, who 
differed greatly as to what could form the basis of their insight at that 
time. Otieno preferred hip-hop and music genres from Europe; 
Karanja hated anything foreign and preferred songs of freedom and 
liberation. This was then. Many years into their teenagery, when boys 
were truly boys. 
 
Looking at the trends in design and fashion within the 21st century as 
we perceive them at this time, slogans of freedom have less weight; 
mostly so, people talk of liberal ideologues, or even democracy. But 
in this continent Africa, culture and intuition still remain products to be 
given, perhaps a residue of happiness from whoever holds the power 
to control the whims of a nation. It is therefore a common economy 
for religion to immerse mysticism and handicap critical thinking if not 
limit the appetites of creative expression. The African artist therefore 
fails to express himself experientially and must always wait to be 
induced into action by whoever they believe to be more artistic; to be 
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guided into the agency of creating myths as opposed to independent 
individualized expressions. To them, art appreciation is mostly a vice, 
and quantifying related virtues must always depend on the whims of 
power control within the political realms of their societies. Democracy 
therefore becomes a difficult endeavor to define. This limits the 
process of cultural curating or promotes superstitious aesthetic 
interpretations, thereby enhancing the classifications of myths as 
opposed to art. Art becomes an agency and not matter in itself! 
 
The questions that mostly disappoints the uncritical mind would be, 
what is art? What is the criterion for deciding art from non-art? Who 
makes art? What is the importance of art? Who is an artist? 
 
The behavioral scientists has often a time equated the habitual 
persistence of man with that of an animal; that man is driven into 
action not by reason, but by instincts instigated towards the desire of 
fulfilling a need for happiness. Although, man becomes exceptional 
from most animals by his capacity to apply rational inquiry in addition 
to the instincts of such life processes that relate to fulfilling a quest for 
happiness. In this very concern, art becomes a reflection of the 
sexual instinct. For sex is the greatest happiness of the primitive mind 
of any time or space. Consented sex triggers creativeness. 
 
The potency of happiness, which is generally the result of rational 
inquiry, is often understood through appetites that sexually molest the 
human brain, and this introduces the feelings of appreciation. These 
processes form opinions of life to the external mind but culminate 
intuitively into products of internal for the human as a natural being.  

There is no philosophical treatise, however weak, no little scholastic 
manual nor academic dissertation, which does not collect at its 
beginning or contain in its body a review of opinions, historically given 
or ideally possible, which it wishes to oppose or to correct. The 
development of art is therefore a process. This involves collection, 
review and subsequently, expression of the same. We must, in short, 
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understand it in a substantial, not in an accidental sense. Respecting 
the intuition, not the letter, and proceed with freedom in the 
exposition of our own thought, according to time, place, and person. 
Simply put, expressing such intuition without prejudice of influence 
but as objective to the persona. To this end, art is a vision or intuition, 
which is more than seeing it as just a reflection of sexual instinct. The 
artist produces an image or a phantasm; and he who enjoys art turns 
his gaze upon the point which the artist has indicated, looks through 
the shutter which he has opened, and reproduces that image in 
himself. “Intuition,” “vision,” “contemplation,” “imagination,” “fancy,” 
“figurations,” “representations,” and so on, are words continually 
recurring, like synonyms, when discoursing upon art. Art is an idea 
floated with a vision that can be shared between the artist and his 
intended audience. 

And if it be asked why art cannot be a physical fact, we must reply, in 
the first place, that physical facts do not possess reality, and that 
art, to which so many devote their whole lives and which fills all with a 
divine joy, is supremely real; thus, it cannot be a physical fact which 
is something unreal. 

Perhaps the reader feels misguided with all these philosophical 
connotations? Whether this treatise is discoursing art or promoting 
philosophy? All these and other perturbing quests that race for 
understanding within this digest; though, as said: vision, intuition, 
ideal and non-physical are still the key words for deciding art from 
non-art. But the distinction of art from philosophy (taken widely as 
including all thinking of the real) brings with it other distinctions, 
among which that of art from myth occupies the foremost place. For 
myth, to him who believes in it, presents itself as the revelation and 
knowledge of reality as opposed to unreality, — a reality that drives 
away other beliefs as illusory or false. It can become art only for him 
who no longer believes in it. 

Art lacks the thought that is necessary for it to either become a myth 

Essence of Art 3 



or religion, and the faith that is born of that thought; the artist neither 
believes nor disbelieves in his image: he produces it. To this end, the 
essence of art depends upon he who consumes the product of an 
artist. For the religious being, the essence of art, is all in the content, 
defined in-turn as that which pleases, or as what is moral, or as what 
raises man to the heaven of religion or of metaphysic, or as what is 
historically correct, or, finally, as what is naturally and physically 
beautiful. To a secular consumer, art is not primarily oriented on 
content but to be based upon form. Seen accordingly to its space-
time continuum and its reflections of such realities devoid the 
physical. Art existing on its own without any inclinations. 

Content and form must be clearly distinguished in art, but must not be 
separately qualified as artistic, precisely because the nature of their 
relation is only artistic. Art therefore becomes a true aesthetic 
synthesis a priori of feeling and image in the intuition, as to which it 
may be repeated that feeling without image is blind, and image 
without feeling is void. And as indicated elsewhere, Adhengo (2010) 
explains the importance of communication in the process of artistic 
production; the information of language and the experiential intuition 
related to a preferred audience. That in reality, we know nothing but 
expressed intuitions. A thought is not thought for us, unless it be 
possible to formulate it in words; a musical image exists for us, only 
when it becomes concrete in sounds; a pictorial image, only when it 
is coloured. Simply put, that the production of art entails harmony and 
unity of various elements that can arouse appetites of feeling or 
trigger induced intuition, both of which are important in aesthetics 
(art of appreciation). The unity of art should entail to promote art as 
art and not quest to harmonize it as by-products of other elements 
that define ethics or economy. The essence of art is within its unity. 

To confound the various phases of development in an ill-understood 
impulse for unity, to make morality dominate art, just when art 
surpasses morality, or art dominate science, just when science 
dominates or surpasses art, or has already been itself dominated and 
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surpassed by life: this is what unity should prevent and reject. 

In art education, creation and learning are intertwined through the 
processes of making and responding to art. The two fundamental 
aspects of art education are creativity and appreciation; art 
appreciation, in many ways, is the study of human behaviours and 
experiences, both past and present. Although, art appreciation, in its 
broadest sense, can be regarded as an act of human creativity. Art 
enables humans to explore the external world and to express their 
inner world. It channels ways of seeing and perceiving, and the ways 
they are depicted and represented. Creativity as we already 
understand it, is the use of imagination or original ideas, especially in 
the production of artistic work or works of art. It is the ability to 
transcend traditional ideas, rules, patterns, relationships, or the like, 
and to create meaningful new ideas. We must therefore conclude that 
art appreciation, even at the level of its aesthetic concern, is a study 
of cultures and times; and this results in creative innovations. 

Otieno and Karanja had been friends for a long time. They had been 
friends since their childhood days, playing bano together and even 
sharing some classes at Kapiyo primary school. A stranger could 
see, from a keen look at the two, that they had similar habits; both 
stubborn at times but mostly disciplined. Otieno and Karanja were 
also children of the same village; they called their home Agwara.  
 
Day’s come from time, the time we conceptualize in form of events; 
all these towards establishing memories, some of which haunt our 
tautologies. Some truths that have no reflections. 
 
Otieno left Kapiyo primary school with better grades and was 
enrolled to Maranda High School. In his path of studies, he 
developed a career of medicine. Karanja on the other hand was not 
so keen; having received poor grades that he strongly believed were 
not his, he decided to quit school and blame it on witchcraftcy. 
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Time went by so fast and whenever Otieno visited Agwara village, 
Karanja would storm into hiding. His friend was not the buddy he 
used to know, he was better than him. Karanja felt embarrassed by 
his own state of events, he admired Otieno and always wished that 
someday they would live to recollect their childhood memoirs. This, 
he held as a promise. This curse of failure wasn’t going to leave him. 
 
Karanja eked a living by burning charcoal. He could secretly cut down 
trees whenever he took the village herds for graze. Professionally, he 
was a herdsman; most villagers would leave their animals with him as 
they tendered different chores in town and other places. Karanja took 
advantage of the empty village and occasionally logged the bushes. 
This brought him pride. He earned money and could provide his 
family with most of their basic needs. He was happy.  
 
