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For the many years that the debates on culture and development have 
progressed, not even a single publication on the issue of creative 
economies exist in Kenya, all you get is departmental reviews by 
international agencies, who neither publish them for general access or 
share it with those from whom the information is gathered. The stable 
documents about creative industries are and remain examples from 
Europe, America and now Asia. Scientists have brought about the 
evolutionary analysis of the problem, and they claim a genetical 
mutation, where the ADD gene is lacking within the African 
population, this means that creativity is a hub, a limited activity, an 
imagination if you wish. It is a process to be developed and not to be 
experienced as the case with the western world. 
 
This work owes its existence largely to the diligent efforts of Project 
Nabuur Capital to be involved in the creative economy sector of 
Kenya. A look at the cultural industry is promising yet unrealistic, 
with the government proud of the increasing profit margins which 
remain illusionary to the local communities from whom the 
production originates. Perhaps the value addition as practiced by the 
government is exploitative, capitalistic if termed the Marxist way. 
The people contributing to the national wealth -- which is 
increasingly enjoyed by a few -- remain eroded of their traditional 
ways upon discovery that they can also enjoy the wealth of their 
creation. They in turn become dissatisfied with their own cultures and 
eye for the entrepreneur relation as practiced by the patriarchal 
bourgeoisie. Exploitation begets exploitation, a country where the 
governments exploit their citizens and the citizens’ strife to exploit 
their governments. Democracy loses meaning as those in power fail 
to let go their own interest, they enter into these positions as elected, 
turn greedy and dictatorial with enjoyments of the time. Poverty 
alleviation remains a slogan as aid dependency becomes the norm of 
the day. 
 
The concept of innovation is applicable closely to everything, as 
much as the human development is a problem. Creativity is just a way 
to fit into the world, like a strategy for the survival in this time of 
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evolutionary technological advancements. This is not to brand this 
book a religious debate, as evoking the questions of evolution

1
 tends 

to diffuse religious concepts of morality. We must entirely understand 
that when considering development, we might be forced to eventually 
forego our specific moral inclinations; we must be creative beyond 
our cultural limitations. These are the benefits of globalization. 
 
Creativity in itself has relative connotations, depending greatly on the 
cultural limitations, the religious dogma and the strand of civilization 
a society is in possession of at any given time. Thus, creativity in the 
western world is driven through technological advancements whereas 
in the third world it is driven by our superstitious inclinations. We are 
as creative as our belief system, and to some, blasphemous is a 
common description of our creativity. Scientists argue in line with 
genetics of some attention deficit disorder genes as seen in humans, 
such genes which are occasional to the few who in real time have 
been subjects of exploitation, for they cannot relate their own 
innovation; thus, political administrators incline such productivities in 
unethical magnitudes that could be termed generational cursing of a 
countries potential to emerge victorious. We thus need to fight these 
corrupt vices and give the workmen his worth in dues. 
 
That Attention Deficit Disorder (ADD) may have evolved because it 
increases creativity and inventiveness of the population is seen in the 
geospatial difference of the continents. Africa is a land of milk and 
honey, barely participant in the global problems of agriculture 
because the abundance is readily available but the intellect to harness 
such abundance has been lacking for decades. To the east and further 
eastern, the adventure connects to the west. The further you move 
from Africa, the more difficult the world conditions become, and this 
prompts a strategy for survival; thus the migrated African suffers 

                                                                 
1
 While Darwin’s Theory of Evolution is a relatively young archetype, the evolutionary 

worldview itself is as old as antiquity. Ancient Greek philosophers such as Anaximander 
postulated the development from non – life and the evolutionary descent of man from an 
animal. Charles Darwin simply brought something new to the old philosophy –plausible 

mechanism called natural selection, which acts to preserve and accumulate minor advantageous 
genetic mutation. 
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mutation into becoming a new race, forced into emergence from 
utopic climates that are filled with cold, with soil so frozen that 
agriculture becomes seasonal and gardens are private imaginations. 
The natural garden found in Africa is no more; it will need to be 
reinvented in the far east where hot desert is a culture shaper and even 
further eastern to connect as west, where ice-desert has shaped culture 
adversely.  
 
To this end, and owing to mutations available beyond the African 
continent, it is rightful to infer that the attention deficit disorder is 
truly a genetic condition and whereas it is in higher percentages in 
Europe and America (say 34%) in Kenyan population

2
 we estimate it 

at 5% , yet as low as it stands, these creatives still export outstanding 
handmade products of their ethnic cultural inventions abroad, not by 
their own liking, but as a result of the global exploitation they suffer 
due to inapplicable patent offices. Being ADD means you see things 
other people miss. When you see a mango you see a piece of fruit. 
 
Creativity doesn’t mean the ability to finger pain. The highly creative 
individual has the ability to take desperate pieces of information and 
join them in completely new ways. Entrepreneurs, research scientists, 
engineers and inventors all depend on creativity, as do artists. These 
fields are often suggested as good occupations for people with the 
ADD gene. Highly creative people are a bit eccentric or different, and 
are characterized as the ‘artist type’, ‘absent minded professor’ or the 
‘computer hacker’. 
 
Creative people appear to have weaker braking mechanisms in their 
brain as compared to normal people. Researchers in creativity 
hypothesize that this weak breaking mechanism allows many 
spontaneous and unchecked thoughts to collide over time, resulting in 
creative thought.  Creativity is simply a neurological defect, if you 
were to understand it from this evolutionary perspective, whereas not 

                                                                 
2
 Because this is a high percentage of a defect, many modern theories in population genetics 

suggest a positive factor related to ADD. This are being highly enthusiastic, energetic, goal 
oriented and good at trouble –shooting. 
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all creatives have the ADD gene. Modern theories of evolution 
embrace the concept of selective pressures on populations rather than 
individuals. A trait that may be bad for an individual might be good 
for the population overall. For example, some individuals who have 
ADD will become criminals, but if a few brilliant ADD inventors 
change the course of history and increase the fitness of the 
population, the ADD genes will be favored. 
 
By the time a child reaches the age of two or three, few adults can 
match his creativity level of spontaneous inventiveness. There must 
be something about the way children are wired to foster such 
creativity. They also learn primarily on exploratory intuitive level 
because they have so much to learn. These traits in adults are what 
are referred to as ADD traits. Eventual, they grow and lose most of 
that excess energy and restlessness; they will have longer attention 
spans, be less impulsive and be less creative. This is the tradeoff for 
being normal. That is why most Kenyans are hunters while most 
Europeans are gatherers; perhaps the entire bracket of what the 
academics called the “first-world” geospatial zone. They can’t match 
the prowess that Africans have in the jungle, because we are normal 
and not very creative due to what I termed “abundance”. At times I 
see Africa as the origin of God’s creativity, this was Eden. 
 
Normal adults buy books on creativity and long for the ability to see 
the world through the lenses of a child. Many ADD people never 
completely lose their creative ability as they grow. That child-like 
mentality for new experiences remains. These people are often 
described as immature other than creatives, but the two go hand in 
hand. 
 
Now if you are Mother Nature, and had to devise a simple way to 
increase the creativity of the population so that they could, for 
instance, design better weapons and eradicate their neighbours, how 
would you do it? Darwin would say easy! The braking mechanism in 
the brain which allows people to focus narrowly on uninspiring topics 
would less be developed than normal. And this is what researches 
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seem to be finding in brains of both creatives and ADD individuals. 
Of course, every adaptation is a trade-off; you can’t increase 
inventiveness without decreasing some other ability

3
. 

 
The core purpose of writing this book is to explore ways in which 
communities of art, design and innovation are merging and 
influencing each other in the world of material culture to create great 
new products. What makes products great? What is the role of design 
firms in creativity and innovation, and how is the role changing? 
What accounts for the success of creative industries? How are the 
processes of design and innovation changing? What strategies might 
result in more inspired design and innovation? 
 
This book reports the results of a study undertaken by Project Nabuur 
Capital to explore these and other questions, which included 
interviews with operators of nearly 100 creative industry companies 
in Kenya. I have looked broadly at contributions to advancing 
innovation and creativity in several types of products, including 
music, consumer electronics, devices for personal mobility and 
others. Manufacturers are responding to changes in technology and 
market demands by trying to introduce new products into the market 
more rapidly. They struggle with new and converging technologies 
that create opportunities for developing entire new product categories 
and with the entry of new type of competitors. Large firms enjoy 
great resources in technology and science, but these resources seem to 
be growing more available and open to all. Smaller groups and 
organizations derive greater innovative capability from the widening 
variety of sophisticated creative resources available, such as 
computer-aided-design, simulation and visualization techniques. 
 
Nowadays a book such as this is not complete until it becomes a 
nucleus of a living website, a forum for supplementary materials, 
reactions, discussions, questions and answers - who knows what the 
future may bring? I hope that www.projectnabuur.org the website of 
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 Brian, Lisa J., A Parents Guide to Attention Deficit Disorders (Bantam Double Publishing 
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Project Nabuur Capital for Biodiversity and Culture will come to fill 
that role, and am grateful to Rukia Weisheit for the artistry, 
professionalism and sheer hard work that she is putting into it; 
hitherto, transitioning to become the Jahwar Amber Fund. Above all, 
she has coaxed me through all my hesitations and self-doubts, not just 
with moral support and witty suggestions for improvements, but by 
reading the entire book aloud to me, at two stages of its development, 
so I could apprehend how it could seem to a reader other than myself. 
This is what the less attentive would describe as spousal love, but for 
a hunter gene like other Kenyans, I put it as love that has developed 
innovatively as part of the grand idea within the creativity of God; am 
happy to have found Rukia Weisheit, this beautiful girl from 
Germany with whom am soon joining into the community of parents.  
 
May you as a reader find a reason to celebrate; may the world see 
how monopolies are broken and may democracy prevail in all 
segments of thoughts, whether seen as attentive and deficient, the 
world needs creativity and this is what I have championed for in this 
book which is the first of its kind in Africa. Enjoy! 
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Culture in Development  
 
It is the mark of the cultured man that he is aware of the fact that 
equality is an ethical and not biological principle; just as the soil 
however rich it may be, cannot be productive without cultivation, so 
the mind without culture can never produce good fruit. If art is to 
nourish the roots of our culture, society must set the artist free to 
follow his vision wherever it takes him 

John F. Kennedy 
 
Of the fifty countries ranked at the bottom of Human Development 
Index that measures literacy, education, life expectancy and quality of 
life, thirty nine (39) are on the African continent. What is the 
relationship between development, human rights and democracy if 
the African country rated highest on the Human Development Index 
is Libya, with no democracy, a poor human rights record but an 
average life expectancy of 77? What is the relationship between 
economic growth, democracy and development if South Africa being 
the largest economy in the continent of Africa, with a vibrant 
electoral democracy now has the largest gap between the rich and the 
poor, the highest levels of unemployment in its history and a 
declining life expectancy? Of what use is governments’ 
accountability when Kenya still ranks top ten in the world’s most 
corrupt systems of governance? 
 
The Human Development Report

4
 states that people are the real 

wealth of a nation; that the basic purpose of development is to enlarge 
people’s choices; that the objective of development is to create an 
enabling environment for people to enjoy long, healthy and creative 
lives.  However, the link between culture and development are almost 
always considered in terms of the culture of the supposed 
beneficiaries of development, and the extent to which their values, 
ideas, beliefs, customs and traditions facilitate or hinder development. 

                                                                 
4
 Their definition of development is used in the 1998 Cultural Diversity Report, available at 

http://hdr.undp.org/en/reports/global/hdr2010/papers  
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The contributions of cultural industries to national or even global 
development are not usually considered, especially within the African 
continent where they receive mundane emphasis, forgetting that the 
creative industry is income generating on its own - including job 
creation and product development for export - an issue that can be 
corrected if development was to be defined within the contemporary 
context.  
 
According to UNCTAD’s Creative Economy Report 2008, Africa’s 
contribution to world trade in cultural goods and services is less than 
1% of such trade. Many would urge African governments to invest in 
the creative industries because of the success of these industries in the 
so-called developed or western world in the last 25 years, with the 
key motivation being creative industries as potentially significant 
drivers of the economy. However, in order for creative industries to 
survive and flourish will require significant local, regional and 
international markets.  
 
How sustainable are creative industries in Africa where most people 
live on less two dollars ($2) a day? How globalised are African ideas 
when most innovations are geared towards subsistence, survival and 
self-sustainability of individuals? There is need for Africa to 
emancipate itself from studies done by the western nations on its own 
behalf, where their problems are branded and solutions are 
forthcoming from without. There is need for the African governments 
to do their own internal analysis, to promote innovation and creativity 
from within, most importantly, recognize those efforts that strife to 
create ideas and products that could add up to the gross domestic 
product of the nation. Some scholars argue that the best strategy to 
enable creativity belies within the ability of the state to tax its 
citizenry and the ability of the state to recognize originality, through 
patents and related copyrights. This is the sole reason why Kenya 
needs a cultural policy that not only protects but also empowers those 
practitioners whom it attempts to define. As at the moment, the 
Kenya policy on Culture and National Heritage is wanting, broadly in 
its implementation strategies and widely in its coherent definitions. 

2 
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At a glance it touches on the basic components that are laudable at 
international level, though, on interpretation within the eyes of the 
cultural industry itself, there is no cohesion of the economic strata 
within which progress has to be measured. These issues will not be 
delved into in this book as they are already in plans to be published 
elsewhere, but remain important to ignite a thought into action. 
 
The range of capabilities that individuals can have, and the choices 
that can help to expand them, are potentially infinite and vary by 
individual. However, public policy is about setting priorities (a) these 
capabilities must be universally valued and (b) they must be basic to 
life, in the sense that their absence would foreclose many other 
choices. 
 
The three broad categories of artistic practice that have relevance to 
cultural dimension of development are: 
 

 The arts practiced for their own sake and in their own right as a creative 
means through which a society or community reflects on itself, and is 

challenged to move on or is affirmed in where they are, 

 The arts utilized for overt development purposes or for socially good ends 

such as the use of theatre to spread health messages, or to promote inter 
cultural dialogue, 

 The creative industries where the primary drivers are the generation of 

profit and other economic benefits through the arts. 

 
These three forms of artistic practice are not mutually exclusive, 
neither are they part of a hierarchy. They are all relevant, but 
emphasis and application will depend on the context, thus cannot 
simply be applied in one size fits all fashion. Problems arise when 
one is emphasized at the expense of others or when they are set up as 
being in tension with each other

5
. 

