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Ladies and gentlemen,

Let me start by expressing my delight and deep appreciation for the invitation and privilege to speak at this august 2nd Eastern Africa Literary and Cultural Studies Conference. 
I am, in addition, happy to, once again, be at Makerere University. Many of us do not forget the significance of Makerere as a pioneering academic institution in the region. I happen not only to come from a country with two ex-Presidents who graduated from Makerere but also carry childhood memories when Makerere was synonymous with university education and any person with a degree, regardless where it was obtained from, was referred to as having gone to Makerere. 
Let me also congratulate the organizers of this great event and for bringing together the region’s literary and artistic scholars to reflect on the creative direction of our region.
Ladies and gentlemen,

I have chosen to speak on the theme; “Creative Production and the Quest for Self Determination: a Contested Legitimacy.” My choice of the term Creative Production is simply for purposes of lumping together the large variety of art, orature and literary genres Africa is blessed with.
Let me call upon all of us to first acknowledge and celebrate the great creative and literary minds of Africa. We know that Africa is the proud host of a huge amount of creative production and that the vibrancy of this continent, its resilience and indeed, its very survival, owe a lot to the untiring creativity and literary virtuosity of our people. It is undeniable that Africa’s orature, artistic and literary production have remained prolific, irrespective of relentless poverty, bouts of bad governance, epidemics, natural disasters or armed conflict. 
We pay tribute and salute our very long list of the continent’s creative producers; writers, novelists, poets, storytellers, dancers, epic reciters, playwrights, musicians, painters, sculptors, cartoonists and others for consistently splashing this content with colourful aesthetics, piercing portrayals and commentaries on our socio-economic realities as well as protracted protest against various forms of injustices meted out to our people.
We pay tribute to Africa’s vibrant orature which, though often disregarded in preference of the scribes, has provided the roots on which our contemporary creativity is anchored as well as the inspiration for our written artistic and literary expressions. 
Creative Production
As scholars of art and literature, we are aware that throughout history creative production has been closely linked to people’s quest for economic, social and cultural self-determination.

A mental trip to our communities, will prove this and flood our brains with imageries of vibrant creative productions which are a part of events ranging from the birth of a child to youth rites of passage, weddings, funerals, worship, harvest, war, sports,  war political discourse or indeed, even the act of putting a baby to sleep. 
In more contemporary times, our electronic audio and visual media, as well as the live stage also constantly prick or soothe our minds with music, radio and television drama, dance, poetry and various forms of fine and performing arts. Neither is the absence of libraries in our rural communities or urban poor settlements a sign of the absence of creative production because our rich orature traditions have refused to be erased or be relegated to the backyard by the written word. Dance, song, riddles and other creative narratives continue to vibrate in many private or public social events, secular or religious gatherings and even at the drinking place.
 I once had a neighbor who frequently announced  his late night return home from his drinking sprees, by loudly singing, in the quiet of the night, dance songs from his WaSukuma roots. Our annoyance at waking up at such ungodly hours did not stop him from exposing us to his beautiful WaSukuma artistic heritage. 
Creative Production and the Quest for Self Determination
The legitimacy of creative production is however, measured on the scale of acceptability, functionality and relevance to the society or sections of the society from which it emerges. 
We have witnessed, for example, how in the struggle for gender equality, feminists literary and artistic criticism has rejected art and literature that perpetuates patriarchy and  the manifestation of gender based domination and oppression. The 2013 publication titled “Women Writing Africa” is a good reference for writers and critics in this category.
The legitimacy of the creative production of one class can be contested by another class especially where, as is often the case, the forces of economic, social cultural domination of one class clash with the rights of another. This accounts for the existence in most societies of two different categories of creative production; that of the dominant and ruling class and that of the ruled and oppressed. 

As Ngugi wa Thiong’o observed about literature way back in 1972;

“Literature does not grow or develop in a vacuum, it is given impetus, shape, direction and even area of concern by the social, political and economic forces in a particular society. The relationship between creative literature and other forces cannot be ignored. especially in Africa, where modern literature has grown against the gory background of European imperialism.” (Ngugi- Homecoming;1972)

The history of Africa’s creative production has many layers. There is on the one hand, creative production linked to Africa’s shared history of the struggle against domination by external imperialistic forces, manifested through slavery, colonialism, neo-colonialism or neo-liberalism. 
We are not sure whether Africa’s creative producers have already been brave enough to raise their voices with regard to the newcomer; terrorism.
On the other hand, creative production is linked to the struggles between classes internal to our own borders, where one class, especially the dominated, raises its voice against the various forms of its marginalization. 