One sunny summer, Otieno came to Agwara village with his 
newfound friends. They were guests from Canada and Australia; only 
three amongst the twelve had been to Nyanza province. Otieno and 
his colleagues were well known for establishing and nurturing 
medical camps. After all, he was a medical doctor.  
 
The visit was mostly a recreational adventure, and Karanja felt 
invaded when Otieno decided to showcase the indigenous trees of 
Agwara village, some of which had medicinal value. To Karanja, a 
tree was just a tree and burning charcoal was equally helpful in 
chasing away wild animals and snakes; away from the village 
surrounding. But besides the feelings of invasion and poverty, 
Karanja had interest to share in Otieno’s newfound friends; he 
opened his ears to listen at their expressions of the wonders seen in 
Agwara village. And that was when Karanja met Fakoyama, a lady 
who was to later become his wife.  
 
Fakoyama had studied medicine at an Australian University, she had 
ancestors in Korea and others in Canada; she was beautiful and 
spoke through her nostrils. Karanja had always imagined having a 
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white woman by her side, a woman who could bear him ten children. 
A woman with whom his sexual appetites would never dry. He 
wanted to thrust this womans thighs; to feel that warmth from the 
cold. Karanja wanted to have sex with Fakoyama. 
 
Six months after Otieno’s departure from Agwara village, he invited 
Karanja to the city. Fakoyama was also in the city. Nairobi was so 
much different from Bondo, a town that was not any less of a village 
center than a municipal administrative unit. Karanja had never seen 
so many cars; he had never seen so many people in such good 
clothes. For the first time in his life, he felt shame; maybe he was shy. 
 
Otieno and his medical colleagues continued to help communities 
around Kenya; different doctors had specialties that made the team 
better in any region. They were also helping research the nutritional 
demographics of the country in as much as health outreach was their 
core objective. Expeditions were of interest to all of them, even the 
local doctors felt overwhelmed when they visited people in new 
places. Kenya was much more than the history lessons in class.  
 
Expeditions that Fakoyama preferred were village excursions in 
traditional communities. Karanja was much ready to help. He had 
been living in Nairobi for two years now, and since his being 
introduced to the doctors club by Otieno, he assisted in organizing 
recreational activities during medical camps. It was in one of such 
expeditions that he first had a taste of Fakoyama, a year later, 
Karanja became a father.  
 
Without any education or skills, he had won the love of a medical 
expat. What could he do to stay relevant in this loving? What amount 
of happiness could he afford to share with these meager savings? 
Karanja noticed that Fakoyama loved buying traditional items and 
mostly so, objects of art that represented the different cultures of 
places she had worked. Perhaps this could be the way to get into her 
heart? Karanja thought. He would then get into drawing and 
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beadworks. He looked for likeminded individuals who called 
themselves artists and realized that they too shared the same 
passion as his; that of expressing their innate feelings. Karanja was 
to fully engage the arts, he would be a collector. He would make the 
city know of par and agulu. 
 
Eventually, Fakoyama and Karanja wedded, it was unlike what he 
was accustomed to in the village. They did it at a commercial court, 
somewhere in milimani Nairobi. This event would make him a 
village champion; he was not close to being anything of a medical 
professional like Otieno, but yes, he had the sweetness of the thigh, a 
taste that would forever remain sacred to him; a respect that the 
villagers would forever pray to God for. And so in his village visits, 
Karanja would occasionally buy pottery, weavings and different 
traditional works of art from the women; these items he would neatly 
display in his shop, somewhere along Mombasa road.  
 
Otieno felt proud of Karanja’s transformation, he loved the items that 
Karanja collected. They reminded him of their village and other 
cultures that he longed to understand. Otieno became interested in 
art; he decided to teach himself how to play nyatiti and a guitar. 
 
But who really is an artist? What criterion serves as a benchmark to 
decide artistry?  What is the origin of art? These and other questions 
would need much more critical concern; a semantical interpretation 
and independent truth as to the meaningful knowledge that could be 
gained by having correct answers of them.  
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Look at the past . . . and from that extrapolate the future. 

—Marcus Aurelius, Meditations 

 

Otieno excelled in his profession to receive the best of awards in 
Kenyan medical practice; he was now an instructor, teaching 
medicine to fresh University students. Otieno still had his old nyatiti 
and guitar, which he occasionally played during the weekends. Sadly 
enough, he had never managed to settle for a woman. Most of his 
relationships lasted for a short while. His hobbies changed to include 
going for parties and safaris.  

In as much as the medical expertise brought him titles, Otieno’s 
lifestance lagged in so many ways to deserve a connect with many 
other aspects of nature. Karanja now had two children and to him; 
creating beads, collecting pottery and wooden carvings for trade had 
developed into a profession that was driven by passion. He also 
loved Fakoyama dearly and constantly strifed to impress her through 
art; he had to keep creating but also replenish his shops stocks.  

One day, during his normal visits to Obama market in Bondo town, 
Otieno met Karanja. Non had the intention of being there but as usual 
for Karanja, he collected items of art for his Nairobi shop, Otieno was 
shopping for a spear; he wanted to join in the local agwara team 
that goes for dwar – hunting of game meat. Otieno was on vacation. 
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Besides, he had recently started classification of agwara’s 
indigenous trees according to their herbal contents and was engaging 
the elderly community to access such traditional knowledge of 
understanding the local use for such herbs.  

Between Otieno and Karanja, who qualifies to be ranked as an artist? 
Does the practice of trade in art qualify Karanja to be an artist? Does 
Otieno’s appreciation of the processes in art and related traditions 
qualify him to be an artist? Amongst these two friends, who would 
then be listed as a creative? Is it correct to define art in relation to 
creativity? Is Otieno’s effort in creating a herbal list assumed to be 
creativity qua art? 

Everyone is rightly an artist but not everyone is professionally artistic; 
to which case, practicing professionals have independent self-
definitions i.e. performing artist or visual artist depending on what 
they comprehensively involve their occupation to be. The 
segmentation and dissociation of our mentalities towards emerging 
as unique components of art, either as the best agents of 
representation or otherwise; all depends on association. How we 
associate without ourselves and our very objects of art as created by 
such ‘ourselves’. 

When we ask ―who is an artist, we are, as researchers, concerned 
with the artist as a member of a professional group. When we ask 
―what is an artist, we are dealing with more existential or ontological 
problems: what are the inherent characteristics of artistic work and 
artist themselves? In giving such answers, the categories of 
definitions emerge, which envisage aesthetic meanings; thus the 
need to find out what an artist is, is to reveal some special quality, 
capacity or gift which makes a person a true artist, a creative genius. 
This quality or capacity is usually linked to the artists’ ability – and his 
or her predicament – to see and interpret or reinterpret the world in a 
new manner. The processes of intuition and vision, the generation of 
truth and expressing truth as unity of nature. This only becomes 
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possible when the artist is relating with not only other artists but also 
his prescribed audiences, his intended consumers for the work of art.  

We can therefore not answer the question who is an artist’ without 
making the value judgment of what is an artist; because both ways of 
defining an artist have a joint social function, they serve to integrate 
and demystify or isolate and mystify artists’ communities  from the 
rest of the society. 

The relations and interactions between these dimensions and the 
definitions they generate can be clarified with the following typology 
and its model questions: 

 

 

 
Definitions based upon practical 

considerations 

Definitions based 
on internal criteria 

 

Definitions based on moral 
considerations 

 

Definitions based 
on external criteria 

I 
What are the good 

criteria to be used to 
define a (good) 

professional; rewarding 
and rejecting 

them/their works 
 

 
II 

What does the artist do; 
how does he relate to 

his work? 
 

III 
How does the work of 
art reflect/define the 

artist; and what kind of 
artist? 

 

IV 
What is art; what is an 
artist; what is his task 

or predicament? 
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Otieno preferred a solitary life, occasionally playing his nyatiti and 
constantly updating his diary of traditional medicine. He participated 
in many cultural forums to discuss traditional knowledge of herbs and 
contributed adversely in the global medical campaigns against 
cultural malpractices. Most artists considered him as their associate, 
though professionally he was a medical doctor. Some artists claimed 
to have been intuitively inspired by his information, others shared in 
his vision. Others saw him as that excelled African who appreciated 
his culture. He was part of art.  