 

                                                                 
5
 The reality for many artists in the western world, is that one performs in a play at night (art for 

its own sake); the next morning one participates in a theater for development project, teaching 

people about family planning (instrumentalisation of theatre), and in the afternoon the artist 
takes part in a piece of corporate theatre (selling products of creative industries). 
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For many years, the notion of cultural dimensions of development - 
that culture is integral to development, that cultural development and 
planning must be incorporated into and cut across other sectors such 
as economic, social and human development - has been recognized 
internationally and within Africa.  Global structures of inequities and 
the lack of public sector support for the arts on the continent create 
dependency and with it, conditions for passive acceptance of art, 
rather than rigorous engagement with cultural discourse. Many have 
eluded the dilemma by putting blame on the colonial event of the 19

th
 

century, expressing belief that the western world is to blame for the 
widespread dissatisfaction of African aesthetics. We must agree that 
without being colonized, we could still be highly traditional, potently 
religious and callously superstitious. Our art today could have been 
regarded as blasphemous attitudes in those societies of that time. The 
colonial effect brought with it critical thinking; it brought with it 
strategic expression and introduced the notion of the self. The state is 
not merely the product of a more complex society; it is some specific 
historical response to the needs of a ruling class to maintain its 
wealth, power and privilege. Great works of art, immense 
achievements in scholarship and fine architecture may be created by 
such states, but in all hitherto existing societies, on whatever 
continent, the emergence of a ruling class has been at the expense of 
the majority of society. 
 
On the contrary, Adhengo Boaz amongst other African philosophers 
has consistently argued that colonialism did not bring civilization; it 
introduced the ethical problem of greed and subjugation. Consider 
ancient Egypt, it was an ancient civilization of eastern North Africa, 
concentrated along the lower reaches of the Nile River in what is now 
the modern country of Egypt. The civilization coalesced around 3150 
BC

6
 with the political unification of Upper and Lower Egypt under 

the first pharaoh, and it developed over the next three millennia
7
.  

                                                                 
6
 Only after 664 BC are dates secure. See Egypt chronology for details available at 

www.digitalegypt.ucl.ac.uk/chronology/index.html  
7
 Its history occurred in a series of stable kingdoms, separated by periods of relative instability 

known as intermediate periods. 
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Egypt was conquered by a succession of foreign powers in this late 
period, and the rule of the pharaohs officially ended in 31 BC when 
the early Roman Empire conquered Egypt and reduced it to a 
province. 
 
This book comes at a time of instability - with the new pressures of 
climate change and meeting the MDGs, the immediate uncertainties 
about economic stability, new strains of global security and ever 
changing configuration of political leaders. It should be j udged by 
how well it can inspire and steer future art - related to policies. It 
must be seen as a resonance for progress.  
 
Development is a state in which things are improving; the result of 
developing and in terms of culture, it has to be looked at a futurist 
angle. In what ways will our culture propel our national 
development? In what ways will our ethics bring positive impact to 
the global systems? How much in control are we from external 
influences of cultural erosion? Thus sustainable development is a 
pattern of resource use that aims to meet human needs while 
preserving the environment so that these needs can be met only in the 
present, but also for future generations. This concept ties together 
concern for the carrying capacity of natural systems with the social 
challenges facing humanity, a concept that many organizations, 
including EEIU

8
, has tried to address. Otto Kinne

9
  insists that 

humanity can only survive with a new concept of ethics, the one 
which forecloses with sustainability. It is all about rethinking our 
economics within frameworks that promote our heritage as much as 
protecting the heritage of others. The advocates of colonialism were 
driven by industrialization, they claimed that their culture was of 
technological advancement, they thought greater than the resources 
they had, thus had to cope with their levels of thought by exploring 
other fields to which their sophistication could be applied. Africa just 
offered the correct spot for this, a land where everything was 
abundant, sustainability was not a norm, and exploitation was the 

                                                                 
8
 Eco Ethics International Union 

9
 EEIU Bronchure,2002 
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lucking ingredient. The way forth was to introduce organization 
within these humans, to enlighten them of the notion of development 
as opposed to survival, to share other forms of aesthetics that had 
liberal meanings as opposed to symbols of power and wealth. This 
must have been a mixed mentality. 
 
The earliest evidence we have for religious faith in Africa is from 
Egypt, whereby 3000 BC people were already worshiping Isis, Osiris, 
Ra and the Amen. It is this religion that defined their culture as much 
as artistic expressions. Foreign influence was greatly influenced as a 
state of equilibrium was maintained within their composition. 
However, it is this art viewed within the styles of a particular time 
and place that reflected the changing cultural and political attitudes. 
The development of the African people was greatly influenced 
religiously, and to date, religion still plays a great role in what 
Africans think, despite having institutions of higher education. 
Notably, in the immediate post-colonial past, liberal inquiry into the 
arts was prohibited due to the sacred interpretations of certain 
artifacts; liberal creativity had been deeply curtailed. This still 
happens in the contemporary world.  A case in scenario is the 2006 
protest by the religious groups about the pornographic sculptures at 
the Nairobi Law Courts. They claimed that these structures were left 
by the colonial governments who had an agenda for the destruction of 
African cultures, Masonic significance in the architecture and 
positioning of central buildings in the city. The purpose of holiness is 
not to protect us from our world, its purpose is to change the way we 
live in the world, not for our own sake but that of others

10
. Perhaps 

this is why Europe saw it fit to use religion as a subjugation force, 
something that united them to their colonies in a way that was not 
clear to those under subjugation. This is because they were seen to 
worship the same God; thus, these humans in Africa were in need of 
enlightenment, within which global progress could be measured. 
 
The UNDP elaborates that human development is a process of 
enlarging people’s choices. The most critical ones are to lead a long 
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 Jean Chittister available at www.csec.org accessed on July 25, 2010 
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and healthy life, to be educated and to enjoy a decent standard of 
living. Additional choices include political freedom, guaranteed 
human rights and self respect - what Adam Smith called the ability to 
mix with others without being ashamed to appear in public

11
. Human 

development brings together the production and distribution of 
commodities and the expansion and use of human capabilities

12
. It 

also focuses on choices - on what people should have, be and to be 
able to ensure their own livelihood. Human development is, 
moreover, concerned not only with the satisfaction of basic needs but 
also with human development as a participatory and dynamic process. 
The three components of human development are: capabilities, 
process freedoms and principles of justice; things that the colonial 
government hindered as well as creating successive mechanisms to 
hinder their availability. 
 
Philosophy in Africa has a rich and varied history, dating from pre-
dynastic Egypt, continuing through the birth of Christianity and 
Islam. Arguably, central to the ancients was the conception of ‘ma’at’ 
which roughly translated to justice, truth or simply that which is right. 
African philosophy has therefore existed for a long time, possibly 
giving rise to the refined Greek philosophy which brought civilization 
to the European continent. There has to be a starting point and Egypt 
is Africa. 
 
The African intellectual and cultural map clearly excludes the 
inhabitants at the northern fringes of Africa. When we talk of Africa, 
what immediately comes to mind is the black race. In following up 
the heuristic leads of the term Africana as intending African and 
African-descended peoples throughout the African continent and the 
African Diaspora, one immediately confronts challenges to 
identifying the objects of investigation. An important consequence of 
such studies will be to compel more intensive and explicit ethno-

                                                                 
11

 UNDP 1990: 10 
12

 Sabina Alkire, Human Development Research Paper 2010/01, “Human Deve lopment: 

Definitions, Critiques, and  
Related Concepts, UNDP 
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historical, ethnophilosophical reconceptualisations of what heretofore 
has been categorized as colonial civilization or rather western 
philosophy.  
 
Frantz Fanon

13
 argued that the human self is given a personality 

through the act of recognition. Ways of seeing, thinking, of doing 
things, in the form of customs and traditions; all of which depend on 
the way others direct their subtle gaze upon our very being, upon 
those things that mean everything to us, upon our different and 
culturally and  psychological nuanced ways. We are therefore 
children of geography and history, born to a given race, a given 
region, at a particular time, in a particular place. The black person is 
not only burdened by geography, history, time and place, he or she is 
most particularly saddled with the heavy weight of difference, the 
difference exacted by the idea of race. The black person needs to free 
himself from inferiority complex, which the gaze and the brutality of 
colonial subjugation have inflicted on his soul. 
 
The subjugated African is kept dangling in the air, suspended 
between a yearning for recognition and an internalized self-hatred for 
belonging to a species of humanity condemned to suffer, chosen for 
annihilation; with the blessing of religious leaders and the Gospels 
themselves. Fanon unsparingly and unsentimentally exposes misuse 
of the Bible, the Church, the religious leaders, and the modern 
academy for participating in the humiliation of blacks by way of 
slavery and colonization. He advocated for the consciousness of the 
self by the Africans as a people, which he distinguishes from 
nationalism. That the African must first learn how to appreciate 
himself and in so doing, develop a national culture which in turn 
builds national consciousness. Nationalism can be both ideology with 
specific constituent of ideas or a set of sentiments, loyalties and 
emotional predispositions. Outside Africa, nationalism emerged in the 

                                                                 
13

 He was born in Martinique in 1925 and died in 1961 at the tender age of 36 due to leukemia. 
He is regarded by many as one of the greatest revolutionary thinkers of the twentieth century.  
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course of development and maturation of the European nation-state
14

. 
Nationalism can sometimes be preoccupied with the defence or 
revival of culture, rather than with fidelity to the state. Among the 
former European imperial powers, the French are still pre-eminent 
cultural nationalists, though combined with fidelity to the state. 
Cultural nationalism in France profoundly affected their colonial 
policies, and gave rise to such goals as the assimilation of colonized. 
The defence of French cultural influence has also affected French 
foreign policy more broadly, complete with readiness to invest 
considerable resources in the propagation and teaching of the French 
language from Senegal to Saigon

15
. Frantz Fanon was convinced that 

anti-colonial violence was a healing experience for the colonial 
freedom fighter. At the level of individuals, violence is a cleansing 
force. It frees the native (African) from his inferiority complex, from 
his despair and inaction

16
. Cultural resistance is rooted in the 

indigenous values and symbolism of the resistance movement, often 
the African traditional religion. Thus, in our talk about nationalism, 
we need to distinguish nationalism of the colonizer from that of the 
colonized. 
  
Traditional knowledge

17
 refers to long standing traditions and 

practices of certain regional, indigenous or local communities. 
Recently, traditional knowledge has been drawn into the debate 
related to access to medicine, access to food, the need for poverty 
alleviation, and related issues that affect the livelihoods and welfare 
of people worldwide. It has been argued that traditional knowledge is 
an important source of health security, food security and livelihood 
security for the world’s poor. Thus the benefits of sharing and 
actively disseminating traditional knowledge outweigh the benefits of 
protection and recognition of ownership. 

                                                                 
14

 For many European and later African nationalists, no distinction was made between loyalty to 
the state as a system of authority (vertical allegiance) and loyalty to the nation as a fellowship of 

community (horizontal allegiance) 
15

 An emphasis of how the Alliance Francoise Centers are widespread throughout Africa  
16

 The crucifixion was violence in the ultimate sense – redemption by the king of kings. The son 
of God was killed – so that human beings might live. 
17

 Also known as indigenous knowledge, traditional environmental knowledge or local 
knowledge 
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Components of our culture, for which we cannot claim rights for as 
individuals will make no sense on holding to such beliefs; especially 
in these decades where information sharing has highly regarded as a 
norm, as a route for human development, as a strategy for a 
sustainable planet. The concept of intangible cultural heritage 
emerged in the 1990s as a counterpart to the World Heritage that 
focuses mainly on tangible aspects of culture. In 2001, UNESCO 
made a survey among states and NGOs to try to agree on a definition 
and a convention was adopted in 2003 for its protection

18
. Intangible 

Cultural Heritage means the practices, representations, expressions, 
knowledge, skills - as well as the instruments, objects, artifacts and 
cultural spaces associated therewith - that communities, groups and, 
in some cases, individuals recognize as part of their cultural heritage. 
This intangible cultural heritage, transmitted from generation to 
generation is constantly recreated by communities and groups in 
response to their environment, their interaction with nature and their 
history, provides them with a sense of identity and continuity, thus 
promoting respect for cultural diversity and human creativity. These 
are issues closely related to what we have termed as cultural 
nationalism, a way to reclaim what the colonial process took out of 
our perception and protect our findings. 
 
The interdependence between environment and culture influences the 
manner in which communities harness resources and enrich the 
quality of their lives

19
. Traditional knowledge is an attribute of 

societies with historical continuity in resource use practices; it 
typically distinguishes one community from another, brings the 
element of specialty and conservation as best understood by a people. 
It would be difficult for Kenya to speak of its traditional knowledge 
as this is not a single concept, nor is it a tangible artefact that can be 
monumental. With the myriad of communities, the amalgam of 
communities, it is only logical to speak of communal traditional 
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 Definitions of Intangible Cultural Heritage available at 

https://www.unesco.org/culture/ich/doc/src/00078-EN.pdf  
19

 Kenya Policy on Culture and Heritage, 2009 
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knowledge’s, since individual grow within their communities from 
where they preserve their ethnic affiliation amongst other practices. 
 
Knowledge and resources are used and transmitted together, 
knowledge as being derived from biological resources and 
landscapes, through spiritual beliefs and rituals .e.g. from sacred 
plants, forests and mountains. All these fall within tangible and 
intangible cultural heritage. African culture remains meaningless, 
unless it plays full part in the political and social liberation struggle, 
and in the rehabilitation and unification efforts; understanding that 
there is no limit to the cultural development of a people. This is why 
issues of culture are also issues of human rights. They trace back 
from lack of proper policies, colonial dilemmas as much as 
globalization. All viewed differently on different meanings. Human 
right is a concept of universal dignity which all human beings yearn 
for, irrespective of their race, ethnicity, nationality, religion or 
culture. There is need for human rights protection in Africa, simply 
because they have been perceived as western concept to be treated as 
alien to the African cultural heritage. When designing a system of 
politics that, while being responsive to the developments of modern 
world, will reflect the best traditional thinking about human rights 
(and other values) is one of the profoundest challenges facing modern 
Africa. A good beginning is to be informed about traditional life and 
thought. 
 
Human rights are the rights possessed by all persons, by virtue of 
their common humanity, to live a life of freedom and dignity. They 
give all people moral claims on the behaviour of individuals and on 
the design of social arrangements - and are universal, inalienable and 
indivisible

20
. Art

21
 is commonly conceptualized as that which is 

created by humans to reflect and express the sense of life; a notion 
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 UNDP 2000: 16 
21

 Human endeavor thought to be aesthetic and have meaning beyond simple description. 