With regard to Africa’s shared history, as a continent, we should be proud of the role creative production has historically played as a vanguard of the struggles for our self – determination from the external forces of imperialism that were and still are determined to reduce us to the level of the sub human economically, socially and culturally.
Indeed, creative production has contributed significantly in holding the soul and spirit of the African continent together. 
There is rhetoric today which refers to Africa as the “rising continent” for the reason that the economic graphs now show an annual economic growth of 5.8% surpassing the global growth which stands at 3% ( ADB: 2014)

 Whereas this is something we should be proud of, we should be reminded that if this continent has managed to survive the evils and ravages of slavery, colonialism and neo colonialism, with their unrelenting plunder of her natural resources and denigration of the dignity of her people, then surely, Africa has always been a “rising continent”. 
In the same vein, creative production that has, throughout the centuries, held the spirit, identity and dignity of this continent together has been the “shining star” that has held at bay the clouds of despair. 
We see this shining star in our gallant ancestors’ refusal to allow their spirit to be bowed by the physical and psychological torture from the despicable cross-Atlantic and Indian ocean slave trade. We know that they sang even as their feet and hands were shackled during the journey across the Atlantic and that they sung and danced in the plantation in the Americas even as they suffered the untold cruelty and dehumanization at the hands of the slavers. We know they sang and danced because today, the African sound and the African rhythm that was transported by the slaves to the Americas reverberates throughout the world and African music and rhythm is at a level uncontested by other cultures. 

Colonialism

At no time did this “shining star” shine brighter than during the struggles against colonialism. People’s refusal to bow to foreign domination, and exploitation elicited fierce resistance that found expression in all forms of artistic and literary expressions. In the Ketebul music collection under the title “Retracing Kenya’s Songs of protest- Music as a Force of Change” for example, it is acknowledged that;

“The Mau Mau liberation war during the 1950s was much a fight for political freedom as it was a struggle against cultural domination by the British colonialists. Songs were composed by freedom fighters not only to mobilize people against oppression but also to register victory and defeat” (Ketebul Music:2013)
Every colonized country in Africa has examples of creative production in the service of the struggles for freedom from the yoke of colonial domination including the largely unrecorded orature that was not only an expression of anger and frustration at the humiliation of colonial rule but a rallying point for people not to let go their identities or self - pride.

The protracted armed liberation struggles of Southern African countries; Zimbabwe, Mozambique, Angola, Namibia and South Africa also saw extensive use of artistic expressions to rally the fighters and the population to support the wars of liberation. The African National Congress of South Africa liberation movement, for example, had at its base in Mazimbu, Tanzania, special art groups which regularly staged dance, music or poetry performances to various audience, including the University of Dar es salaam. This helped win support for the liberation struggle from the general public.

The spirit of Pan Africanism and the philosophy that Africa could not be free until all the countries won their independence, extended the boarders of the liberation struggle to many African countries. 

Tanzania, which was deeply engaged in the liberation movement produced a large repertoire of songs by art groups in schools, government institution and the army in support of the liberation struggle. The late Samora Macel, first President of Mozambique, is said to have shed tears when he was in Tanzania as a freedom fighter, he came across in the street a six year old boy playing soldier, carrying a stick for a gun and singing what was then a popular song:

Vijana twendeni

Vijana twendeni

TANU inaita Msumbiji

Tukawaokoe ndugu zetu.

(Come young people come
TANU (Tanzania’s ruling party then)

 is calling from Mozambique

For us to go and free our comrades)

I recall attending, as adjudicator, the Kenya National School Drama Festival in the mid-1980s where over half the plays presented were about the call to support the liberation struggle for South Africa.

Independence

For a brief period immediately after African countries gained independence, the African masses were one with the ruling elite to celebrate independence from colonial rule. Each country unleashed its own creative production to express the joy of freedom, to trash the defeated colonial master, to praise the valiant fighters for freedom and to rally citizens into patriotism, nationalism and unity of purpose for national development. 
The new African leadership, was quick to realize that African cultural identity was critical in binding together communities broken by the colonial divide and rule tactics. African dances and music for example, featured at state functions and a number of countries established national dance troupes or music ensembles to promote national artistic heritage. African dance and music became legitimate activities in schools where they were previously banned by colonial masters as symbols of paganism or backwardness. Most countries found their own nationalist songs to rally the citizenry behind the efforts to build the new independent nations. Kenya‘s “Harambe harambe” or “Oo TANU yajenga Nchi” of Tanzania or “Pamodzi” of Zambia, are cases in mind.
African prints, designs and artifacts became fashionable among the elite and some African founding Presidents, such as Kwame Nkrumah or Mwalimu Julius Nyerere, Obote or Kenyatta who opted to don the African “Mgolole,” or the hat, or the flywhisk or the walking stick during state functions as symbols of respect for Africa’s cultural identity.
Mobutu Sese Sekoe of the then Zaire went the extra step of not only donning the leopard skin but compelling all the people to use only indigenous Zairean names.