His constant quest for sex never materialized into relationships and 
whenever he tried to settle, his reading and late-night work hours 
affected the affectionate commitment that any of his newfound 
romantic partners demanded. He decided to call himself a bachelor, 
and that is what the village preferred to moment his presence upon, 
with constant jokes about virgins who were as old as him. 

One cold night, Otieno chanced his time, it would be now or never, 
besides, love always begins with one step outside a comfort zone. 
Otieno had been masturbating for two years now and this could be an 
opportunity to change the balance. “A lifetime isn’t forever, so take 
the first chance, don’t wait for the second one! Because sometimes 
there aren’t second chances! And if it turns out to be a mistake? So 
what! This is life! A whole bunch of mistakes! But if you never get a 
second chance at something you didn’t take a first chance at? That 
would be a true failure!” Otieno thought aloud. He remembered his 
major need was love and that he had to convince this presumed 
village virgin to visit his traditional house, to see his truth. 

Akoth was charming, lively to talk to and sexy to look at. She had a 
sculpted figure, which was twine-thin. Her waist was tapered and she 
had a burnished complexion. A pair of arched eyebrows looked down 
on sweeping eyelashes. Her delicate ears framed a bottom nose. A 
set of dazzling, angle-white teeth gleamed as she blew gently on the 
hot charcoal. It was love at first sight. She had to talk to her! 
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The moons delicate light had just turned the world a-flame with silver 
when Otieno saw Akoth. She had a comely figure, which was stem-
thin. Her curvilinear waist didn’t surprise him as much as the saffron 
tint to her complexion. She must be a native, Otieno thought. Her 
crescent shaped eyebrows inclined slightly as they stared at each 
other, eyes that invited lust. This was love at first light, the sight was 
no longer important. Rural or urban, sex knows no class. Its just sex. 
Sometimes it is great, other times it is simply nice and cozy, while in 
some other cases it can cause me discomfort or pain. And as Akoth 
would later describe her experience to Fakoyama, it was definitely 
love. I couldn’t get enough of him. I was tired and sore but I didn’t 
care. I didn’t want to sleep. I wanted the ache. I wanted him in me, all 
the time. His weight on top of me. I wanted to squeeze him in further 
and further. I wanted to watch his face. I wanted his sweat to drop 
onto me. I wanted to drop mine on him. I got on top of him. I’d never 
done it before. I couldn’t really believe it; I was doing this. I was 
inventing something. I held him and put him in. He felt deeper in me. 
I’ll never forget it. I was in charge and he liked it. I held his hands 
down. He pretended he was trying to break free. I let my tits touch his 
face. He went mad; he bucked. He split me in two. I pushed down. I 
couldn’t believe it. One of his fingers flicked over my bum. I did it to 
him. He lifted and heaved. I couldn’t believe it. There was no end to 
it, no end to the new things. He did something. I copied him. I did 
something. He did it back. He took me from behind. I pushed back, 
forced more of him into me. I sucked him. He licked me. I made him 
come on my stomach. He sucked my toes. 

Yes, Otieno had managed to seduce this village girl and with the 
moment expressed all his majestic instincts about this curse called 
bachelorhood. Akoth was shy during the first days, but soon she 
would surprise Otieno with her persistent urge for sex, she was 
interested to know of Otieno’s future, his past and about their 
newfound togetherness. Akoth wanted to wash his clothes and even 
cook him dinner. But this house was strange, it looked haunted with 
symbols that were foreign to agwara village. This intimacy had 
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taken a lot of time, it happened so fast and at night, but Otieno’s 
house was a dream to many young girls. Akoth was no exception. 
She decided to walk through.  On the walls, different patterns of 
modern paintings were hung: charcoal drawings, pencil drawings and 
oil paintings were on display. Most of them reflected daily village 
activities and some of them brought one into a world of imagination 
and dreams. As Akoth strolled through the unopened rooms, she 
heard Otieno’s voice explaining  to her about the artists and their 
works. An oil painting by Kambajo Oloo, one of the most famous 
artists in agwara village, portraying a scene at twilight in the county 
attracted Akoth’s attention best: on a long and lonely road, a 
herdsman, sitting astride on his donkey, is leisurely playing a flute on 
his way home. Gorgeous glows of the twilight are spreading on the 
golden maize fields, turning them into yellow velvet carpets. From 
afar, in the blue sky, a flock of storks are stretching their white wings, 
gently flying towards their warm nests. Otieno claimed that the 
painting did remind him of his happy boyhood in this native village, in 
it he saw Karanja and Kapiyo primary school.  

Being rather tired after hours of walking around Otieno’s house, 
Akoth sat down on a bench in the garden to talk about the collections. 
She claims exhibition offered her precious minutes of relaxation and 
enriched her imagination. However, deep down, she remained 
disturbed and curious to know what religious inclinations Otieno 
preferred. There was nothing religious in all that was displayed, and 
the house was a symbol of wealth, Otieno was rich but with the 
current town talk of illuminati, was she opening up her emotions to 
the devil. There has to be an explanation to all these. She thought. 

All in all, the future was a blessing to Otieno, and at one moment 
during their gallery rendezvous, he narrated to Karanja about this 
sexual intimacy he had longed for. He had already told him of how it 
all started, but this excitement of the thoughts just kept the story 
adding up to ecstasy. “And again, as before, she unzipped my fly, 
took out my penis, and put it in her mouth. The one thing different 
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from before was that she did not take off her own clothing. She wore 
her kitenge dress the whole time. I tried to move, but it felt as if 
invisible threads tied down my body. I felt myself growing big and 
hard inside her mouth. 

I saw her fake eyelashes and kinky hair tips moving. Her bracelets 
made a dry sound against each other. Her tongue was long and soft 
and seemed to wrap itself around me. Just as I was about to come, 
she suddenly moved away and began slowly to undress me. She 
took off my jacket, my tie, my pants, my shirt, my underwear, and 
made me lie down on the bed. Her own clothes she kept on, though. 
She sat on the bed, took my hand, and brought it under her dress. 
She was not wearing panties. My hand felt the warmth of her vagina. 
It was deep, warm, and very wet. My fingers were all but sucked 
inside. … 

Then Akoth mounted me and used her hand to slip me inside her. 
Once she had me deep inside, she began a slow rotation of her hips. 
As she moved, the edges of the kitenge dress caressed my naked 
stomach and thighs. With the skirts of the dress spread out around 
her, Akoth, riding atop me, looking like a soft, gigantic mushroom that 
had silently poked its face up through the dead leaves on the ground 
and opened under the sheltering wings of night. Her vagina felt warm 
and at the same time cold. It tried to envelop me, to draw me in, and 
at the same time to press me out. My erection grew larger and 
harder. I felt I was about to burst wide open. It was the strangest 
sensation, something that went beyond simple sexual pleasure. It felt 
as if something inside her, something special inside her, were slowly 
working its way through my organ into me. All this because she 
believed that it was God’s calling! Her prayers were being answered. 
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If you make a product good enough, even though you live in the 
depths of the forest, the public will make a path to your door, ���says the 

philosopher. But if you want the public in sufficient numbers, you 
would better construct a highway. 

—William Randolph Hearst 

 

Understanding that man is a political animal, driven into action not 
through passion but by activities of the mind; remembering that the a 
priori synergy of aesthetics defines art as an expression of the 
sexual instinct and inquiring deeply into the origins of art; it is only 
correct to claim that creativity of artistic products had the fundamental 
basis of communication, the linguistic equivalent of expression which 
was more understood through feelings as digested by the senses of 
touch and sight. To some extremes, the senses of sound and smell. 

Akoth failed to understand what meaning the collection of artifacts 
and paintings on the walls of Otieno’s house had to an artist. They 
represented a culture which was inferior to her principles of tradition 
and things that her grandmother had always categorized as evil. 
People would see her as attracted to the spirit of illuminati, all this 
wealth. How did Otieno make such success in a village so remote? 

“Loving you is like a battle, we both end up scarred. Tell me who I 
have to be to get some reciprocity. No one loves you more than me 
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and no one ever will. Is this a silly game that forces you to act this 
way? Forces you to scream my name, then pretend that you wont 
stay!” Otieno was telling Akoth. Lately the sexual magic was not as 
intense, Akoth was avoiding anything Otieno, be it the house or his 
gifts. Could we be at err to foreclaim that Akoth has no artistry in her 
intuition? Between Akoth and Otieno, who is an artist? 