Includes music, dance, sculpture, painting, drawing, stitchery, weaving, poetry, and writing, 
woodworking e.t .c. a medium of expression where the individual and culture come together. 
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greater than culture yet inherently related (though others would love 
to view culture as greater than art). 
 
The world conference on cultural policies held in Mexico City in 
1982 adopted the celebrated broad definition of culture which defines 
culture as ‘…the whole complex of distinctive spiritual, material, 
intellectual and emotional features that characterizes a society or 
social group. That it includes not only arts and letters, but also modes 
of life, the fundamental rights of human being, value systems, 
traditions and beliefs. It is diverse and dynamic. Thus, human 
development is part of culture in its wider being. We can therefore 
not adequately speak of culture without social implications to the 
fundamental rights of the individual persons. Culture cuts across a 
myriad of issues, which sometimes brings the big question of 
religion. This book has explicitly exempted, if not dissociated religion 
to issues of culture due to the sensitivity of such topics, especially 
where faith and secular collide. Hitherto, the 1982 definition of 
culture as adopted by nation states was highly wanting, full of gaps 
and prawn to interpretations, all of which steer uncomfortable 
reactions to those who wish to perceive them differently. Though the 
African person is best understood within his religious orientations, 
modernity brings politics into play. This means that the concept of 
ethics becomes relative, bad becomes good in special circumstances 
and perfect becomes an ambition within our quest. Conceptualizing 
culture within the realm of religion and perceiving it as such is to 
limit development and progress if not to hinder innovation. We 
cannot live in a world where blasphemous laws dictate our ability to 
think creatively. There is need to think greater than our ecosystems, 
just the very way the European nationalists thought and resulted into 
cultural exportation that brought to them Africa as a colony thereby 
becoming successful colonialists. We cannot hold into the past and 
claim eroded, we must not delve into the negative effects of 
colonialism. To the extreme, we should see that its negativity that has 
enabled our governments to think creatively and protectively; 
especially in this era of globalization.  
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Musical Imagination 
 
Music is what feelings sound like. Music speaks what cannot be 
expressed, soothes the mind and gives it rest, heals the heart and 
makes it whole, flows from heaven to the soul. 

Rukia Weisheit Adhengo 
 
In 1995, a 60,000 year old bone fragment was found in Slovenia. This 
bone fragment had air-holes carved into its surface and today we 
could call it a flute. In the context of such a discovery, we could 
recognize this rudimentary instrument as part of the supply-side 
conditions necessary for the building of a successful music industry. 
Notwithstanding this chapter’s focus on the music industry, what this 
small historical detail alerts us to is the fact that music has played a 
majorly important part in the development of human societies. 
 
Music is an essential component of life. At birthdays, marriages and 
other celebrations, music adds joy to the occasion. The music of the 
national anthem is integral to any national event. From the personal to 
the social, music is an indispensable feature of human interactivity. 
Music is also a form of historical record, through its engagement with 
the society thus holds the capacity to transform a societal community. 
More so, as an economic activity, music combines two characteristics 
that are critical to economic success in the late twentieth century: (a) 
it is a form of electronic information and is consequently easily 
distributed to the market. Thus music is an ideal export product tha t 
is not constrained by the high transport costs associated with the 
export of physical products; (b) it’s substantial proportion of revenue 
is derived from intellectual property rights. Accordingly, there are 
few Kenyan industries better placed to take advantage of global shifts 
towards knowledge-based, export oriented growth and that draws on 
local competencies as a source of competitive advantage, than the 
music industry. 
  
Understanding globalization as a dynamic social force allows us to 
formulate strategies that straddle the divide between the vision 
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necessary to inspire innovative action and the challenges posed by the 
existing position of the music industry in domestic, regional and 
global markets. Any commodity, (and for this case music) moves 
through a value chain from the point of production to its sale in the 
market place. The value chain is simply all those elements of the 
production system through which the product passes from its design 
to its sale that is: beginnings; production; circulation; delivery 
mechanisms; and audience reception or feedback. 
 
The music industry is a complex agglomeration of different industries 
that produce a variety of musical products. These industries transcend 
a number of traditional sector boundaries

22
. In the simplest scenario, 

the music industry includes: 
 

 Creators: the musicians and composers who are the basis of 
the industry 

 Agents: whose role is to represent musicians 

 Record companies: who record and promote the work of 
musicians 

 Retail industry: who vend and buy the music 
 
At one time, the music industry in Kenya was the forefront of 
innovation and creativity, achieving a worldwide recognition in the 
1960s with the introduction of a sound unique to Kenyan musicians 
that came to be known as benga

23
 sound. Through the 1960s and 

1970s the Kenyan music industry thrived and produced some of the 
most beautiful artistic interpretations in the world.  Popularity was not 
only for benga hits having roots in traditional tribal music, the 
religious based music also thrived. 
 
Immigration sometimes brings with it new conformities of culture 
that perhaps enhance our originalities or mutate such products into a 
taste of the global. Thus, when the political conditions deteriorated in 
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 The music industry can be used to show how cultural industries are related, how the product 

produced by one creative is perfected or further developed by another, in a continuum.  
23

 Benga is a Luo word, translated as something beautiful. 
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the Congo during the 1970s, an increasing number of Congolese 
bands began to appear in Nairobi nightspots. These Congolese bands 
often played rumba music, but one characteristic of a sound that 
remained with Kenyan music is the cavacha

24
 rhythm, popularized by 

bands such as Zaiko Langa Langa and Orchestra Shama. During the 
same period, Swahili rumba bands also began to appear in Nairobi. A 
lot of the Swahili rumba was popularized by Tanzanian musicians 
and groups such as Simba Wanyika, Les Wanyika and Super Wanyika 
Stars. Kenyan music had a wide audience in Europe under the 
production of Virgin Records and the French label Afro Rhythms. 
Today, there is a mix of hip-hop blended with the times.  
 
Perhaps the most disturbing fact about the growing trend in Kenyan 
music is the decision by the government to drop music education 
from its curriculum in 2000. As a consequence, appreciation of music 
among young pupils, particularly for traditional music, has been on a 
steady decline. The elimination of music education, and the declining 
knowledge regarding instrumentation and orchestration, has had a 
significant impact on accelerating the decline of traditional Kenyan 
music such as benga sound, where large instrumental pieces form the 
backbone of the music. 
 
The quantitative growth indicates strength in the industries and 
institutions of the Kenyan music industry. Included in the industrial 
structure are a range of multinational and independent record 
companies; significant recording and manufacturing capabilities; an 
extensive retail and broadcast network and agencies for the collection 
of copyright revenues

25
. In addition, a range of processes have 

contributed to the growth of the industry including: 
 

 Promulgation of local content legislation, although this is relatively 

new and its effects are still yet to be realized; 

 The growth in community radio broadcasting;  
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 The cavacha sound covers a number of rhythms, but is generally characterized by a fast paced 

rhythm played on the snare drum or a high hat. 
25

Music Copyright Society of Kenya 
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 Emergence of a variety of cultural exchange programs and industry 

development initiatives which have increased the synergy both 

between local musicians and between local and international 

musicians; 

 Increasing organizational density facilitating a strengthening and 

articulation of interests and development projects in the music 

industry; 

 Growth in the recording, marketing and sales of domestic 

repertoire. 

 
The primary weakness facing this industry is the limited finances 
available for investment in the development and promotion of 
Kenyan artists. That is exacerbated by piracy and the lack of a 
coordinated strategy for   the development of the industry. It is critical 
to improve the amount of finance available for investment if the 
Kenyan music industry is to take advantage of its present growth 
phase and industrial or institutional density. The aggregate growth of 
the music industry coupled with the increased popularity and 
exposure of local genres and the variety of initiatives underway to 
bolster the local music industry provide the foundations for 
potentially explosive growth. This will depend on an appropriate 
degree of commitment and resources from the various role players. 
 
The music industry does not fall easily into a neat sectoral definition 
as it traverses a wide range of industries from entertainment to 
manufacture to education and numerous others in between 
(composers; publishers; record companies; manufacturers of 
compact disks; broadcast, retail and entertainment sectors). An 
industry cannot achieve large-scale sustainable growth and create 
jobs on the strength of a single sector. This is particularly so in the 
music industry where all points in a song’s journey from its birth in 
an artist’s mind to its sale in a record store and its fighting on radio 
determine the strength of the final product.  Noting that the music 
industry is one of the worlds’ most thoroughly globalised, with a 
significant market that is expanding. In 1996, the total wholesale 
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value of the global music industry was $39.8 billion
26

. In that same 
year, the global music industry grew by 4% in terms of the total 
volume of unit sales. 70% of that growth was located in less 
developed markets, with Latin America and Asia leading the way. 
Significant growth was also experienced in Africa and the Middle 
East with the market expanding by 119% between 1992 and 1996, 
albeit from a very small base. Notwithstanding the growth of less 
developed markets, 84% of the recording industry’s value is located 
in three regions - North America, Europe and Japan. A closer look at 
the world’s largest national markets reveals that only one country - 
Brazil - is in the developing world and the rest are located in middle 
to high income countries

27
. 

 
After the 2002 elections in Kenya, the ‘Royal Media Services’ 
popularly known for Citizen Television, undertook to free the 
airwaves. The result was an array of stations representing nearly all 
the outspoken ethnic dialects in Kenya topped up with cultural nights 
as major  events in unique months; notably Mugithi, Ramogi, Pwani, 
Mulembe amongst others. This initiative has had a significant impact 
on the music industry as it has resulted in an increased number of 
stations to deliver music to the market.  More so, the narrower focus 
of these stations coupled with their geographical spread has meant 
that record companies are more able to meet their product to 
particular market segments (whether based on age, ethnicity, and 
literacy levels) besides promoting Kenyan music. From the forty four 
languages in Kenya, it is estimated that music is made using over a 
quarter of the 40 regional languages. The most prominent language in 
which music is made is Luo, Luhya, Kamba, Kikuyu and more 
broadly based on Swahili (which is transforming to Sheng with more 
youthful involvement). Yet, as at the time of this writing, the music 
industry in Kenya is facing a dire situation. It is estimated that 
appropriately 90% or possibly more of all music sold in Kenya is 
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 The Economist, 17
th
 May 1997 
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 Market Tracking International (1998) The MBI World Report. London: Miller Freeman 
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pirated
28

. Thus the lost revenue (as both tax base for the government 
and a royalty and license fee for the musicians and other creators ) 
deprives all of what is legally theirs. 
 
An integrated value chain analysis of representative scenarios serves 
to delineate where the largest obstructions are in the current economic 
system that continues to prevent Kenyan musicians from enjoying the 
benefits of their talents and efforts, just as their colleagues in many 
other parts of the world do. No accurate market data is available on 
Kenya’s music industry. However, given the popularity of music 
among Kenyans, there are a number of estimates. 
 
According to a number of local music experts, the market size for 
music is anywhere between 10-32 million recordings per year

29
. Of 

this amount, approximately 70% of the music sold in the pirated 
market is foreign and 30% local Kenyan music. While Ugandan 
reproduction companies also produce pirated foreign music, 
customly, most pirated foreign music originates in India, Pakistan and 
Dubai. Pirated products enter Kenya through the port of Mombasa or 
Dar es Salaam, Tanzania

30
. According to a study conducted by 

Project Nabuur Capital, we estimate the lost retail revenue resulting 
from pirated music sales range from Ksh 1.28 - 4.75 billion ($15.9 - 
$59.4 million) per year. 
 
There are a number of organizations registered for the protection of 
music in Kenya, but they are not united in their endeavours

31
, they are 

                                                                 
28 Upon release of an album, copies are sent by Kenyan agents to at least three different reproduction 
companies in Uganda, namely Lucine, Salie and Kasiwukira Studios. Within 2  – 4 weeks of an album’s 

release, pirated copies are available in the streets of Nairobi and elsewhere. 
29 Of this amount, more than 90% is sold as pirated recordings. Given a population of 34 million people, it is 

estimated that one – third or 10 million people purchase music at least once a year. This is considered the 
lower range of consumption. The upper limit of the market size is calculated by the assumption that there are 

8 – 10 individuals per household, which purchase at least 1 recording per month or 12 recordings per year. 

Assuming that there are 10 individuals per household, there are at least 3 million household. This leads us to 

the assumption that there are at least 36 million recordings purchased annually in Kenya. 
30 The government describes these routes as ‘ panya’ 
31

 This is the main reason why intellectual property rights for the musicians continue to be 
abused, while young upcoming musicians in Kenya abuse the intellectual property rights of 

international artists, who may not have been heard in Kenya. The ability of original creativity in Kenyan 
music is losing touch with decrease in traditional production. 
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mostly business oriented, agents of entrepreneurial progress for those 
who put them in space and place. They are member based 
organizations, and as identified, the following are the common names 
you may encounter: 
 

1. Music Copyright Society of Kenya - registered March 1983 as a 

company limited by guarantee. 

2. Music Composers Association - registered in 1989 under the 

societies act. 

3. Kenya Association of Music Producers – registered as a collective 

management organization 

4. Kenya Music Industry Association  - registered under societies act 

5. Kenya Union of Entertainment and Music Employees - registered 

as a trade union. 

6. Kenya Music Anti-Piracy Association registered as a not-for-profit 

society 

7. Creative Arts Society of Kenya  - registered as a private non profit. 

8. Society of Performing Artists of Kenya  - registered as a not-for-

profit since 1998 

9. Baraza la Wazee wa Mziki - is not registered, but a group of 

elderly musicians of the 1960s and 1970s, when Kenyan music 

first became known by worldwide audience. 

 
All in all, the Kenyan music industry like any other economic 
segment has to develop a viable vision in a process that would reflect 
the aspirations and competencies of all music industry stakeholders. 
This is critical because it is only through participating in developing 
this vision that a stakeholder will be committed to its ambitions, 
thereby overcoming the lack of dialogue and cooperation between 
different sectors of the music industry. Unlike book publishing, the 
physical sale of the music itself is not the core business; the central 
asset is the copyright. 
 

What of the Luo music and origins of benga? 
 