Indeed, perturbing problems of the mind. Otieno appreciated different 
dimensions of art; he was open-minded and accepted other cultural 
expressions too; this generally itemized as art. Akoth only knew art 
within the confines of agwara village; to her, most of foreign art 
symbolized the advancement of evil. Playing resistant to Otieno’s 
love was a false option for Akoth. She decided to seek religious 
intervention! Besides, agwara’s spiritual tradition encouraged the 
community’s participation in worship. Spiritual fellowship such as 
attending church or a mediation group often provided a sense of 
belonging, security and togetherness. Otieno will have to join the 
local church if this love was as true as she thought it to be; for where 
there is love, there is no darkness. Her grandmother used to tell her, 
“if the full moon loves you, why worry about the stars?” Yet God gives 
nothing to those who keep their arms crossed. These proverbs stole 
away Akoth’s heart, but the Africanness of her loving was still human. 
The wisdom in measure was not visible; her love had no wisdom. 

The love of wisdom has eventually been defined as philosophy, but 
the question of love is perhaps the most fertile subject of literature, 
music and all the arts. It has been described as the greatest 
assurance against regret yet nothing is mysterious in human relations 
except love. To love is to enjoy seeing, touching and sensing with all 
the senses as closely as possible, a lovable object, which loves in 
return.   

The question of the nature of African philosophy has engaged the 
minds of African philosophers for decades. Philosophy implies both 
the process of questioning and the results of this interrogation as 
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embodied in a personal or public enterprise of value to mankind. It is 
an activity of intuition with a visionary quest for wisdom. But how do 
we represent the objects of philosophy? Who rightfully engages in the 
act of philosophizing? Can the artist as well be an agent of 
philosophy, or is philosophy an embodiment of art? 

The dominant part played by the philosophical reflection in the 
elaboration of culture has mostly been a monopoly of the west, so 
that the philosophic enterprise no longer seems conceivable outside 
the framework of the categories, mentalities, concepts and 
experiences forged by the west.  The philosophic effort of traditional 
Africa has always been reflected in vital attitudes and has never had 
purely conceptual aims. Like medieval cosmology, which placed the 
earth and man at the center of the universe, the long philosophical 
tradition of Western art history and aesthetics considered Western 
man and his accomplishments to be the measure of all things. This 
chauvinism was due in part to necessary ignorance: our scholarly 
forebears could not have known about the cognitive complexity of the 
languages and kinship systems of the people they considered to be 
‘savages’. The difference in expression and the communality of 
creation pledged different questions as to what really existed as 
natural or intuition, both of which would be classified as primitive in 
logical connotations but later to be understood as art. How would the 
early man communicate his urge for sex to the other naked human, 
whether it was a man or woman? Would he hold his phallus and 
make groans or would he try to master the act of courtship? Man as a 
generation was purely elevated from the savagery of animals, yet the 
hierarchical study of man into race and continentalism develops a 
general segregation that promotes darwinism as opposed to co-
existence; that evolution predicted other humans to be more human 
than others. There was therefore art and on the other side, stupidity if 
not primitive expressions. There was no existing tradition of written 
philosophy not only to guide their perceptions of the nature of African 
philosophy, but also to constitute a coherent and viable conceptual 
and normative framework that they could explore and develop. 
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Whatever was to exist as factual image of Africa, be it art or 
otherwise was as prescribed by the western anthropologists, the 
ethnographers. They understood art on behalf of those to whom art 
was to be produced. They interpreted such art to those who created 
the art. What was this to mean? 

African philosophy is not a written philosophy, not implying that it 
cannot be written, but that it is basically embodied in proverbs, 
aphorisms and pithy sayings; its philosophicality is not determined by 
writing. Thus, the tireless quest of this imported ethnographers from 
the west always resulted to empty generalizations; that Africans are 
cunning, slow, negligent and ruled by caprice. The Americans were 
considered as tenacious, contented, free and ruled by custom. The 
Europeans, they say, are light, lively, inventive and ruled by rites 
while Asians are stern, haughty, stingy and ruled by opinion. 

The question of whether there is an African philosophy or not was 
largely born out of the popular Western portrayal of Africa in books by 
ethnologists and historians. They popularized the face of an Africa 
that was savage, who could do nothing, develop nothing or create 
nothing, even historical. The bastardized image of Africa raised the 
question as to if the people so described could develop a philosophy 
of their own. If at all they had a cognitive capacity to relate externally. 

Despite Akoth seeking religious assistance, little did he know that 
Otieno was also religious. The objects of art found in his living room 
were made by his friends, some of whom had travelled extensively 
within Europe but now developed concepts of items that reflected 
African thought at this post-modern time. The space for such 
activities was dismal since the number of the village creatives who 
could venture into promoting the same was limited by their in-
exposure towards other dimensions of art production. Generally 
saying, life had different themes that could be understood differently. 
In the village, the theme of life was marriage, agriculture and trade. 
To the western world, it was sex, technology, development and trade. 
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Only trade was similar. The reader must see the village perception of 
sex, that it was a tool of marriage but to the west, sex is just that 
instinct of expression that is independent of any other agencies.  

Each culture traces the unity of these themes, synthesizes and 
organizes them into a totality, based on each culture’s concept of life, 
namely, the relationships between objects and persons and between 
persons and person themselves. Often several arts occur and are 
experienced concurrently—unlike modern societies’ arts, which 
typically reside in museums, concert halls, and books; created, 
performed and experienced by specialists who individually practice or 
appreciate these individual manifestations of paintings, chamber 
music, or literature. In traditional societies like agwara, an entire 
group may make the art and join in its performance. To them, art was 
a communal activity a symbol of culture or togetherness. 

An ethological (biobehavioral) perspective may be helpful here. When 
studying courtship, parenting, and other characteristic activities of an 
animal’s life, ethologists describe what individuals do or accomplish 
when they court, parent, and so forth. Art too can be regarded as a 
behavior by describing what people do or accomplish when they 
make something art—when they “artify”. It is easier to conceptualize 
art as behavior if we think of art as music (chanting, singing, playing 
an instrument) or performing (dancing, reciting, miming, acting, telling 
a story), since these arts take place, like “behavior,” in time. In a 
similar way, one can also think of the visual arts as a process or 
activity rather than the product or outcome of the artifying. 

Otieno’s intuition was superior to that of Akoth; their relative world 
perceptions of art must conflict. The most heartening moment of love 
in its infancy is the realization that you have been mistaken about 
something, and that a whole framework of crystals has to be 
destroyed. You begin to feel doubtful about the entire process of 
crystalisation. Akoth was doubting Otieno’s wealth, but she was in 
love; Otieno was not sure if this curse of bachelorhood had left him. 
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The French writer Stendhal described this as a process of mental 
metamorphosis in which unattractive characteristics of new love are 
transformed into perpetual diamonds of shimmering beauty. He is the 
one who coined the word crystalisation, which is natural and evolves 
from the feeling that the degree of pleasure is related to the 
perfections of the loved one, and from the idea that ‘She is mine’. 
Doubt creeps in; first a dozen or so glances, or some other sequence 
of actions. Otieno is to be met with indifference, coldness or even 
anger if he appears too confident. A woman may behave like this 
either because she is recovering from a moment of intoxication and 
obeying the dictates of modesty, which she may fear she has 
offended; or simply for the sake of prudence or coquetry. Otieno and 
Akoth shared the same culture of agwara village but their exposure 
was different. To this end, it is only rightful to say that human cultures 
have developed as ways of addressing and satisfying evolved 
individual emotional needs and motivations; that culture is an 
outgrowth of evolved psychobiological predispositions. This will be 
expounded more on the next chapter. First, lets interrogate the origin 
of art. How did it start that the world now claims to have art and 
culture? What is art? What makes some work of art to be termed art? 

Origin here means that from and by which something is what it is and 
as it is. What something is, as it is, we call its essence or nature. The 
origin of something is the source of its nature. The question 
concerning the origin of the work of art asks about the source of its 
nature. On the usual view, the work arises out of and by means of the 
activity of the artist. But by what and whence is the artist what he is? 
Art is present in the artwork. But what and how is a work of art? 