Traditionally, music was the most widely practiced art in the Luo 
community. At any time of the day or night, some music was being 
made. Music was not made for its own sake, it was functional; to be 
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used for ceremonial, religious, political or incidental purposes. The 
Luo music was shaped by the total way of life, lifestyles, and the 
patterns of individuals of its community, thus making its music 
unique from those of other Kenyan communities. This can be heard, 
seen and felt in their melodies, rhythms, mode of presentation and 
dancing styles, movements and formations.  The melodies in 
traditional Luo music were lyrical, with lot of vocal ornamentations 
that came out especially on events when music carried out an 
important message. Their rhythms were characterized by a lot of 
syncopation and acrostic beginning. These songs were usually 
presented in a-solo-response style even though solo performances 
had been there in form of chants as the music played. Most of the Luo 
dances were introduced by these chants, for instance, dudu dance. 
These chants were recitatives with irregular rhythms and phrases 
which carried serious messages in them. Within the musicals were 
actions like pakruok, sigalagala which made the content elegant and 
graceful. The Luo musical instruments range from percussion (drums, 
clappers, metal rings, ongeng’o or gara, shakers), strings (e.g. 
nyatitit, orutu), wind (tung, asili). Currently, the Luo are associated 
with the benga style of music. It is a style in which songs in dholuo, 
Swahili and even English are sung to a live guitar riff. It originated in 
the 1960s with Luo musicians trying to adapt their tribal dance 
rhythms to western instruments. The guitar (acoustic, later electric) 
replaced the nyatiti as the string instrument. Today, benga music is 
played across a fair share of Kenya - from the lake shores in the west, 
across the vast floor of the Rift Valley to the slopes of the imposing 
5,199 metre Mount Kenya and into the plains of eastern Kenya . From 
a genre that was previously considered low class, it has managed to 
establish its hold as a definite Kenyan style and beat. Sprinklings of it 
are to be found in DR Congo and has been borrowed, repackaged and 
to be found in a new form within the Zimbabwe.  
 
From its humble rural beginnings, this music has been nurtured into a 
club circuit affair in numerous urban areas in East, Central and 
Southern Africa. Benga’s most distinctive feature is its fast-paced 
rhythmic beat and bouncy finger-picking guitar technique. Indeed, the 
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core of benga is the lead guitar, which essentially follows the track of 
the vocals. Without exception, the singing is at some point separated 
from the climax - the instrumental expanse that combines three or 
four guitars and percussions. Benga has recently been loosely linked 
to Congolese rumba and West African highlife, but differs sharply 
from South African kwela, taarab, chakacha and kidumbaak ; the 
most well-known Swahili music forms from the coastal strip of East 
Africa.  
 
The peculiarity of the benga beat comes from the combination of a 
sharp lead guitar overriding the rhythm and bass. The pace of the 
guitars, with a steady rise to a climax or crescendo and an equally 
quick refrain, together with the arrangement and sectioning mark 
benga apart from other music. Luo guitarists long cultivated a unique 
technique of playing the guitar. They commonly do not massage the 
strings as their Congolese counterparts do but rather they pluck and 
pick single notes rapidly in a fashion akin to playing a nyatiti (the 
traditional lyre of the Luo people). 
 
Benga is undoubtedly dance music because of its fast tempo. Dancers 
commonly do not hold hands or embrace as is the case with other 
music, for instance Congolese rumba. For benga music, fans will be 
seen dancing alone or forming a group, but not holding hands. Often 
the dancers break off from the circle of their partners and slink away, 
doing their own thing, sometimes becoming theatrical in their 
movements - flexing their muscles, feet and shaking their heads. They 
dance with freedom and even total abandonment.  
 
Attentive benga audiences point out the importance of its themes 
especially where a song chronicles or even instigates an important 
social event or some unfolding political drama. Many lyrics dwell on 
love, either extolling a woman‘s beauty and praising her virtues or 
expressing the disappointment of an ardent suitor. Some songs sing 
about money and personal experiences of hardship and struggle. 
Occasionally, the lyrics are in praise of a person of high standing in 
the society. Those in political leadership are frequently the subject of 
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such praise, even though occasionally they are the subject of biting 
censure.  
 
Modern benga vocals sections are long and the story winding and 
repetitive, with some of the more accomplished songwriters 
employing clever allegory, generating witty memorable phrases or 
coining new idioms. The traditional benga sound is about 60 years 
old with its formative years occurring between the late 1950s and the 
1960s. Its roots run deep in the decades of Luo musical instruments. 
Of the many traditional instruments that the Luo played, the most 
enduring and widely used is the nyatiti, an eight-stringed traditional 
lyre; thus, in elaborate traditional Luo ceremonies, the nyatiti was 
accompanied by a set of traditional drums, cow horns, gourds, sticks, 
shakers and other improvised instrumentation such as whistling, feet-
stamping, and clapping or a melody created from someone blowing 
through the hollowed chamber of clasped hands. Sometimes the 
single-stringed orutu, from the viol family, would also be used. This 
combination of musical instruments and vocal accompaniment 
provided entertainment for a range of ceremonies long before the first 
European explorers and missionaries appeared on the scene. 
 
The winding mournful sound of the orutu, which was easily imitated 
by the modern benga lead guitar upon which the music rides, is 
considered by many as the single most crucial link between that 
instrument and modern benga. The tempo of the nyatiti playing along 
with the sound produced from the rhythmic thumping of an iron ring 
harnessed to the toe of the lyre player is the rhythm and percussion 
respectively in modern benga. The nyatiti which had been made 
popular by musicians like Otuoma Ogolo, Mbui Jachur and later 
Ogola Opot has also influenced the acoustic guitar in terms of 
moulding single-note picking rather than strumming. Its playing 
technique, together with that of the orutu formed the root of the high-
pitched electric lead guitar and bass that was the vogue of mid-1970s 
benga bands.  
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Today, one typically finds up to four guitars interplaying in 
synchronized harmony and the high-pitched lead still typifies the 
benga beat. The genre pioneers were, in local parlance, - one-man 
guitarists accompanied by a conductor - an improvised instrument in 
the form of a wooden box which maintained the rhythm. Later, novel 
accompaniment was discovered in the form of the rhythmic 
strumming of the grooves of the 1960s Fanta soft drink bottle. This 
kind of performance shared many similarities with that of a nyatiti 
player and his ankle shaker. May someone find a reason to celebrate 
Adhengo Boaz by a song of benga rhythm, this man who has 
dismantled the monopolies that attempted to kill Kenyan art; this man 
who has brought a cultural revival through a revolution that accepts 
techno-advancements.  
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Enterprising 
 
A wave of innovation across a broad range of technologies, combined 
with considerable deregulation and a further lowering of barriers of 
trade, fostered a pronounced expansion of competition and creative 
destruction. The result through the 1990s of all this seeming 
heightened instability for individual business, somewhat surprisingly, 
was an apparent reduction in the volatility of output and in the 
frequency and amplitude of business cycles for the macroeconomy. 

 
Alan Greenspan, Speech on Economic Volatility, 2002 

 
The concept of entrepreneurship has a wide range of meanings. On 
the one extreme an entrepreneur is a person of very high aptitude who 
pioneers change, possessing characteristics found in only a very small 
fraction of the population. On the other extreme of definitions, 
anyone who wants to work for himself or herself is considered to be 
an entrepreneur. Austrian economist Joseph Schumpeter’s

32
 definition 

of entrepreneurship placed an emphasis on innovation such as new 
products, new production methods, new markets and new forms of 
organization. Wealth is created when such innovation results in new 
demand. From this viewpoint, one can define the function of the 
entrepreneur as of combining various input factors in an innovate 
manner to generate value to the customer with the hope that this value 
will exceed the cost of the input factors, thus generating superior 
returns that result in the creation of wealth. 
 
Schumpeter argued that the innovation and technological change of a 
nation comes from the entrepreneurs, or wild spirits. He coined the 
word Untemehmergeist

33
. That the actors who drive innovation and 

the economy are big companies which have the resources and capital 
to invest in research and development. This explains why ideas from 
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 He was an Austrian economist and political scientist born in Moravia, then part of Austria –
Hungray, now in the Czech Republic. He popularized the term creative destruction in 

economics. 
33
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creative minds within the informal sectors are constantly being 
patented by corporations, who claim all rights for nothing in their 
doing. There is a huge gossip about the origin of the M-Pesa, how a 
student at the University of Nairobi developed the idea as his course 
work project. Upon completion of his studies, he presented the 
concept to Safaricom, with hopes that he could be funded to do 
further research. It was later communicated through instruments of 
media that Safaricom had a breakthrough in research. It just adds up 
into the issue of being resourceful, basically being able to twist the 
law and accumulate potent information, in a way that leaves no 
strings attached from their points of origin. As much as the concept of 
entrepreneurship has been gaining advocacy for involvement in full 
legality within laws protecting production, African states, and for this 
instance Kenya, still have a wide way to go. There is a real need for a 
visionary strategy that could protect ideas that develop as a result of 
academic creativity amongst the students’, there is need for a policy 
that promises sustainability of such thoughts, some avenue for funds 
that could steer further development of related products. In this way, 
confidence is instilled and without clear laws of copyright, creative 
technology fraud cannot have a chance of progress.  These persistent 
fraudulent practices of exploiting ideas of lay citizens by 
corporations

34
 are the main reason why trade unions have lately been 

on the verge of resisting machines
35

 as aid to service. A most recent 
issue is a strike organized by the Kenya Tea Plantation Workers 
Union in 2007 that received the backing of the Central Organisation 
of Trade Unions (COTU). 
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 Especially those corporations who pay huge taxes to the government. They enjoy some 
leverage in terms of immunity from media or even individual complaints. The government 

normally jumps in to correct any mis-up in their names, thus putting them in track of business 
wherever and whenever amidst flawed patent and related rights.  
35

 In 2007 the Kenya Tea Development Authority approved the use of machines in Kericho 

plantations as a way to speed up and double the pick-up rate. The workers resented this strategy 
as the government was at the verge of implementing Economic Stimulus Programs, within 
which retrenchment of workers was a top priority. The lack of locally bred technologies makes 
it  difficult to justify the importance of the machines in aiding tea production. The case could 

have been different if the technology used was an invention of a Kenyan to be applied in Kenya 
and elsewhere. 
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Creative destruction is an economic theory of innovation and 
progress, introduced by German sociologist Werner Sombart

36
 and 

elaborated by Schumpeter, to describe the process of transformation 
that accompanies radical innovation. In Schumpeter’s vision of 
capitalism, innovative entry by entrepreneurs was that force that 
sustained long term economic growth, even as it destroyed the value 
of established companies and labourers that enjoyed some degree of 
monopoly power derived from previous technological, organizational, 
regulatory and economic paradigms. Creative destruction can cause 
temporary distress.  
 
Layoffs of workers with obsolete working skills can be one price of 
new innovations valued by consumers. Though a continually 
innovating economy generates new opportunities for workers to 
participate in more creative and productive enterprises (provided they 
can acquire the necessary skills), creative destruction can cause 
severe hardship in the short term, and in the long term for those who 
cannot acquire the skills and work experience. This is especially true 
for those countries that depend on technological transfer for progress; 
they are genie pigs for new ideas generated elsewhere for different 
environments. Imagine a technology designed to harvest corn in the 
America’s; how a similar technology can be used to harvest maize in 
Kenya or even Africa where issues of famine and malnutrition are of 
the top agenda. To a greater extent, Kenya still depends on long term 
accumulation of cereals, there is no such thing as large scale 
production. It is the little bits of harvests collected from different 
subsistence farmers in form of surplus sold, that add up to make up 
the government cereal. Thus, introducing harvesters to such farmers 
is necessarily beyond their comprehension. In a clear analysis, it 
could contribute to the drop level of harvest, as the modes of 
production will change and time for adoptability might be a greater 
cost in terms of poverty escalation instead of alleviation. A 
destruction of the economy through imported technological creations. 
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 He was a German economist and sociologist, the head of the “Youngest Historical School” 

and one of the leading continental European social scientists during the first quarter of the 20
th

 
Century. 
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Schumpeter’s work turned on economic and social evolution, and he 
presented most of his results in what may be called the Evolutionary 
Triology: The Theory of Economic Development; Business Cycles; 
and Capitalism, Socialism and Democracy. He observes that the most 
essential point to grasp is that in dealing with capitalism, we are 
dealing with an evolutionary process that incessantly revolutionizes 
the economic structure from within, incessantly destroying the old 
one, incessantly creating a new one. This process of creative 
destruction is the essential fact about capitalism. It is what capitalism 
consists in and what every capitalism concern has got to live in.

37
 

Economic growth is characterized by the creation of novelty and the 
destruction of old products and processes. The employees who lose 
their jobs are often facing great stress and significant welfare losses 
that seem more obvious than their long term advantages of capitalist 
evolution. Their reactions constitute permanent challenge to the 
institutions of capitalism. Thus the process of creative destruction is a 
concept that reflects the competitive struggle and focus on the 
reactions to the temporary welfare losses at the micro, meso and 
macro levels. Schumpeter, as a solution to creative destruction, 
suggested the creative response. We must investigate historically the 
actual industrial processes that produce it and in doing so, 
revolutionize existing economic structures through adaptability. 
 
Werner Sombart

38
 argued that from destruction a new spirit of 

creation arises; the scarcity of wood and the needs of everyday life 
forced the discovery or invention of substitutes for wood, forced the 
use of coal for heating, forcing the invention of coke for the 
production of iron. That these events, however, made possible the 
enormous development of capitalism in the 19

th
 century, is beyond 

doubt for any well informed person. Herbert Simon had the view that 
it is not the actual destruction of resources but the potential threat to 
the survival of firms that leads to the change of routine behaviour. 
Those firms follow given routines as long as they are able to uphold a 
satisfactory performance. When this is not the case, e.g. competitive 
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 Schumpeter, 1942, 82 - 83 
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 1913: 207  ̀
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pressures, they start an innovative or imitative search for better 
routines. If successful, they scrap their old routines and thereby they 
might avoid the destruction of their organizations. 
 
According to this scheme, the evolution of the routine economy tends 
to take place through the following sequence of events: 
 

 Initial equilibrium: The analytical starting point is an 
economic system that is based on solid routine behaviour. 
This system is assumed to have found and equilibrium that 
allows the economic agents year after year to operate in their 
accustomed ways. 

 Innovation: The initial equilibrium breaks down when a 
minority of innovators starts their enterprises. This leads to 
an economic upswing, but gradually the stream of 
innovations fades out because of depletion of innovative 
skills and the difficulties of innovating under disequilibrated 
conditions. 

 Renewed equilibrium through creative destruction : 
Eventually, the innovative impulse is insufficient to uphold 
the upswing. The downswing sharpens the competitive 
process of creative destruction, where many old firms are 
selected out of the economic system while others survive by 
destructing old routines. At the end, a renewed and well 
established routine system emerges. 

 Economic evolution as the process of creative destruction:  
the economic evolution of the routine system consists in a 
series of routinised equilibria and innovative disturbances 
that challenges given routines. This process creates socio-
political reactions that might radically change its future 
functioning. 