The nature of art would then be decided based upon the truth of 
beings setting itself to work, be it the artist or the objects to be 
artified. But until now, art presumably has had to do with the beautiful 
and beauty, and not with truth. The arts that produce such works are 
called the beautiful or fine arts, in contrast with the applied or 
industrial arts that manufacture equipment. In fine art the art itself is 
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not beautiful, but is called so because it produces the beautiful. Truth, 
in contrast, belongs to logic. Beauty, however, is reserved for 
aesthetics. Art becomes an imitation or depiction of reality because 
the reproduction of what exists requires, to be sure, agreement with 
the actual being, some adaptation to it. The work of art, however, is 
not just the reproduction of some particular entity that happens to be 
present at any given time; it is, on the contrary, the reproduction of 
the thing's general essence. But then, where and how is this general 
essence; so that art works are able to agree with it? To this case, 
essence is equated to reality and we seek the reality of the artwork in 
order to find there the art prevailing within it. 

The origin of the artwork is art. But what is art? Art is real in the 
artwork. Hence we first seek the reality of the work. In what does it 
consist? 

The attempt to interpret this character of the art work with the aid of 
the usual concepts has failed—not only because these concepts do 
not lay hold of the artistry features, but because, in raising the 
question of its substructure, we force the art work into a preconceived 
framework by which we obstruct our own access to the processes of 
making the art work. Art is the origin of the artwork and of the artist. 
Origin is the source of the nature in which the being of an entity is 
present. What then becomes art? We seek its nature in the actual 
work. The actual reality of the work has been defined by that which is 
at work in the work, by the happening of truth.  

To create is to cause something to emerge as a thing that has been 
brought forth. The work's becoming a work is a way in which truth 
becomes and happens. It all rests on the nature of truth. But what is 
truth?  So that it has to happen in such a thing as something created. 

Accordingly the nature of art has been defined to begin with as the 
setting-into-work of truth. Yet this definition is intentionally 
ambiguous though keenly into reflection, art is to be seen as the 
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creative preserving of truth in the work. Truth, as the clearing and 
concealing of what is, happens in being composed, as a poet 
composes a poem. All art as the letting happen of the advent of the 
truth of what is, is, as such, essentially poetry. The nature of art, on 
which both the artwork and the artist depend, is the setting-itself-into-
work of truth. It is due to art's poetic nature that, in the midst of what 
is, art breaks open an open place, in whose openness everything is 
other than usual. 

If all art is in essence poetry, then the arts of architecture, painting, 
sculpture, and music must be traced back to poetry. That is pure 
arbitrariness. It certainly is, as long as we mean that those arts are 
varieties of the art of language, if it is permissible to characterize 
poetry by that easily misinterpretable title. Nevertheless, the linguistic 
work, the poem in the narrower sense, has a privileged position in the 
domain of the arts. 

Language, by naming beings for the first time, first brings beings to 
word and to appearance. Only this naming nominates beings to their 
being from out of 'their’ being. Thus, poetry must take place in 
language because language preserves the original nature of poetry. 
Consequently, the nature of art is poetry. The nature of poetry, in 
turn, is the founding of truth. Art is the setting-into-work of truth. 
In this proposition an essential ambiguity is hidden, in which truth is 
at once the subject and the object of the setting. Art lets truth 
originate. 

We inquire into the nature of art. Why do we inquire in this way? We 
inquire in this way in order to be able to ask more truly whether art is 
or is not an origin in our historical existence, whether and under what 
conditions it can and must be an origin. Such reflection cannot force 
art and it’s coming-to-be. But this reflective knowledge is the 
preliminary and therefore indispensable preparation for the becoming 
of art. Only such knowledge prepares its space for art, their way for 
the creators, their location for the preservers. 
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Otieno too was in love with Akoth just as much as Akoth was in love 
with him. To save this fantasy and make reality out of it, Otieno was 
to indulge Akoth into lessons of art appreciation, to remove from her 
mind such abstract preservations as illuminati, evil, pervert or 
immoral. She was to learn how to view art as work of art. But how 
was this possible? Will Otieno play his nyatiti and sing? 

On the second Thursday night of their acquaintance, Otieno decided 
to explore the sexual extremes with Akoth. The word pedagogy would 
never leave Akoth’s mind after that night, for she experienced love 
and Otieno called it ‘pedagogy one’. 

The collections were symbols of other cultures; itemized as memories 
that connected Otieno to areas he had practiced medicine in the past. 
Perhaps he would never visit such countries, but he loved their 
people. It was then that Akoth decided to visit the Jaramogi Odinga 
Museum, just within Bondo township and learn the importance of 
collections. Surprisingly, she never knew that there was a museum in 
the area and to her academic adventure, she saw items that 
belonged to her own agwara tribe; items which at that time were 
considered antiques or priceless for they couldn’t be traded. There 
was the traditional three-legged stool, the hunting spears, shields 
made from buffalo hides, leopard skin dresses, the milk gourds and 
even whisks. She knew less about them but could notice her curiosity 
to bond with such preserved histories. After all, her tribe was luo and 
Otieno had said the items in display belonged to their ethnic clan.  

When a work of art is brought into a collection or placed in an 
exhibition we say that it is "set up." Economists would later describe 
exhibitions as a celebration of free trade policy or rather, some 
demonstration of economic progress through industrialization, and a 
glorification of an affluent future through social accumulation. Simply 
put, exhibitions arise from the spirit of entrepreneurship. They help in 
the study of different cultures of different times thereby providing an 
overview of human past and present. This implies assumptions to the 
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progress of civilization or rather technology, art and industry. Such 
events not only encourage artistic production, they also improve the 
application of art and design to industries. 

  

A picture hanging on Otieno’s wall during Akothes first-ever visit for sexual 
ecstasy. It made her feel as though she had just given off her virginity to the 

devil; the picture portrayed Otieno as not God fearing at all. 
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Exhibitions provide a favourable opportunity for the study of 
contemporary conditions and to find new aesthetic solutions to the 
problems with which many writers and artists are struggling; the way 
in which artistic reflection and production can respond to the socio-
economic conditions and represent the capitalist reality at any one 
time, a reality which in many traditional aesthetic categories is 
challenged or even understood to be obsolete. 

The eye opeining visit to Jaramogi Odinga Museum in Bondo 
triggered Akoth’s interest to travel wide and see what other similar 
institutions elsewhere had set up for display. It was the right time to 
remind Otieno of his Nairobi promise. Akoth had always been hopeful 
that someday, he will visit Nairobi and become a resident. This was 
like a dream come true. Besides, this sex was real! 

In Nairobi, there were many other places, both formal and informal. 
There were festivals too. Akoth’s first visit was the National Museum 
of Kenya headquarters, which by chance happened to be next to the 
University of Nairobi. This made her tour to be more enjoyable. He 
could see the place where Kenya’s intellectualism was being brewed 
and during such a walk, also saw the various artifacts that expressed 
knowledge in that institution for higher learning.  

Coming from a relatively small village in Bondo, Akoth’s Nairobi visit 
was confronted with an abundance of material objects generated by 
enlightenment, capitalism, industrialization, and international trade. 
These impressions challenged many of her previous doubts about 
Otieno. She now understood how everything becomes 
commercialized, even architecture. At the same time, being 
surrounded with cultural objects from all over the world, Akoth was 
inspired to think of universal principles by which art and architecture 
are driven. Loving Otieno was truly a blessing and she was going to 
accept it with open arms and if need be, open legs too.  
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“Collect things you love, that are authentic to you, and your house 
becomes your story” 

- Rukia Abubakar Adhengo 

 

Karanja and Fakoyama were doing well in their newly found 
happiness; both considered their marriage a gift from the gods. 
Blessed with two children, they could only explore love to it’s sensible 
depths and enjoy life with such moderations that described their 
acquired status in such a neighbourhood that they now lived. Karanja 
had new friends and important customers who preferred to send him 
on item search. Often he would bring back the art needed but each 
time on such expeditions, he would travel with his family.  

Karanja’s art started from beadwork and later progressed into being a 
middleman for the basketry and pottery that he bought from the 
women of agwara village. He realized that his artistry and 
specialization, though, was of making ornaments from beads. 

Like nature, ornaments consist of basic types and symbols reflecting 
their specific social, political, and economical conditions, as well as 
its scientific understanding of the world. For Karanja, the task of good 
artwork is to communicate these aspects and to become the 
‘speaking expression’ of its time. In this sense, museums would 
provide a crucial space because they allow for the study of objects 
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and therefore a discovery of the empirical laws and facts on which an 
artist reflects and creates ‘living analogies’. 