 
In any emerging destruction of the economy through creative 
technology, the cultural industry remains the pivot point of 
control for what effects and when to be effected. Technological 
development is a cultural off-shoot, in as much as Africans are 
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competent with their fingers and natural gifts. The importation of 
civilization resulted into colonialism, and the persistent 
dependence resulted into brain drain, something that emerging 
scholars of political economy have framed as post - modern 
colonialism in replacement of the neo-colonial arguments that 
existed. We import technologies that we know little about, simply 
because we are not participatory in their making. We offer ample 
grounds for such technologies to be tested and perfected at the 
expense of our well-being as a nation, being helpless and 
paralyzed by the fact that the elected members of the general 
assembly know little about policy making; they are not 
conceptualized into the facts of control. They base everything on 
their prior experiences and aim to perfect their conditions without 
reference on the situation as it is. The way out is often to emulate 
the success stories of other nations and to import such methods 
used, not putting into consideration that these nations we look 
towards also took time to develop their sustainability. Though not 
advocating for us to reinvent the wheel, I think that the wheels we 
use must be improvised to act as solutions to our problem of 
mobility within our own terrain. 
 
Kenya is well known for the discovery of pre-historic artefacts 
and human remains. The studies of Leakey, Sonia Cole and other 
experts have established archaeological stages corresponding to 
the various climatic eras and Kenya’s variety of altitudes and 
climate made it ideal for the preservation of fossil materials. The 
pre-colonial, socio-cultural and linguistic patterns reflect the 
ways in which the inhabitants adapted and met the challenge of 
their varied environment. 
 
Kenya came into the British sphere of influence in 1902. The 
whole region then known as British East Africa Protectorate, was 
administered by career diplomats and private companies based in 
Zanzibar. The protectorate was regarded as strategic base 
safeguarding British colonial interests in South Africa and the 
Indian Ocean and operating as a check on German colonial 
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expansion. History has it that militant nationalism led by men of 
powerful intelligence and inspired by African cultural values 
ultimately gained Kenya independence in 1963.  Ever since its 
liberty, the government has fully recognized the importance of 
oral tradition - all the more important because 90 percent of the 
population is rural, devoted to the traditional dramas, folk opera, 
music and poetry. At the same time, the educational system 
strived to be developed as a necessary component of social 
welfare. This is seen on the 1970-74 Development Plan

39
, part of 

it states: 
 
The government has declared in Sessional Paper No. 10 of 1965 and in its 
National Social Welfare Policy, that it is its firm objective to improve the 

general well-being of the people. This is in recognition of the truism that 

economic development cannot be divorced from the social advancement of the 

people…certain services have no immediate economic implications, but their 

neglect has severe effects on the well-being of the whole nation. The underlying 
principle of all social welfare programmes will be that of prevention; preventing 

emergence of social problems which lead to human wastage and national 

decline. 

 
The discussion of cultural protection must include the question of 
the expatriation of cultural property and the effects of 
modernization on the quality of life - the great loss of the 
traditional values

40
 of the people...as cultures differ, so does the 

approach to them; this is why it is important for each nation-state 
to determine its cultural policy and methods according to its own 
conception of culture, its socio-economic system, political 
ideology and technical development. Government has an 
obligation to ensure that valuable cultural assets are not 
irretrievably lost and that the resources of the past are protected 
and preserved in order that the people may keep in sight their rich 
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 Republic of Kenya, Development Plan 1970 – 74, p. 527, paragraphs 20.17, 20.18, Nairobi, 
1969 
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 These values are intimately bound up with local social systems, and cover every aspect of 
life: history, flora and fauna, folklore, folk tales, opera, aphorisms, proverbs, dances, music, 

songs, instruments, decorative arts, jewelry, belief systems, literature, philosophy, theology, 
science, medicine, painting, sculpture, architecture and languages. 
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heritage and maintain those ties which are meaningful in the 
contemporary world

41
. 

 
The cultural industries tend to be: 
 

1. Knowledge intensive, involving highly skilled workers  

2. Labour intensive, creating more than the average number of 

jobs 

3. Differentiated, taking the form of small and medium 

enterprises and large enterprises  

4. Linked with close: interlocking but flexible networks of 

production and service systems, allowing the sector flexibility 

in the face of economic recession. 

 
Understanding the global context of the cultural industries is of 
crucial importance if any attempt is made to develop them. The 
politics of ‘New Economy’ and phenomena like the internet make 
understanding these processes absolutely necessary. The term cultural 
industry is used to describe a wide variety of cultural activities which 
all have commercial organization as their motivating force. These 
activities take a number of different forms and are organized in 
different ways from the manufacture or creation of products to the 
marketing and distribution thereof. Despite a voluminous and often 
fervent literature on income distribution, the cold fact is that most 
income is not distributed, it is earned. All business is seen to proceed 
as based upon beliefs or judgments of probabilities and not on 
certainties. This is why creativity is essentially important. 
 
Speculation about the nature of man and myths about his origin are 
found in all cultures, for example Adam and Eve, their disobedience 
in the Garden of Eden

42
 which led to their banishment and 

condemnation to a life of struggle for survival on earth. This idea of 
man’s existence in paradise is reflected in the myths about the origins 
of Kikuyu, Akamba, Luo, Maasai and other people of Kenya. Modern 

                                                                 
41

 The role of the cultural policy is clear, that of realization of national unity and cohesion; the 

creation of national pride and a sense of identity among people. 
42

The Christian Holybook, the Bible Genesis 
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science and technology strain to recover the omnipotence and 
omniscience of a golden age, the idea to which underlay 
philosophical and theological thinking that has dominated man’s 
history in all cultures until the advent of modern technology. The 
latter offered redemption from disagreeable and unethical labour. 
 
Technology developed in order to elaborate those that are basic in 
human nature. It involved specialization (division of labour), 
standardization (to make communication possible) and repetitive 
patterns of behaviour that are very well reflected in human language. 
As Schumpeter has laudably put it, that man has entered the era of 
destruction through his own creations to which he has lost control. It 
is now technology which controls culture, and has more or less done 
so since the industrial revolution. The price is heavy. Technology has 
created the most serious alienations man has ever experienced. There 
is little real communication between the technologist and his society. 
Because technologists try for betterment of material welfare, the 
ordinary citizen does not seem to care what goes on in industries and 
laboratories. He has been assured that all is well despite all the 
problems threatening his survival: population explosion, energy 
crisis, the threat of nuclear war, the waste of non-renewable 
resources, environment pollution and the general degradation of the 
planet.  Kenya is lucky because it can avoid this form of irrational 
development. We must develop industrially but not through the kind 
of technology that converts landscapes into urban concrete deserts 
and slums, or other similar aberrations. Our cultures are important 
after all, since they provide a spiritual buttress against poverty. No 
technological innovation should be forced on people until all of its 
consequences have been properly assessed. Those responsible for 
cultural planning must be quite clear on this point. 
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Kenyan Technologies 
 
Once upon a time we were just plain people. But that was before we 
began having relationships with mechanical systems. Get involved 
with a machine and sooner or later you are reduced to a factor 
 

Ellen Goodman “The Human Factor”, The Washington Post, 
January 1987 

 
Fundamentally transforming the foundations of the economy is the 
biggest contribution we can make towards building a sustainable 
future. The current economic crisis may be painful, but it will be 
nothing compared with the crises we will face if we continue to grow 
in a way that threatens the life support systems on which we rely. A 
combination of very rapid population growth over the last 50 years 
and reckless economic growth during the same time has stored up 
massive problems for societies the world over. No nation is immune. 
The scientific evidence tells us all we need to know, that if we carry 
on with business-as-usual growth-at-all-costs, and then the 
consequences will be suffocating. 
 
The collapse of the worlds banking system and the impending 
disaster of accelerating climate change are not separate phenomena

43
. 

They are simply the most visible symptoms of a particular model of 
capitalism that will bring civilization to its knees. But those 
symptoms will not get sorted unless and until we commit to a radical 
transformation of the way we create and distribute wealth in the 
world today. No wonder Kenya has been on the lead on mobile 
money transfer, bridging the gap between the have and have-not if 
not uniting the rich and the poor in an ethical manner. We must note 
that the solutions of tomorrow are not stashed behind the walls of 
bureaucracy or political halls. They are in the minds of engineers, 
designers, innovators, researchers, environmentalists, geographers 
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 The future of life on earth depends on our ability to take action. Many individuals are doing 

what they can, but real success can only come if there is change in  our societies, our economics 
and our politics.  
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and other spirited individuals. Creative industry must put emphasis on 
the environment and ecosystems within which such innovativeness is 
produced. Any regeneration project that fails to put environmental 
and social benefits at its very heart is unlikely to achieve anything 
more than a very short-lived spasm of spurious prosperity. 
 
Some scholars would say that technological progress has merely 
provided us with more efficient means for going backwards. We can 
easily reflect onto our past positions in this pyramid of development, 
to measure how far we have come, selecting what ideas serve as our 
heritage. The most important and urgent problems of the technology 
of today are no longer the satisfactions  of the primary needs or of 
archetypal wishes, but the reparation of the evils and damages by the 
technology of yesterday. With proper ways of doing things, the 
ethical orientation of our societal systems is highly utilitarian, shaped 
by hedonistic demands that steer development within the agency of 
collective good. Man is essentially selfish, driven into action not by 
intellect by appetites. His life is therefore chaotic, brutish and short. 
Only through scientific thinking is the individual ego capable of 
producing benefits to the community. It is only through such systems 
that man has been able to become organized and make better use of 
his ecosystem. He has been able to develop collective curiosity as to 
how futuristic his actions could sustain his own existence in this 
planet of change. Through science, an empirical epistemology has 
been developed that resulted to an easy way of living, a promotion to 
the well-being of man in this universe.  
  
The saddest aspect of life right now is that science gathers knowledge 
faster than society gathers wisdom; we are becoming the servants in 
thought of the machine we have created to serve us.  By example, let 
us use mobile phone

44
 as a case in point. When Abraham Bell 
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 A mobile phone allows its user to make and receive telephone calls to and from the public 
telephone network which includes other mobiles and fixed line phones across the world. The 
first hand held phone was demonstrated by Martin Cooper of Motorola in 1973, using a handset 
weighing at least two kilos. In the 1990, 1204 million people worldwide had cellular 

subscriptions and by the end of 2009 the number of cellular phone subscriptions worldwide 
reached approximately 4.6 billion, 300 times the number in 1990. 
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invented the telegraph, communication was made simple through 
sophistication. The need for decentralization of distant 
communication resulted to the creation of postal and 
telecommunication centres. However, the need for private 
telecommunication brought in the urge for a new technology, that of a 
mobitel. Thus, the earliest mobile phones were so huge, they were 
curt driven, but wireless. This is how primitive the technology has 
developed to the extent of fitting into our pockets or even being 
plugged as bluetooth device. 
 
Communication is one of the most important aspects of life. Without 
communication, things don’t work, good example being the tower of 
Babel in the Bible

45
. Africa far outpaces the rest of the world in 

average annual growth of mobile phone subscriptions. According to 
the international telecommunications union, from 1999 through 2004, 
Africans signed up for cell phones at a far greater rate than Asians, 
nearly three times as fast as Americans. Most of that growth was in 
the sub-Saharan region

46
. Despite millions of dollars in aid money, 

Kenyans still see the basis of advanced communication. Sharing 
whatever news they have and getting to care for the well-being of 
their related ones. The use of mobile phone is measured not 
monetarily, but timely, whatever goes on through the transactions 
must also be valued as such. As the saying goes ‘time is money’. 
Given the small scale business layout of most municipalities and 
cities, the best accounting system has been the micro-finance sector. 
Hitherto, the government of Kenya, many international donor 
agencies and a large number of NGOs consider micro-finance as a 
key instrument for micro-enterprise development and poverty 
alleviation

47
.  
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 Where communication breakdown killed a generation dream to reach God in physical form 
(check the bible for more details) 
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 http://tmenguy.free.fr/Techblog/?p=161  
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The central Bureau of Statistics (1999) estimated that the total number of NGOs providing 

financial services to low income people was 130, ten year in line, the number should have 
increased, but at what rate? 
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As an industry, micro -finance is a relatively new phenomenon in 
Kenya, with a few agencies starting about 20 or so years ago but the 
sector gaining the status of an industry in the last 10 years. The 
government of Kenya (GoK) has indirectly provided a boost to the 
microfinance sector. In 1992-1994, it implemented a Structural 
Adjustment Program (SAPs) which resulted in the liberalization of 
the economy. Lack of access to credit was considered a major 
bottleneck for entrepreneurial development. The international donor 
community responded generously in financing the innovation of 
grassroots’ financial mechanisms. Micro-finance agencies (in 
particular client-based

48
) became donor darlings

49
. It is on this call 

that the Safaricom Mobile Company, through its mother organization,  
Vodaphone, convinced the U.K. donors to support its quest of being 
the first mobile based micro-finance service facilitator. In this way, 
individuals would borrow from their fellow partners and transact 
business with ease and no commitment to the heavy conditions 
imposed by the banking systems.  
 
M-Pesa (M for mobile, Pesa a Swahili word for money) is the product 
name of a mobile-phone-based money transfer service whose initial 
concept and design was Kenyan and was later developed by Sangetia 
(later transferring to IBM in September 2009) for Vodaphone

50
. The 

development was initially sponsored by the UK-based Department for 
International Development (DFID) in 2003 - 2007. The initial 
concept of M-PESA was to create a service which allowed 
microfinance borrowers to conveniently receive and repay loans 
using the network of Safaricom

51
 airtime vendors. 
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 Client based microfinance agencies comprise of all microfinance providers, formal or 
informal, where customers are not also owners of the institution, have lit tle direct involvement 

in the management of the institution, and don don’t have a share in the returns made by the 
institution. 
49

 A conservative estimate is that the micro –finance industry has received a total of USD 

80million 
50

 In Kenya, the affiliate of Vodafone is Safaricom. Thus it  is easier for the service to become 
international, wherever other affiliates of Vodacom operate i.e. Tanzania, Afghanistan, Egypt, 
India and South Africa. 
51

 Safaricom Ltd is a leading mobile network operator in Kenya. It was formed in 1997 as a 
fully owned subsidiary of Telkom Kenya. In May 2000, Vodaphone group of the United 
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Aside from the micro-finance sector, technology has also been 
applied politically to control violence and the voting system. With 
African leaders resisting democracy at all cost, there has been a quest 
for alternative ways of practicing our human rights. The freedom of 
expression has been highly curtailed if not resisted by those leaders 
who we elect into statesmanship. Once in power positions, they 
refuse to relinquish such positions for successive leaders, they resist 
new ideas and become conservative of their own inventions of which 
corroboration warrants a shift in paradigm. The results of flawed 
election results in Kenya sparked a highly witnessed authentic 
violence, an outrageous resistance of the inferiority complex that had 
been instilled to the native Kenyans by the Arap Moi regime and later 
clouded by the Kibaki government of that time. The government was 
highly corrupt and nothing that the citizenry could do would have 
changed anything. The only expected transition was voting out the 
leadership. But things became bogus, as rigging was broadcasted live 
to the citizenry, who took up the call for nationalism. They identified 
themselves as Kenyans against Kikuyunization, displacing this tribe 
from other localities where they had gathered safe-haven. 
Dramatically, the most affected region was Eldoret.  
 
At this very time of post-election violence, the criminal organizations 
were taking charge, notably is the Mungiki menace, who countered 
the attack by claiming certain segments of Nairobi. Thus, as Kikuyu's 
were being displaced from Rift valley and Nyanza provinces, the 
Mungiki were busy displacing and killing  people who belonged to 
any other tribe other than their own. These issues were widely 
witnessed to an extent of being broadcasted live in news networks 
such as Al Jazeera and CNN. 
 
Ushahidi, which means ‘testimony’ in Swahili, is a website

52
 that was 

initially developed to map reports of violence in Kenya after the post 
– election fallout at the beginning of 2008. Ushahidi roots are the 

                                                                                                                                           
Kingdom acquired 40% stake and management responsibility for the company. Vodacom is the 

world’s largest telecommunication company. 
52
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collaboration of Kenyan citizen journalists during a time of crisis, and 
have grown from an ad-hoc group of volunteers to a focused 
organization. The team is comprised of individuals with a wide span 
of experience ranging from human rights work to software 
development. This technology allowed citizens who suffered abuse to 
be able to share their experience with international human rights 
organizations, who would in turn put pressure on the Kenya 
government. The service worked through a short message service 
from the mobile phone to a website, making the information available 
to the World Wide Web. The government was therefore not able to 
hide its own atrocities, its own incompetence’s. It had no option but 
to accept the international accusations, the donor pressure and the 
citizenry cry for change. This resulted to a coalition government that 
has an equal power sharing for the two parties who contested for 
presidency. 
  
 In August 2008, a seed funding from Humanity United allowed the 
team to get started, deploying its services to Congo for testing 
amongst other nations and organizations

53
 including Al Jazeera 

during the war on Gaza, vote report India (to monitor the recent local 
elections) and Pak Voices(to map incidents of violence in Pakistan). 
This is just another addition to the multiple technological ideas that 
originate in Kenya and get developed elsewhere, if not copyrighted 
out of the reach of their country of origin. 
 
In April 16

th
 2010, the Impact lab

54
 reported that a Kenya student, 

Pascal Katana from the University of Nairobi engineering faculty, 
invented a device to automatically detect forest fire outbreaks. It used 
heat sensors to detect fire; automatically relaying the information to a 
forest station through mobile phone technology.  Pascal explains that 
heat sensors are programmed to detect temperatures which are over 
45°C and the Sun does not go beyond this level in terms of heating, 
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5454

 The impact Lab is a laboratory of the future human experience. The site was launched in 

2001 as one of the Internet’s earliest weblogs. It  began as a notebook filled with fascinating 
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thus easy to tell of a fire that could have been ignited. A deeper look 
at the inventions that come as student projects from the University of 
Nairobi still reminisces what Pascal had done during his early days of 
study. Together with Jeremiah Murimi, they invented a device that 
allows bicycle riders to charge their mobile phones.  
 
According to a BBC story

55
, the cash strapped students used old bits 

of electronic equipment for the project as well as considered their 
livelihood background as an inventing platform. Where they come 
from, boda-boda is the sole means of transport from bus terminals. 
Most bicycles in Kenya come with dynamo attached to the back 
wheel to power the lights, this is how the idea of the mobile charge 
regenerated, the concept of multitasking the dynamo. The invention 
was that the dynamo can be switched to plug into the charger during 
the day, and back to the light at night since the electric energy is 
manually generated through cycling. During the day, the 
accumulation was not being put into use, thus an idle energy. 
Surprisingly, Nokia mobile company took this invention and branded 
it as of its own making, thereby robbing the two boys of their 
intellectual property as much as abusing their copy rights. 
 
There are numerous stories of stolen ideas by the corporate 
companies from developers, programmers and entrepreneurs. Meet 
these people in any forum and the number one complain is how their 
ideas which at one point they presented to such a company as a 
proposal; whilst the company might have rejected it as useless, 
behind the hinges it was developing it further for it to be seen weeks 
or months later as up and running, in totality as had been in the 
rejected proposal. The reason why this happens a lot is because of 
Kenya’s outdated intellectual property laws. To start with, many 
people don’t know even how to go about it and the little number of 
persons who know, understand that those laws can’t help unless 
refined.  
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As at the time of this writing, Nokia mobile company claims 
ownership of the bicycle charger kit, patented on their own behalf and 
used as a marketing tool

56
, the same as what Safaricom is doing with 

the M-Pesa innovation. They play around the intellectual property 
rights, exploit the young who at any point are desperate for 
employment or finances, and snatch away their creativity to brand it 
in its mega outreach, to such an extent that the idea is internationally 
recognized as their own. 
 
It takes the civil society action for government to respond accurately 
on issues of innovation and creativity. Today, Kenya has recognized 
the institutions of higher learning as hubs of technical creativity, 
especially the University of Nairobi where technologies such as M-
Pesa, Nokia Bicycle Charger, Fire Detector and many others have 
emerged as final year projects for the students of the faculty of 
engineering. At the University of Nairobi, Fab Lab (fabrication 
laboratory) has enabled Kenya to respond to technological urgencies. 
It is a small scale workshop with an array of computer controlled 
tools that cover several different length scales and various materials, 
with the aim to make almost anything. The Fab Lab was started in the 
Media Lab at Massachusetts Institute of Technology, collaboration 
between Grassroots Invention Group and the Centre for Bits and 
Atoms at MIT, broadly exploring how the content of information 
relates to its physical representation, and how a community can be 
powered by technology at the grassroots level. The 2009 statistics 
explains that there are 45 labs in 16 countries. Kenya has two of these 
labs, in Kisumu

57
 and University of Nairobi; South Africa has five 

and Ghana has one, being the only African countries accessing the 
technology as at the time of this writing. 
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 http://europe.nokia.com/find-products/accessories/all-accessories/power/chargers/nokia-
bicycle-charger-kit accessed on 22 July 2010 
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 In Kisumu, the Fab Lab is managed by Arc Kenya, an organization aiming to empower the 

local poor people in Kenya through capacity building, projects support, resource mobilization 
and creation of objective linkages from local to international perspectives. www.arc-kenya.org  
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On Issues of Copyright and Properties of the Intellect 

 
The principle rights governing the ownership and disposition of 
technology are known as intellectual property rights, which are 
derived primarily from legislation granting patents, copyrights, 
trademarks et cetera.  In many instances, distribution and 
commercialization of technology may be aided by or depend upon 
access to the physical or tangible embodiment of the technology, as in 
the case of biological organizations, plant varieties or computer 
software

58
.  

 
Most countries in east Africa have modelled their intellectual 
property laws on international conventions and agreements that are 
intended to promote creativity through the granting of intellectual 
property rights (IPRs). These include industrial property laws 
(covering patents, trademarks, and geographic indications), 
copyright laws, and plant breeder rights. Kenya has developed and 
enhanced legal frameworks for all of these areas, while Uganda and 
Tanzania have similar copyright and trademarks laws, but use the 
African Regional Industrial Property Organization

59
 (ARIPO) for 

their industrial property laws. 
  
Most important is a positive stance by governmental policy makers 
with a rigid and rigorous enforcement of those policies in an effort to 
dis-incentivize those who engage in illicit activities and increasingly 
incentivize those who engage in legal, profitable business ventures 
thus paying tax revenue and royalties to those legally capable of 
claiming it. 
 
As in the case of Pascal and Jeremiah, they might have been naïve or 
scarcely informed about their rights as creatives. Although their 
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 The intellectual property covers generally covers the ownership, distribution and commercial 
development of technology. 
59

 ARIPO is a regional organization of 12 countries, namely Kenya, Zimbabwe, Gambia, Ghana, 
Lesotho, Botswana, Somalia, Sudan, Tanzania, Uganda, Swaziland, Malawi and Zambia. 

Inventors wishing to protect their inventions in other African countries may file one application 
in Kenya (for this case) and designate any of these countries. 
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production was not professionally motivated, it still had legality of 
being recognized.  Notably, inventions which do not meet the criteria 
of patentability

60
  and are industrially applicable are to be protected 

by a utility model certificate 
61

, this certificate could later be used by 
these students to create even better models of their inventions, thus 
protecting their originality in time of their academics. Yet 
multinational corporations exploit originality at no cost, registering 
innovations in the western world where their trade acts are functional. 
Surprisingly, like other developing and developed nations, Kenya has 
a copyright act, under which all these issues are proposed.  In 31 
December 2001, the Kenya parliament passed the Copyright act of 
2001, replacing the Copyright Act of 1966 (as amended) thus 
establishing a Copyright Board

62
 to replace the Copyright Office. 

 
 More so, there are a myriad of international organizations whose 
respective goals are generally to foster, facilitate and otherwise 
support protections on all intellectual property rights from an 
international perspective.  Probably, the premiere international 
organization involved with Intellectual Property is the World 
Intellectual Property Organization (WIPO). The need for protection 
of intellectual property at an international level became clearly 
evident during the International Exhibition on Inventions in Vienna in 
1873. At that time, foreign exhibitors refused to attend or participate 
in any manner during the exhibition of inventions for fear that their 
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 Namely being new or at the invention step 
61

 Utility models are new inventions with industrial capability but lack an invention step. This 

means the invention qualifies for a utility model certificate if it is new and industrially 
applicable. Thus, according to the industrial Property Act, utility model comprises of any form, 
configurations or disposition of elements of some appliance, utensil, tool, electrical and 
electronic circuitry, instrument, handicraft mechanism or other object or any part of the same 

allowing a better or different functioning, use or manufacture of the subject matter or that gives 
some utility, advantage, environmental benefit, saving or technical effects not available in 
Kenya before and includes micro-organisms or other sect replicable material, products of 

genetic resources, herbal as well as nutritional formulation which give new effects. A utility 
model is protected for 10 years from the date of grant of a utility model certificate.  
62

 The board is in charge of the administration all matters concerning copyright and related 
rights in Kenya. The board takes over the duties of the copyright office currently residing in the 

Office of the Attorney General. This is to ensure centrality in coordination and enforcement of 
copyright and related rights in Kenya.  
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ideas would be stolen and exploited commercially in other countries 
with no means of recourse on the inventor’s part. By 1883, the 
concerns of inventors and other creators was so extreme that it 
brought about the Paris Convention for the Protection of Industrial 
Property, the first major international treaty designed to help the 
people of one country obtain protection in other countries for their 
intellectual creations in the form of industrial property rights, known 
as: inventions (patents), trademarks and industrial designs. 
 
 In 1886, copyright similarly entered the international arena with 
Berne Convention for the Protection of Literary and Artistic Works. 
The aim of this convention was to help nationals of its member states 
obtain international protection for their right to control, and receive 
payment for, the use of their creative works such as: novels, short 
stories, poems, play; songs, operas, musicals, sonatas; and drawings, 
paintings, sculptures, architectural works. 
 
As the importance of intellectual property grew, particularly in 
westernized democratic societies, the structure and form of the 
organizations changed as well.  In 1974, WIPO became one of the 
current 16 specialized agencies of the United Nations system of 
organizations

63
, with a mandate to administer intellectual property 

matters recognized by member states of the U.N. thus in 1996, it 
entered into a cooperation agreement with the Word Trade 
Organization (WTO) thereby expanding its roles. A fundamental and 
enduring part of its activities in the protection of intellectual property 
is the progressive development and application of international norms 
and standards. However, it must be remembered that WIPO has no 
direct input into the enforcement

64
 activities of sovereign states, even 
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Kenya is a member of most major international and regional intellectual property conventions, 
the World Intellectual Property Organization, the African Regional Industrial Property 

Organization, the Paris Convention on the Protection of Industrial Property and the Berne 
Convention on the Protection of Literary and Artistic Works 
64

Even the most well drafted treaty is powerless without member states to bring its provisions to 
operation, so WIPO actively encourages states to sign its treaties and to enforce them as 

intended. Widespread accession and consistent enforcement help to maintain a stable 
international environment, inspire confidence that intellectual property rights will be respected 
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member states to its organization, thus influence remains purely with 
economic and political pressure brought to bear by the collective 
voice of member states. WIPO serves as an administrator of 
international treaties associated with all regimes of intellectual 
property and encourages all member states to abide by and enforce 
those treaties within their sovereign responsibilities. 
 
Kenya is a signatory to many of the international laws that protect its 
innovation, creativity and production, yet, its citizenry continue to 
languish in poverty as much as struggle to alleviate themselves from 
the poor standards of living they find themselves awaken into by 
virtue of the natural placement.  
 
They were born Kenyans, they were made to feel inferior through 
colonialism, yet violence only brought to them political freedom 
which has failed them towards understanding the importance of 
governance by the people. Perhaps Jeremiah and Pascal could have 
enjoyed assistance by the government in getting their scientific 
episteme globally respected. Kenya is a signatory to the Paris 
Convention for the Protection of Industrial Property which prevents 
actions as that of the Nokia Mobile from happening. This could have 
been the number one priority instead of promising reactions from the 
Ministry of Science and Technology in need of more inventions and 
innovations. Securing rights for such creativity is the route to 
successful addition onto the gross national product, by taxing those 
institutions and governments who utilize Kenyan bred ideas.   
 
Though in this chapter we have counted only specific examples of 
Kenyan technological creativities that have been lost to global 
institutions that protect such innovations elsewhere, there is a dire 
need for a civil society response on issues of culture, an element that 
is lacking as many consider the creative sector to be people specific, a 
non-public domain, a backward paradigm. This is the wrong 
perception, for we are enslaved into joyous quest for inventions that 

                                                                                                                                           
around the world, encourage investment, and contribute to economic development and social 
well-being. 
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we force their workability onto our environment, we need to be 
masters of our own creations, to address the local problem. In this 
way, poverty alleviation will be a reality and the millennium 
development goals will cease to by mythical objectives. Culture must 
be the guiding strategy. 
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The Economy of Creativity 
 
The government view of the economy could be summed up in a few 
short phrases: if it moves, tax it. If it keeps moving, regulate it. And if 
it stops moving, subsidize it. 