The most intriguing question would be how an artist gets to exist. Is 
the artist defined from his association with other artists? Is the 
production of art entirely individualized? How does organization of art 
as art arise?  

We live in a post-modern era where technological progress is based 
on a creative economy with major fundamentals in art. The process 
that our industries and the whole of art will inevitably follow is clear; 
that everything will be designed for and tailored to the marketplace. 
Economists insist that we should and must recognize the 
fundamental dependency of industrialization on capitalism and the 
emerging definitions of commodity within this general exhibition of art 
as work of human intellect. Where the ends justify the means and 
need forms a trigging thought in art production. 

In the nineteenth century after the industrialization era, the free trade 
principles which promoted design and necessity brought with them 
elements of commoditization, where subsistence and self 
nourishment ceased to be the major concern of innovation and 
everything was to be produced for the market.  

A marketable piece of art should therefore allow the broadest 
possible use and elicit no associations other than what the object‘s 
purpose and material permit. The place for which it is designed is not 
determined; as little known are the qualities of the person whose 
property it will be. It should possess no characteristics and local 
colour, but should have the quality of harmoniously agreeing with 
every surrounding. The artist should therefore aspire to produce 
incomplete products, perhaps abstract consummation of his 
originality to allow for multiple appreciations of such works. For if he 
puts purpose in his work of art, he has decided the intended 
consumer.  Capitalism thereby gets to be defined as an economic 
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and political system in which a country’s trade and industry are 
controlled by private owners for profit, rather than by the public. In 
other words, arts become a tool for kleptrocracy, a development 
which is beyond the scope of this book. 

With such definitions, universality of art was a core. Capitalism 
makes the artist dependent and unfree to express his individual truth. 
He is caught within the allegory of the market space and blurred by 
visions reflecting objects that could be said to be unreal. However, 
individual expression is always obtainable to a certain extent as long 
as the object has some usefulness or intended purpose and does not 
exist simply for itself. 

Capitalism neither seeks historical awareness nor ‘true 
representations’ but is only interested in market revenues. This is 
the genre towards mass production of art, the understanding towards 
how certain pieces of art get to be produced in large numbers while 
others, up to today, still remain unique isolated pieces. Mass 
production of art is inclined towards the usefulness of the object while 
the latter remains to be for sharing truth. To this end, the 
commoditization of art reduces the essence of art in itself.  

Art work as we have discussed in chapter III has been 
conceptualized differently to be understood correctly as a reflection of 
truth. On this note, what does the reader think of theatre, does it 
reflect the truth? What is drama? 

With the growth of capitalism, and so did the agency of drama 
emerge, to serve as a tool of propaganda. These acts deceived the 
consumers desire for such industrial products so promoted, simply 
because the performances were deliberately staged. The main aim 
was to promote the usefulness of such chosen objects of art; the 
commodity’s essential characteristic is the perpetual reoccurrence of 
the same theme, and the experience of the commodity as the 
perpetual reoccurrence of the same theme forms the basis of modern 
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experience. A programmed cultural appreciation of selected objects 
of art for purposes of promoting trade and profits. This was not art, 
because reflections on the present conditions were dwarfed, which 
meant neither innovation nor progress. The capitalist definition of a 
commodity reduced the essence of art, for an object cannot be 
universally the same at any space of time. Art reflected the truth of a 
place; it was an individualized expression, a living analogy. By 
repeating a theme, the consumer was programmed to develop such 
desires for a piece of art as availed in the marketplace.  

To the artist, the work is intended to reach a desired audience who 
would appreciate it for its intrinsic truth. For the capitalist bourgeoisie, 
the piece of art has to be consumed in a market place and the only 
noticeable sign of appreciation is profits, there is no audience but 
consumers who should become accustomed to the product. The 
artist must therefore produce his work of art as a reflection of truth or 
expression of a certain intuition. The capitalist tries to create a 
different understanding of the same truth through his art education, 
which would be defined more as marketing strategy (see chapter v). 
The truth of the genuine artist is isolated from time and has its own 
space; such works transcend the human continuum and can only be 
displayed in a museum. Every artist wills to have his work exhibited, 
to gain in critic but also to display whatever was to be expressed.  

Exhibitions should therefore not be seen as avenues for selling works 
of art, but rather as modalities of classification. A museum gets a 
different taste from the Obama open-air market in Bondo however 
much attractive the latter displays its products of art. Classification is 
concerned with doubt and analysis of the work of art, which allows 
the creation of new forms and ideas by integrating the fully 
understood historical information. Notwithstanding the capitalistic 
commoditization of art; objects of ‘artistic activity’ have always 
been part of trading, and trade has existed in every culture and in all 
times, despite the stages of civilization, and even before architecture. 
The commodity as such is therefore a universal principle independent 
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of time. But the commodity as a mass-produced object of trade 
whose main purpose is to serve the needs of the market seems to be 
new in the age of industrialization and derails from commodity as a 
currency. Capitalist production has not only superseded the old 
‘order of things’ where the artist controls his own designs in his 
workshop but also endangers the creation of knowledge by interfering 
in the order of creating knowledge and this affects the progress of 
civilization which is a natural human endeavor. For civilization must 
always be dependent on innovativeness. 

Collections and public monuments are the true teachers of a free 
people. They are not merely the teachers of practical exercises, but 
more importantly the schools of public taste. Collections are 
supposed to play an important role in the current stage of ordering 
and classifying objects.  

Is the marketplace a space for collection? What is the difference in 
roles of art between the market display and exhibition in a museum? 
That the museum is for objects of art that were created for no 
particular place or purpose? Are museums themselves commodities 
of capitalism? Is art better when produced by hand or is it better 
when produced by machine? If we were to quantify art for the market, 
what would be the criterion for defining perfect? Would the machine 
produce more perfect art than the individual hands? What is perfect? 

When the artist has produced a work that can be classified as art, it is 
only logical to collect it under association of genres. Could either be 
works of performance or works to be viewed in static; thereby, an 
artist categorizes his work as visual art or performing art. Exhibition 
can generally mean many things according to the underlying intention 
of such an act, which is to display the works of art. It can include 
concerts, festivals and many other imaginations of artistic 
interactions. All of which are intended to make known the work of art. 
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“Wave after wave has brought to our shores beautiful and 
mysterious treasures from unknown worlds: figurines, animals, 
fetishes, masks, ceremonial or useful objects. They are called 

primitive for want of a better name…what could never have been 
written is there, all the dreams and anguishes of man. The hunger for 

food and sex and security, the terrors of night and death, the thirst 
for life and the hope for survival.” 

- Boaz Adhengo 

 

The two friends converged in art. Karanja was a middleman, an agent 
of expression who joined into art from the profit making perspective. 
In modern time, Karanja does what is called marketing. 

Throughout this book, we have visited the origin of art, the process of 
arting and artistry. We have also seen what truth becomes of such 
works and the importance of reflection in creating works of art. The 
middleman who connects the artist to his desired audience therefore 
plays a key role in organizing the development of art in itself however 
much such middlemen have been seen  or termed to be capitalists.  

The artist creates from his own intuitive activities but the reflections 
that influence such originalities are gathered from his niches of 
interactions. The artist understands that in such process of creating 
art, he is not the sole witness of need or necessity and usefulness. 
The beginning already contains the end latent within itself. A genuine 
beginning, however, has nothing of the neophyte character of the 
primitive. The primitive because it lacks the bestowing, grounding 
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leap and head start, is always futureless. It is not capable of realizing 
anything more from itself because it contains nothing in excess of 
itself than that in which it is caught. Genuine art is therefore 
influenced by primitivism in as much as such definitions have gained 
semantic deviations since the era of industrialization and colonialism.  

Artistic organizations have often been founded to meet specific needs 
(to form pressure groups, organize festivals or exhibitions, improve 
representation in the market) and are generally the product of one 
person’s labour; someone who leads the group as its president or 
secretary. Nevertheless, the arts have a long history of bringing 
people together across boundaries – increasing understanding 
across disparate and historically unequal groups, and supporting the 
agency of underrepresented communities to create, maintain and 
share their own stories. Thus, in as much as capitalism defines the 
business portfolios inclusive of marketing; within art we don’t need to 
rightfully define the middlemen as marketers. The correct term is ‘art 
managers’ or art administrators since they mostly concern with 
collection and distribution of objects of art. They also set the trends. 