Ronald Reagan 
 
The cultural/creative industries

65
 are a growth sector with major 

contributions to employment, export and GDP. Measurement and 
survey of the sector is critical to industrial management, strategic 
industrial planning and trade policy formulation. In order to harness 
the opportunities offered by the creative industries, governments first 
need to undertake thorough mapping and statistical research to better 
understand them. Creative economy thus calls for a multi-disciplinary 
and concerted inter-ministerial policy response. 
 
As per the UN Creative Economy report of 2008, the creative 
economy can foster income generation, job creation and export 
earnings, while promoting social inclusion, cultural diversity and 
human development. As much as 80% of cultural goods are 
consumed by 20% of the population. Africa’s development model is 
based primarily on the criteria of short-term economic profitability 
and technical rationality. This has perpetuated or even aggravated 
inequalities thereby dooming hundreds of millions to live in poverty, 
unemployment, insecurity and exclusion. Africa is increasingly 
indebted and becomes more marginalized in the world economy. We 
must take note that development models in Africa ignore the realities, 
traditions and specifics of the socio-cultural environment and local 
populations. Cultural diversities and traditions are considered 
obstacles to development, while the Pan African Cultural Manifesto 
(Algiers, 1969) clearly stated that culture plays a decisive role in the 
economic and social development of Africa. Creative industries are 
therefore promoted through the art schools and government policies. 
It is either an increment in the number of institutions teaching art and 

                                                                 
65

 Creative industry could include CSOs (Civil Society Organisations), Copyright Societies, 
tourism agencies, industry association.  
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innovation or the betterment of existing government policies toward 
creative industries. On the other hand, the Nairobi Plan of Action 
[Chapter C, Preamble, paragraph 13] of 2005 defines creative 
industry to include music, performing arts (dance or theatre), film, 
television, radio, indigenous sports and games, tourism, publishing 
and printing industries, indigenous knowledge and technology

66
. 

  
After the alienating impact of colonial history

67
, African cultures 

seem threatened by the effects of rapid socioeconomic transformation 
process and by the invasion of foreign models and mass cultural 
products. 55% of world cultural industries are controlled by the North 
Americas firms, 25 % by European; 15% by Japanese and the rest by 
Asian; 5% by Latin America. Africa share is less than 1%. Hindered 
by the absence of capital and investments, the difficulty in accessing 
credit, ill-controlled piracy

68
, the parcelling out of the markets, the 

insufficient mapping of cultural resources, African creativity, cultural 
industries yet the media cannot give an effective support for the 
creation and distribution of cultural and artistic goods and services. 
There is need for advocacy programmes and sensitization activities 
for decision makers and planners involved in the PRSP

69
 process, the 

development of cultural indicators and methodological tools with a 
view to developing capability of understanding and incorporating 
cultural issues into poverty reduction strategies, programmes and 
projects. The main obstacles for development of creative economy in 
Africa stem from the low level of development and colonial history. 
The role of policy is to minimize distortionary interference within the 
open system economics of creative industry - in this way they are 
dynamic and contribute to the process of economic growth and 
development. Over and above their contribution to culture

70
 and 
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 Creativity as a source of sustainable development, a first step in innovation, has three facets: 
Technology, economic (entrepreneurship), cultural, artistic. 
67

 Colonialism is the building and maintaining of colonies in one territory by people from 
another territory. Colonialism is a process whereby sovereignty over the colony is claimed by 
the metropole and social structure, government and economics within the territory of the colony 

are changed by the colonialists.  
68

 ICTs and IPRs are key drives of creative economy 
69

 Poverty Reduction Strategy Paper 
70 States cultural amenities include festivals, museums, historical monuments 
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society, the market must be seen as a knowledge-integrating 
institution. In spite of the many policies, declarations and guidelines; 
the prevailing strategies and planning practices continue to ignore in 
general, the cultural realities and assets of the African continent. 
There is need to develop grant programs that address state economic 
goals and to facilitate commerce for artists and art organizations. The 
most vital question is: ‘How do we store the regional social capital? 
[Which refers to the latent or tacit knowledge possessed by labour 
market, their cultural understanding and their belief that efforts to 
leverage this knowledge and understanding in the market place]. 
 
On a Theory for Creative Economy 
 
The fundamental goal of economic policy is to enhance 
competitiveness, which is reflected in the productivity with which a 
nation or a region utilizes its people, capital and natural endowments 
to produce valuable goods and services. Knowledge creation is an 
individual activity, and the primary role of firms is in the application 
of existing knowledge to the production of goods and services. 
Notably, production requires the coordinated efforts of individual 
specialists who possess many different types of knowledge. This is 
what an organization does. Inherently, they store knowledge in their 
procedures, norms, rules and forms. Production driven cultural 
clusters, which occur at both the neighbourhood and regional scales, 
arise out of the social networks developed to meet common needs 
among producers in a given sector. Firms exist because they provide 
a social community of voluntaristic action structured by organizing 
principles that are not reducible to individuals. Efficiency of 
knowledge is greatly enhanced when knowledge can be expressed in 
terms of a common language. 
 
Clusters (on the Industrial Cluster Theory) are defined as 
geographical concentrations of firms or interconnected companies 
and institutions in a particular field (Michael Porter, 1998, p.78

71
). 
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 Porter, M (1998) Clusters and the New Economics of Competition, Harvard Business Review, 
November-December, pp. 77-90 
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Porter argues that a nation’s industry will be internationally 
competitive if synergistic interrelationship exists between four 
important variables, collectively known as the Diamond Factor 
Model which includes:  Factor Conditions; Local Demand 
Conditions; Related and Supporting Industries; Firm Strategy, 
Structure and Rivalry. 
 
Benign colonialism

72
 is a term that refers to a supposed form of 

colonialism in which benefits outweigh risks of indigenous 
populations whose lands, resources, rights and freedoms were pre-
empted by a colonizing nation-state. Advocates of the concept cite 
improved standards of health and education, employment 
opportunities, liberal markets, developed natural resources and 
introduced improved governance. 
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 The historical source of benign colonialism resides with John Stuart Mill who was chief 

examiner of the British East India Company, dealing with British interests in India in the 1820s 
and 1830s. 
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Looked from the angle of a creative industry, developmental lifecycle 
of a cluster could be categorized as follows: 
 

a) Stage 1: The research base creates the technology which forms the 

bedrock for the future development of the cluster. 

b) Stage 2: The research base commercializes the technology
73

 either 

internally through spin-offs or via third party contractors. 

c) Stage 3: Companies begin to grow and develop around the 

technology creating a small cluster of related firms. Employment 

levels are still very low. 

d) Stage 4: Specialist support services and suppliers emerge to service 

the cluster, adding to the depth and innovative capacity of the 

cluster as a whole. 

e) Stage 5: Companies begin to grow and expand their capabilities. 

Often trade bodies or informal networks grow during this stage. 

f) Stage 6: Companies begin to reach a degree of maturity and may 

need to diversify to be able to continue in business. Linkages with 

universities or other suppliers of technology may be necessary to 

upgrade. 

 
Having seen the pragmatic steps for a cluster, we need to define a 
value chain as that full range of activities required to take a product 
from its conception to its end use; within this definition, terms like 
appropriability are vital, referring to such an ability by the owner of a 
resource to receive a return equal to the value created by the resource 
itself. Hitherto, knowledge is a resource which is subject to uniquely 
complex problems of appropriability. The formation and size of 
clusters depend on the relative strength of these three forces: the 
magnitude of localization

74
 economies, the intensity of price 

competition and the level of transport costs. All viewed in terms of 
strategy and rivals

75
. Thus, a need to consider the development of 

unique policies at each stage of cluster maturation (policies 
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 Technology directly determines economic organization, so that, for example, the size of 
business organization is directly determined by its minimum efficient scale. 
74

 Localization as derived from location, geographical proximity. 
75

 Firms must be able to serve equally all markets [globalization] in order to enjoy the local 
advantages associated with the formation of a cluster [localization]  
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appropriate at one stage may not be appropriate at another within 
the life-cycle). 
 
Clusters drive productivity and innovation, they are important 
because they play a fundamental role in knowledge creation, 
innovation, accumulation of skills and the development of pools of 
employees with specialized expertise. Firms that are located within a 
cluster can transact more efficiently, share technologies and 
knowledge more readily, operate more flexibly, start new business 
more easily, and perceive and implement innovations more rapidly. 
The examples of Creative Industries clustered in areas of interest 
could be: Food and Drinks, Handicraft, Sculpture, Performing Arts et 
cetera and all trying to get coordinated or governed within a single 
sector (and/or business network ) in such a way that they inform 
policy in many ways, especially the efficient use of creative 
resources. Where the goal of sustaining success can only be achieved 
if a company continually comes up with value propositions that are 
accepted by the market. This involves constant innovation and 
optimization. 
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Value proposition is the highest point of innovation at any one time, a 
situation which is relative and dynamic. It is also the foundation stage 
for the rest of the production cycle. No company has the ability to 
control innovation, thus also incapable of controlling completion. 
Every innovation improves a system, moving it along the 
evolutionary curve. Whether this move complies with the laws (or 
deviates from the laws) constitutes criterion for evaluating innovation.  
 
Below is a diagram outlining the process of innovation: 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
If an organization can precisely forecast the future of its own products 
and process as well as foresee where the market will go, this company 
can use this knowledge at any moment for creating new powerful 
strategies, finding new markets for products and services, finding new 
sources of revenue, generating and controlling growth. It will thus 
have substantial advantage as compared to its rivals, which is a solid 
foundation for continuous advantage and success.  In a competitive 
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market, ideas trade at zero price; the entrepreneur cannot recoup the 
fixed cost of innovating and intellectual monopoly is seen as a 
necessary evil. Ideas have an economic value insofar as they are 
embodied in people or things - ideas do not lead an independent 
existence.  
 
Innovation differs from creativity. Creativity refers to the production 
of new ideas, new approaches and inventions, whereas innovation 
corresponds to the application of new and creative ideas and the 
implementation of inventions. Thus, we could be creators without 
being innovators. In this regard, innovation can be defined as a 
process of creating new rule…geared first towards consumers, as the 
main arbiters of business competitiveness, but one that can also 
involve other stakeholders as major beneficiaries, such as the 
organization itself (employees), shareholders (profitability), external 
partners et cetera. 
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Economic theory has been built on the experience of industrial 
revolution, which in turn relied on cheap and abundant flow of 
energy, first from coal and later from oil and gas. Man was perceived 
to be master of his environment; but now rising population and 
dwindling resources have reversed the relationship. The Gross 
national product measures neither the health of our children, the 
quality of their education, nor the joy of their play. It measures 
neither the beauty of our poetry, nor the strength of our marriages, the 
intelligence of our public debate or the integrity of our public 
officials. GNP measures neither our wit nor our courage, neither our 
wisdom nor our learning, neither our compassion nor our devotion to 
our country. It measures everything, in short, except that which 
makes life worthwhile, the extent to which creativity adds to the well-
being of a citizen. Such a topic will need a whole new book, but for 
now, as an artist, it is best to rejoice that a few basic terms have been 
digested and we are ready for enterprise. 
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Provoking a Competent Art Policy 
 
The principle goal of education is to create men who are capable of 
doing new things, not simply of repeating what other generations 
have done.  

Jean Piaget (1896 – 1980) Swiss Cognitive Psychologist 
 
Mapping of creative industry has not been a successful endeavour for 
African governments, as they specify the task to be an art oriented 
initiative, forgetting that art as a discipline is simply a methodological 
expression that can be applied on different faculties, including health. 
Art in itself is political, simply put, it touches on the day to day 
welfare of the individual who has to be creative in order to tackle his 
very own problems. It is only through artistic thinking that innovation 
comes into play. Yet in working all these, the policy priorities for its 
enhancement and deeper provocation are lacking insight. The artists 
who are the stakeholders of the creative industry are not informed on 
how to influence their priority areas. The goals of poverty alleviation 
remain myths that will always depend on western involvement for 
their solution. I remember in the 1990s when music, art and craft 
were subjects taught at elementary level. Students could be taught on 
how to appreciate their folklores, how to respect other people’s 
traditions and how to become patriotic. All these were blended in a 
political mix that not only benefited the dictatorial policies of the 
benevolent ruler at this time, but also united the youth and those of 
children who grew up to love their country as much as their president, 
who was their father, aside from the almighty. With changing trends 
of democracy, other regimes thought of this as brainwashing, as a 
white elephant in dire need of ejaculation. Thus, those responsible for 
transitional preparation introduced policies that saw the 
informalisation of creativity. It was no longer an issue to be taught at 
institutions of learning, but something next to the intangible heritage, 
something that depended on apprentice experience of oralist or 
folklore witnesses. The argument in justification for the removal of 
the art and music education elementary curriculum was that artists in 
the western world usually develop their skills through a bachelor’s 
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degree program or other post-secondary training in art or design; in 
this way, their economies can depend on their creativities. 
 
Since independence in 1963, various efforts have been made to 
improve quantitatively and qualitatively at all levels of formal 
schooling in Kenya. This is evidenced by the quantitatively expansion 
of educational facilities to make primary education more readily 
available to all children of school going age, the establishment of 
more secondary schools, and the revision of the curriculum. Within 
the first week of independence, the Kenya government set up an 
education commission under the chairmanship of Professor Simeon 
Ominde to look into all aspects of education in Kenya. However, by 
1975 a call into creative education entered the core. It became evident 
that formal education did not cater sufficiently for the majority of 
school children who did not proceed to the next level. Rather, it 
catered more for the minority who managed to continue with further 
education. The question would be; what of those children who 
couldn’t manage to go beyond primary school for lack of fees or 
extreme poverty? Education at this time was simply for the purpose 
of passing examination, not development of skills. Thus, in 1981a 
new curriculum was developed for implementation in 1986. In it was 
Art Education, Home Science, Craft Education, Music and Business 
Education. All of which were scrapped off with the coming of 
democracy in 2000. Aside from the political justifications for their 
removal, the educational committee at this time claimed that the 
subjects were too many in the primary school curriculum thus 
hindering their effective implementation. Practical skills subjects, 
namely music, art and craft, agriculture, home science and business 
education were not taught effectively in many schools due to lack of 
materials and equipment or even qualified teachers. Therefore, the 
objectives of primary education were too ambitious and unrealistic. 
All practical subjects were therefore removed, and this has brought 
into play the problem of indigenous art appreciation. In this time of 
internet and global media, we import cultures that are not of our own 
making, we impart norms that are alien and deadly to our cultural 
values.  
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It is therefore evident that politics touches on education as well. 
Influencing the activities that have great impact on a nation’s welfare.  
 