The curtain has risen on a new economic era in which every business 
is a stage, and companies must design memorable events that 
engage customers in an inherently personal way. Arts organizations 
face the challenge of appealing to four very different age and life 
cycle groups: mature adults; baby boomers; thirty or forty 
something’s, who often have children at home; and the younger set, 
the members of Generation X and Generation Y. Each of these 
generations is characterized by a different level of exposure to and 
interest in the arts, by different life cycle factors that affect their 
propensity to attend arts events, and by differences in lifestyle that 
strongly affect which marketing messages and media are most 
effective in attracting them to be audiences of art. 

Arts marketing have come a long way in recent decades. However, 
many arts managers continue to rely on methods that worked well in 
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the past, and in doing so they are missing opportunities to keep up 
with the changing lifestyles, needs, interests, and preferences of both 
current and potential patrons. Marketing is a sound, effective 
technique for creating exchanges and influencing behavior. When 
properly applied, it is necessarily beneficial to both parties involved in 
the exchange. The highest volume of exchange will always be 
generated if the way the organization’s offering is described, priced, 
packaged, enhanced, and delivered is fully responsive to “where 
the audience is coming from.” The key to sustaining and 
developing cultural consumption at arts organizations is to adopt a 
customer-centered approach to marketing. Successful arts 
organizations systematically study customers’ needs and wants, 
perceptions and attitudes, preferences and satisfactions, and then act 
on this information. This does not mean that artistic directors must 
compromise their artistic integrity or cater to every consumer’s whim 
and fancy. 

Perhaps the reader needs to have specific definitions of the new 
words, artistic director and art manager? We have indulged the 
process of creativity and production of art as involving intuition, 
expression and the object itself. But what happens to the 
independent object so created? 

Arts administration (alternatively arts management) is the field that 
concerns business operations around an arts organization. Arts 
administrators are responsible for facilitating the day-to-day 
operations of the organization and fulfilling its mission. Arts 
organizations include professional non-profit entities (e.g. theaters, 
museums, symphonies, jazz organizations) and many other smaller 
professional and non-professional for profit arts related organizations 
(e.g. auction houses, art galleries, music companies). The duties of 
arts administrator can include staff management, marketing, budget 
management, public relations, fundraising, program development and 
evaluation and board relations.  
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Another frequent term is patronage, which is basically the support, 
encouragement, privilege or financial aid that an organization or 
individual bestows to another. In the history of art, arts patronage 
refers to the support that kings, politicians and the wealthy have 
provided to artists such as musicians, painters and sculptors. Art 
patronage mostly resulted in the building of great cathedrals and in 
the recent past, great hotels.  

People know what they like and often do not want to take risks on 
what they do not know. Many arts organizations fail miserably in their 
marketing communications at answering the questions prospective 
patrons have in their minds: Will I like this show? Will I understand it? 
Do I need to understand it to enjoy it? Will I feel comfortable there, 
and will I fit in? What relevance does this performance or exhibition 
have to my life? Arts marketers must make a sincere effort to get 
inside the heads and hearts of their publics. Managers who blame 
external forces for a decline in audience size; believing the problems 
are out of their control, are likely to fail. Managers who implement 
marketing strategies relevant to their target audiences are realizing 
significant successes. 

In as much as capitalism reduces the essence of art, the patronage-
client relationship becomes an important development in the purview 
of artistry. A business man in as much as he encourages the mass 
production of art for the purpose of making a profit, he can as well be 
an instigator towards innovation by testing new intuitions. This 
becomes the origin of adverse technological breakthroughs which will 
depend in the good we get from art as art and what such good makes 
of the community. Whether such goodness can be preserved by 
associating the artist within the relationship of patrons and clients or 
whether the artist is best when he is just on his own still remains a 
mystery to be solved. And in this era, creativity hubs have cropped 
into existence to fulfill the patronage desirability, for without funds, 
there is no innovation. But can the artist exist without patronage? Can 
the artist exist devoid of association with other artists? 
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Presenting quality art is and always will be the primary objective for 
all arts organizations in realizing their mission. Yet the ultimate artistic 
experience is the communication that happens between the 
performers and the audience. Without an audience our arts 
organizations would have no reason to exist. Marketing is what 
facilitates this communication. Effective marketing is an absolute 
prerequisite for success, and to be consistently successful, marketing 
managers must continually monitor their environment and keep in 
touch with changing preferences of their current and potential 
markets. Marketing involves answering questions such as: Who is the 
customer? What does the customer value? How can we create more 
value for the customer? Then the organization must act on this 
information by improving its offerings to better meet its customers’ 
needs and this art becomes an expression of intuitions from without. 

Arts marketers often ask how they can attract more people to attend 
their organizations’ performances. An important consideration is not 
just identifying the factors that will entice people to attend but also 
identifying and breaking down the barriers that prevent people from 
attending. This is where we introduce strategic marketing, which will 
always consists of three steps: segmentation, targeting, and 
positioning. The marketer first identifies a variety of dimensions along 
which to segment the market and develops profiles of the resulting 
market segments. Then the marketer selects segments to target, 
choosing those that offer the best opportunity to realize the 
organization’s goals. Finally, the marketer designs marketing 
strategies and positions the organization and its offerings to have the 
greatest appeal to the target audience. Often, different strategies 
need to be designed for distinct target segments and for unique 
campaigns. Different people could be interested in a unified product. 

The mission of capitalism is to decrease poverty and give chance to 
the poor people to get access to wealth, and this is a measure of 
resourcefulness. The artist cannot create if the environment is 
oppressive, if his basic needs are not available. Marketing in arts 

Marketing for Creative Arts 
 

36 



could be the agency that promotes civilization, the avenue of 
implementing urbanization programs. But how is this possible?  

People tend to make a sharp distinction between art and 
entertainment and have a strong or even an exclusive preference for 
one over the other. Entertainment is that which you receive without 
effort. Art is something where you must make some kind of effort, and 
you get more than you had before. This effort is partly a matter of 
repeated exposure and partly a function of arts education, something 
arts organizations pay less attention towards. Individuals are by far 
the largest source of contributed income for arts organizations in 
comparison to patrons. The reliance on contributions from loyal 
attenders means that with a continuing decrease in the subscriber 
base, new strategies must be developed to attract contributions from 
single buyers as well as to sustain and grow a loyal audience. While 
arts organizations sell artists and repertoire, consumers are buying 
spiritual journeys, emotional therapy and better relationships. Not 
everyone understands the importance of art, but most agree that art 
has a tendency to connect people. Similarly, people want healthy 
teeth, not toothpaste; they want their cars to run, not a trip to the gas 
station. And if attending some art event, they want it to respond to 
their necessities at that time. Some people want to fully engage and 
learn something every time they go out, whereas others prefer a 
more passive, disconnected experience. A small segment of the arts-
going public seeks to be challenged by unfamiliar art, but many more 
arts attenders prefer the comfort of revisiting familiar works. 

Buyer readiness is a function of four factors—awareness, interest, 
desire, and action—known by the acronym AIDA. Awareness, the 
first factor, is a function of how much people know about your 
organization and its offerings; second is their level of interest in your 
organization and its programs; third is their desire to attend a 
performance or exhibition; fourth is their readiness to take action—by 
actually purchasing a work of art or a ticket to some performance. 
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It becomes evident that when the artist produces his art, there is 
need for nourishment, for continuity and recreation. The motivation 
comes from public appreciation of such works of art, which would be 
purchased or exhibited in professional displays, be it museums, 
festivals or galleries’. This chapter has differentiated the role of the 
artist from that of the administrator; you can’t create and market your 
artwork from the independent perspective of individual. There is need 
for some organizing, some process of exchange and the segment so 
identified as consumers of such works. In other words, there is need 
for a production and its intended audience, the association process. 

The artiness of art, the truthiness of such representations and the 
intuitions that share in meaning to local realities are what define the 
ingredients that make works of art be seen as art. Essence of art is a 
specific analogy which calls for economies of scale; specializations 
on the entire processes of creativity. In this sense, creativity includes 
administration of such art to the public, either as gifts or objects of 
consumption, in which case art results into technology and 
development to which the western academia has called ‘innovation’.  

For a more elaborate understanding, the next section will unfold a 
single case study of a jukebox artist who uses visual commentary 
and comedy to create his own story and niche his market. A 
profession he started for purposes of increasing DVD sales in his 
small shop somewhere in Nakuru. He calls himself DJ Afro! 

A DJ is a technical-creative professional from the entertainment 
industry, who uses his musical culture and dance floor psychology, in 
order to insure a creative, consistent and flexible musical sequence. 
Permanently updated with the latest and most timeless musical 
records, the DJ reproduces a musical selection in real-time, without 
resorting to limited, premade playlists. It’s his job to be responsible 
for a careful management that allows a continuous musical repertoire 
and a harmonious integration of the music in the environment of the 
event. Being able to reproduce any musical genres in any of his 
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performances, the Jukebox DJ is versatile and knows how to 
evaluate the public’s receptivity and aims to work a party based on 
his sensitivity to the public’s acceptance of the songs playing. A safe 
technique allows the DJ to make his performance more flexible, by 
cutting and mixing songs in real time, in order to assure a composed 
dance floor and ensuring a capable and musically interactive set, 
without imposing exhaustive songs. 

 

CASE STUDY: DJ AFRO AMIGOS 

For anyone who grew up in the city of Nairobi, the trends of crime have 
always categorized the citizenry accordingly to ones ethnic orientation. The 
Maasai are widely known to be primitively stupid, uncreative and best as 
guards who often stole tyres from motor vehicles wherever they worked. The 
Kikuyu are known to be violent thieves, confused hustlers with a prowess of 
business. Luo men are known to be argumentative, political minded and 
loverboys, actually romantic; luo women are known for their full basting 
behinds, commonly called adhiambos. Lastly the Abaluhya is fond of 
chicken and tea. These are the common tribes that define Nairobi whenever 
focus is given to trade and Darwinism.  

With such understanding, and given that Nairobi is a business hub in Kenya, 
a top comedian has tapped into the market niche and created a brand of his 
own art. Joseph Mwigai who goes by the studio name, Dj Afro started his art 
of broadcasting movies in 1996. He asserts that during his childhood days, 
the Kenya Film Commission used to promote mobile cinema into the 
villages, that such movies were projected onto a wide white surface that was 
normally made of canvas and pinned on to the side of a cinema vehicle.  

Since most movies that were projected in the 80’s were mainly for purposes 
of running advertisements to the villages, they had no sound and the picture 
quality was pathetic; they were mostly in black and white. And given that 
many villages lacked the pleasure of creative understanding, a translator 
service was often initiated but mainly the translators focused on the motion 
images as could be understood by the selected audience and not the words 
on the script of the film. These projectors mainly used film rolls.  
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In 1999, digital cinema projectors were being tried out in some movie 
theatres. These early projectors played movies stored in a server and played 
back through the projector.  By 2009, movie theatres started replacing film 
projectors with digital projectors that could broadcast clear images and 
produce quality sound. More so, the traditional film projectors were 
cumbersome, bulky with parts that needed conjoining. With advancement in 
technology, the film projectors became obsolete and gone were the days 
when film commentary was a necessity in public cinema shows. But the 
majority of the crowd that could enjoy movies was to become divided 
because the modern cinema would now focus on the learned demography’s 
of the Kenya populace, and this resulted to a major decline in cinema 
appreciation let alone revenue from the film.  

The public appreciation of art in Kenya has always been inconsistent, 
unpredictable and expensive to engage. Producing film in Kenya was almost 
impossible, only to be afforded by state agencies which promoted the 
government propaganda as opposed to entertaining the citizenry. It was only 
in 2007 that media agencies understood the need to broadcast for the 
citizen as opposed to broadcasting as a routine. With such an attitude, they 
increased sales and other competitive productions have been innovatively 
created. Consider, papa shirandula which replaces the state owned program 
Vitimbi; we have Beba Beba, Aunty Boss, Gumbaru School, Mahakama and 
many more. All broadcasting in popular languages like sheng and Kiswahili 
dialiects with the intentions of reattracting the lost audiences who are mainly 
considered illiterate but still with abilities to appreciate art or able to do so. 
This increases information sharing as the interest for updates and 
production receives a local support that would otherwise remain neglected.  

Now, lets get back to Dj Afro Kimoda. He realized the gap that existed in the 
film industry and decided to take a leap. In his experience as a movie 
salesman, Kenyans declined to buy films that were too intelligent or acted in 
queens English. They also wanted to relate their local worldview with the 
global happenings. The popular scenes in Kenya were violence, police 
corruption, fornication, crime and poverty. This was the open description of 
Kenya, and for a Kenyan to purchase a packaged cinema; it had to relate 
these vices. Besides, the percentage of Kenyans visiting movie theatres 
remained low and was treated as an activity of societal categorization where 
the rich or isolated individuals enjoyed such privileges.  
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Dj Afro reproduces the audio of a movie without any precautions to patent; 
he raises his expectations from a middleman perspective; the art 
administrator concerned with realizing more sales for his movie 
merchandise. He is therefore versatile and knows how to evaluate the 
public’s receptivity and aims to work a home theater based on his sensitivity 
to the public’s acceptance of the movies showing in box offices.  

By renaming the casts of the movie with local names, he brings the 
production close to the viewer who at many a time is considered illiterate or 
without taste for such movies in their original forms.  He mixes comedy and 
appeals for emotions to justify his story which many a times is a complete 
opposite of what is being acted. Dj Afro rests his fundamentals on visual 
interpretation, by placing his purview on the primitive viewer who 
appreciates movies with higher percentage of violence or sex. Basically, this 
lauds the definition of art, as an expression of sexual instinct or a violent 
intuition that is being humbled harmoniously. He distorts the original unity 
the movie has into a chaotic harmony that targets nothing other than profit 
from sales. After all, he is a kimoda. 

Thus, Joseph Mwigai has managed to increase sales of his acquired art, 
which is specifically movie commentary. And now he has developed a 
collection of his reproductions. He has managed to create an audience for 
his collections and all these by focusing on the history of film, recreating the 
projector effect in this digital world. Generally, art exists devoid of space and 
time, it is historical. The projector effect as applied to the digital media where 
translator and commentary portfolios are included enhances the audience 
involvement towards consuming such mass produced arts or just 
appreciating such creativities as displayed. Joseph Mwigai understands that 
the segment of the population that has purchasing power is also the same 
percentage that has experience of motion pictures from projectors. 

Dj Afro is an art administrator, a middleman who collects products of art and 
repackages them to better realize his profit margin as set. To a better effect, 
he could qualify as a patron to the Kenya Film Industry by reinvesting his 
potential generatively amongst like-minded young artists to produce his own 
movie and give commentary for it other than abusing other peoples 
intellectual property. Art is not about increasing sales, art is a currency on its 
own, with a value that surpasses the monetary unit. It is emotional, it is 
priceless. 
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If most artists, be they of visual or performing categories could indulge in the 
same effect as experientially exposed by Joseph Mwigai, then the truth in art 
will not be a necessity for producing art other than the consumerism effect of 
promoting the capitalistic goal as oriented by such works of art. Dj Afro 
insists that he is doing promotion of such movies and enhancing sales, but 
many believe that he is abusing intellectual property rights of the production 
process or creative commons act. Consider how much trouble it would cost 
to produce a movie clip; obviously the cast know whom their target audience 
should be. Joseph Mwigai abuses the set criterion and makes the movie a 
product to be accessed by consumers of all ages. To him, he is a kimoda, 
a name that signifies rudeness or masculinity. So, is kimodaness artistic? 

We should see the effect of putting currency to art and learn from such 
consequences as displayed publicly by Joseph Mwigai. Perhaps his 
understanding of art depicts legacy, violent innovations or ethnic sidelining. 
To him, his art has a different essence, but what the genuine artist must 
know is that all art has a unified essence, which is the reflection of truth, the 
expression of original ideas that begin as intuitions. Art is not interpretation. 
To us researchers, Joseph Mwigai is publicly appreciating art and sharing 
his opinions. And he makes money by selling his opinion, which he 
packages artistically to be probably displayed as art. Opinions are free and 
should not have any currency on them, for they can’t be assessed using the 
intellectual property laws. Facts on the other hand are sacred, truthful and 
original. What Joseph Mwigai needs to do is to engage in the film industry 
and produce a movie of his own undertaking. He can therefore try and see 
the energy of original concepts and a reflection of his truth; only then will he 
know if he is popular as a politician or popular as an artist.  
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