To the social extreme, and at university level, a Bachelor of Arts 
Degree does not entail creativity. It focuses on the liberal arts and this 
has brought introduction of the bachelor of fine arts to place emphasis 
on studio and performance experience. Liberal arts denote a 
curriculum that imparts general knowledge and develops the student’s 
rational thought and intellectual capabilities, unlike the professional, 
vocational and technical curricula that emphasize on specialization. 
The contemporary liberal arts comprise studying literature, languages, 
economics, philosophy, history, mathematics and science. With the 
heat of globalization, the government used to retrain its staff on 
liberal studies, thus branded it the school of government, today, it is 
widely known as political science, a closer link with that 
entrepreneurial course. It literally relates all the above mentioned 
courses and analyses them societally. 
 
On to the foundation of political science, issues of arts are well 
represented within the divergent perspective of political economy 
which integrates well with creative economy, both founded from the 
welfare system of humankind, how we relate and design our 
dynamism. Political scientists thus study the structure and theory of 
government; seeking practical and theoretical solutions to political 
problems

76
.  

 
Most current studies and research concentrate on tangible topics such 
as welfare reform, political campaigns and elections, foreign 
relations, and immigration. It is from this background that  potency to 
pick up well on the needs for creative economy studies is generated, 
to shape the citizenry towards policy areas as much as gives them a 
perspective of welfare development through constant call for 
innovation and involvement. Political scientists resort to be teachers 
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  General meaning of a problem is simply a state of difficulty that needs to be resolved 

(according to the Dictionary by Farlex, http://www.thefreedictionary.com/problem accessed on 
June 8, 2010 at 11:00 Hrs) 
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at colleges and universities where they conduct research and write 
books and articles on political theory, I find it realistic and of honour 
to be at the design process of what creative economy studies in east 
Africa should entail.  
 
We live in a world where interconnectivity is increasingly becoming 
a norm, technological development defies static culture: there is need 
to integrate our cultures with the globe, as if not to be globalised, but 
to contribute evenly to the process of globalization. It is thus not 
accurate to claim that a political scientist cannot effectively cover 
issues of culture, creativity and more so the economy. I put it this way 
because am a political scientist with much nostalgia has become a 
scholar in research and is being referenced in a myriad of related 
issues

77
.   

 
Besides, political science dissects the welfare system of mankind into 
policy areas that can be studied and pillared with other disciplines, 
thus, works best with all fields of study including health sciences and 
engineering. This is simply because policy studies are diverse and 
open ended. No profession lacks issues of policy. A policy is 
typically described as a simple or rule to guide decisions and achieve 
rational outcomes. The term is not normally used to denote what is 
actually done; this is normally referred to as either procedure or 
protocol. Whereas a policy will contain ‘the what’ and ‘the why’; 
procedures or protocols contain the ‘what, the how, where and the 
when’.  
 
Policies

78
 are generally adopted by the board or senior governance 

body within an organization whereas procedures and protocols would 
be developed and adopted by senior exercise officers. In political 
science, the policy cycle

79
 is a tool used for the analysing

80
 the 
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 Intended effects of a policy vary widely according to the organization and the context in 
which they are made. Broadly, policies are typically instituted to avoid some negative effect that 
has been noticed in the organization, or to seek some positive benefit. 
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 It  can also be refered to as a stagist approach. One standard version includes the following 
stages: agenda setting, policy formulation, adoption, implementation, and evaluation. 
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development of a policy item. Analysis of a policy is analytical and 
descriptive – that is, it attempts to explain policies and their 
development. Analysis for policy is prescriptive – that is, it is 
involved with formulating policies and proposals

81
 (e.g. to improve 

social welfare). 
 
Political scientists approach problems using one or a combination of 
four distinct methods: objectivity, analytical, comparative, and 
historical. The adequacy and integrity of a political scientist’s theory 
rests on his ability to set aside his own prejudices and remain 
objective in gathering, analysing and presenting his findings. Using 
commonly available research-interviews, newspaper clippings, 
periodicals, case law, historical papers, polls and statistics to test 
theories and develop new ones, political scientists analyse, compare, 
and even trace problems back to their sources. In gathering data, 
political scientists often employ the technique of the “participant 
observer,” blending with crowds while carefully observing a 
particular interaction. 
 
The fundamental goal of economic policy is to enhance 
competitiveness, which is reflected in the productivity with which a 
nation or a region utilizes its people, capital and natural endowments 
to produce valuable goods and services. Knowledge creation is an 
individual activity, and the primary role of firms is in the application 
of existing knowledge to the production of goods and services. 
Notably, production requires the coordinated efforts of individual 
specialists who possess many different types of knowledge. This is 
what an organization does; store knowledge in their procedures, 
norms, rules and forms. 
 
The term “culture industry” appeared in the post-war period as a 
radical critique of mass entertainment by members of the Frankfurt 
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 Policy analysis is determining which of various alternative policies will most achieve a given 
set of goals in light of the relations between the policies and the goals.  
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 The area of interest and the purpose of analysis determines what type of analysis is 

conducted. A combination of policy analysis together with program evaluation would be 
defined as ‘Policy Studies’ 
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82

 led by Theodor Adorno and Max Horkheimer, it was 
propagated by writers such as Herbert Marcuse. At that time, “culture 
industry” was a concept intended to shock the economic orientation 
of the time which was highly becoming technological. Culture and 
industry were argued to be opposites and the term was used in 
polemics against the limitations of modern cultural life. It continued 
to be used as an expression of contempt for the popular newspapers, 
movies, magazines and music that distracted the masses. In the 
present day, there remain different interpretations of culture as an 
industry. For some, the notion of cultural industries evokes 
dichotomies such as elite versus mass culture, high versus popular 
culture, and fine arts versus commercial entertainment. More 
generally, however, the proposition that the cultural industries are 
simply those industries that produce cultural goods and services, 
typically defined along the lines outlined above, has gained greater 
acceptance. On the other hand, creativity is defined as the tendency to 
generate or recognize ideas, alternatives, or possibilities that may be 
useful in solving problems, communicating with others, and 
entertaining ourselves and others.  
 
Stemming from this dimension of thought, understanding that 
industrialization was of western occurrence, thus, continents such as 
Africa only facilitated its execution; the innovativity was elsewhere 
while the space and materials were within the third world. This is the 
‘why’ of colonialism, ‘the when’ of the settler population and ‘the 
where’ of exploitation, subjugation, civilization et cetera. In east 
Africa, even mountains became properties of Kings and Queens. 
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 The Frankfurt School (German: Frankfurter Schule) refers to a school of neo-Marxist 

interdisciplinary social theory, particularly associated with the Institute for Social Research at 

the University of Frankfurt am Main. The school initially consisted of dissident Marxists who 

believed that some of Marx's followers had come to parrot a narrow selection of Marx's ideas, 

usually in defense of orthodox Communist parties. Meanwhile, many of these theorists 

experienced that traditional Marxist theory could not adequately explain the turbulent and 

unexpected development of capitalist  societies in the twentieth century. Critical of both 

capitalism and Soviet socialism, their writings pointed to the possibility of an alternative path to 

social development. 
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Africa, which had never known demarcation of borders before, 
experienced atrocious dismemberment and dislodgement to the extent 
of families becoming separated while hostile tribe was being made to 
share land. Gold hoarded in Africa decorated European crowns; 
maids from Africa set up tables for pompous ceremonies; African 
manpower tilled the land, freely acquired steel from Africa was used 
to construct bridges, dockyards and ships. Europe was almost entirely 
dependent on Africans and Africa until such a time the European 
continent came to be known as the superpower of the world. Having 
won the battle in all aspects, Europe continues to hoard African 
academia and intellectuals through the indirect implementation of 
what has been understood as brain drain, where the brightest African 
minds are lured out of the continent. Other scholars argue that this is 
the facilitation of neo-colonialism, where deculturisation of the 
African creates empty brains that are pampered with western cultures 
in terms of better jobs, grants, accessible facilities and other amenities 
which remain impossible in their home countries. 
 
 It is only logical to say that cultural industry as a term has its 
emergence from the west, and it has grown to be an economic unit to 
reckon with. Many politicians and academics, particularly in Europe 
and Latin America, use the concept of “cultural economics” or the 
term “economy of culture” when dealing with the economic aspects 
of cultural policy. Moreover, many artists and intellectuals feel 
uncomfortable with the emphasis given to market aspects in the 
debate on the creative industries and hence the creative economy.  
 
Cultural economics is the application of economic analysis to all of 
the creative and performing arts, the heritage and cultural industries, 
whether publicly or private owned. It is concerned with the economic 
organization of the cultural sector and with the behaviour of 
producers, consumers and governments in this sector. The subject 
includes a range of approaches, mainstream and radical, neoclassical, 
welfare economics, public policy and institutional economics. To this 
extent, we find that some of our indigenous cultural products which 
have been made tangible are being copyrighted to be mass produced 
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by the west for western markets. It is simply due to the slow pace of 
being globalised, of the ignorance and non-contributively status that 
the African academia has embraced, to the extent that all knowledge 
we appreciate is imported, the taste we gather is imported, we are 
meant to see that our own is not significant, yet, to the western 
markets, they make it their own, and of significance.  
 
Given that political science traces origins; uses historical analysis, 
case studies, official documentation, statistical analysis as much as 
model building; it is logical to say that creative economy becomes the 
political avenue for the artists. This is because political science lives 
on the fault line between the two cultures of the academia, that is, the 
sciences and the humanities. Creativity can be a science as much as 
economics becomes an issue of humanities. Integrating the two 
requires some policy knots, welfare perspective, and this is the 
knowledge of political science as applied, an ingredient to the policy 
options of culture

83
. Generally, this involves fostering processes, legal 

classifications and institutions which promote cultural diversity and 
accessibility, as well as enhancing and promulgating the artistic, 
ethnic, sociolinguistic, literary and other expressions of all people - 
especially those of indigenous or broadly -representative cultural 
heritage. Applications of cultural policy-making at the nation-state 
level could include anything from providing community dance 
classes at little-to-no cost, to hosting corporate-sponsored art 
exhibitions, to establishing legal codes and political institutions. This 
is very much present within the African social milieu, only that we 
are not within the same productive level as other actors within the 
global system

84
. Cultural policy must relate well to the development 

priorities of a nation, it mush showcase avenues that add up to the 
Gross Domestic Product, and as much as integrating the loose 
connections we have within the local front. It must be a tool of 
cohesion, a route to domestic appreciation.  
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 This is so when comparison is made to North America, where technology has influenced the 
cultural integration, definition and dynamism. Gaming and other modes of animation has 

revived expression of antique cultures, in versions that are of present time, yielding appreciation 
as much as economic considerations that add up to national development.  
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Just as culture is all-encompassing, cultural policy incorporates a 
broad range of measures taken to develop a cultural life. Many 
policies with profound cultural impact are made by decision-makers 
who have hardly given cultural considerations a thought -- decisions 
about regional transportation, for example, or the national budget. In 
a truly democratic society, the cultural impact of policies like these 
would be considered alongside economic and political impacts -- the 
role of public transportation in encouraging or discouraging cultural 
participation, for instance, or the larger cultural impacts of our 
sacrosanct legislative subsidies. Today, most policy-makers haven't 
made the paradigm shift that would bring culture fully to their 
consciousness. When government agencies in the industrialized world 
define cultural policy

85
, for instance, they generally limit themselves 

to the most specialized expressions of culture: media and 
communications, the arts, education, and in some countries, sports. 
The measures taken to implement policy are quite varied. Grants to 
artists and institutions are common approaches, as are public service 
employment programs, building and maintaining cultural facilities, 
encouraging and financing historic preservation, and regulating the 
airwaves. To date, cultural policy is still not known among many 
artists within the East African region, let alone the patriotic citizens 
who are law abiding. To fight this stigma, it has been documented 
that community animation is the way out, to help communities 
showcase their cultural understandings, broadcast their preferences 
and let it be for others to appreciate and critic.  
 
This is what development is all about. Kenya has a lead on this, with 
over one hundred vernacular radio stations, but none has been 
provocative enough to apprehend the cultural policy, not as much as 
cultural promotion is on the practical. There is need to comprehend 
the integrating elements, the agency of manipulation, the agency of 
shared experience. This is what a civil forum must address. 
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On a different note, cultural policy is only effective in places where 
we have cultural democracy. The democratization of culture is a top-
down approach that promulgates certain forms of cultural 
programming that are deemed to be a public good. Clearly, such an 
objective is open to criticism for what is termed cultural elitism; that 
is, the assumption that some aesthetic expressions are inherently 
superior - at least as determined by a cognoscenti concerned with the 
acquisition of cultural capital. The problem with this policy is that, 
fundamentally, it intends to create larger audiences for performances 
whose content is based on the experience of society’s privileged 
groups. In sum, it has taken for granted that the cultural needs of all 
society’s members are alike. The objective of cultural democracy, on 
a sincere note, is to provide for a more participatory (or populist) 
approach in the definition and provision of cultural opportunities. 
There is need to provoke an inbuilt involvement by the artist for the 
artist, and this is when issues of art and culture are shaped, critiqued 
and made viable from practice and corroboration. The designing of 
cultural paradigms must not be said to be impossible, as much as we 
live within a cultured environment, there is still potency and 
capability of integrating what is African into a supra-cultural 
tangibility. This requires reason, governance and scholarly action into 
issues of art policy.  
 
Kenya’s people are diverse with rich cultural heritage, these include 
but not limited to: traditional literature, traditional arts and crafts, 
music, visual arts, ceremonies, traditional beliefs, traditional 
architecture associated with particular sites, as well as forms of 
traditional knowledge related to traditions - medicine and traditional 
medical practices, agriculture, forest management and conservation, 
and sustainable use of biological diversity . Therefore, just as with 
human rights; traditional knowledge and traditional cultural 
expressions are a body of knowledge vital to the day to day life of 
local communities derived through generations of living in close 
contact with nature.  
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A look at Kenya’s cultural policy showcases how human 
development can best be promoted and realized through cultural 
involvement. The vision of the document is to attain unity within 
cultural diversity for sustainable development whereas its mission is 
to provide direction to a sustainable development in Kenya, to 
enhance and promote creative participation of all Kenyan people in 
their cultural life. This is how promising it is, yet very unrealistic.  
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