As scholars of art and literature, you are aware that the 1960s, 70s and 80s produced a huge amount art and literature: novels, poetry, music, plays that asserted African identity and exposed the conflicts between Western and African cultures. This is the era that produced the literary gurus: Ngugi Soyinka, Ama Ata Aidoo, Efue Sutherland, Achebe, Ayi kwei Armah, Bukenya, Ruganda, Ruhumbika, Kezilahabi, Hussein and many  many others credited with placing African creative production at par with other cultures. 
Creative Production and the self-determination in the Post – Independence era.
The euphoria over the meeting of the minds between the rulers and the ruled against colonial domination was however, very short lived as the reality emerged that the end of colonialism did not dismantle the socio-economic structures of domination of one class by another but only changed faces.  
Fortunately, creative production was quick to come up with art forms that castigated the African elite’s choice to play  the “Black European” and perpetuate the denigration of the Africans way of life as valueless.

The rejection of “Black Europeanism” (or as Franz Fanon rightly put it “Black faces white masks”) found expression in such literary works as Uganda’s Okot Bitek’s  famous “Song of Lawino.” 

In Tanzania, this “Black Europeanism” concept produced a performing art brand within the genre known as “Vichekesho” which focused on ridiculing Africans, particularly the elite who behaved like Europeans (Wazungu Weusi). “Kasumba” (aping the white people) was the running theme in these improvisational dramas where these “Black Europeans” elite were castigated for perpetuating European behavior that was derogatory to African’s identity and way of life. Indeed, the term “Mzungu Mweusi” is still used in Tanzania today to refer to a person who is arrogant or displays anti- African social behavior. 

On another level, though, creative production itself, at one time started to betray the cause of keeping the African people’s spirit together.
We will recall that some time after independence, some  African leaders sought to consolidate their power using different means, one of which was the arts. Praising- singing for the political leadership and their ruling parties emerged on the scene. Probably some leaders borrowed a leaf from the court artists and their praise- singing for chiefs and kings of the feudal times.
It became fashionable for artistic groups, especially indigenous dance groups and popular music bands to praise top political leaders and the ruling parties, sometimes even for things they did not do.
In Tanzania, for example, this period produced hundreds of dance songs, pop music and poetry in praise of Mwalimu Julius Nyerere, the country’ founding father and TANU, the then ruling party. Mwalimu eventually banned any praise singing by artists directed to him, although , maybe, rather late in the day.

Another striking example of this praise singing for African leaders is that of the first President of Malawi, Kamuzu Banda. Women, donning “vitenge” with President Banda’s pictures were compelled to dance for him wherever he visited in the country. 

Kenya’s President Moi also employed choirs, such as Prisons and Muungano to extol his virtues.

In a way it is sad that creative producers allowed themselves to slip into the unfortunate role of building and asserting political personality cults. 
Creative production for national development.

It would be unfair, however, to create the impression that creative production of the post - independence era was limited to praise singing for the new political leadership. 

Mainstream creative production was, in different ways, genuinely engaged in processes of nation building. Besides fostering the spirit of nationalism, artistic and literary production were directed at rallying their populations to engage in nation building activities and participate in turning around their development from the ravages of colonial rule.
In a situation where the majority of the population were unable to read and write, the performing arts, in the East African region, particularly, music, dance and drama, became useful tools for the delivery of messages on the importance of literacy, adult education, modern agriculture, sanitation, health and nutrition. 
It will be recalled that this didactic nature of the creative production of this period elicited much criticism from the Eurocentric creative practitioners in Africa and abroad, who argued that art should only be for entertainment and not for delivering development messages. This debate still rages on today and it is argued that part of the reason is the persistent refusal by our detractors to accept that Africa, like China, Japan or Ireland, has the right to have creative production with whatever function, form or content appropriate to her own reality. This, it has been argued is, to a large extent, part of the neo-colonialism narrative to continue denying Africa her own cultural traditions and identity and forcing her to use Eurocentric yardsticks, which the dominant producers of knowledge understand better than we do, to present or analyze our creative heritage. 
A similar trend is seen in the study of African indigenous music by both  indigenous and foreign scholars and the unrelenting effort to understand music only from how it fits into the Eurocentric melody, tonality or beat and not from understanding the character of African music on its own right. 
As scholars of creative production, it is important that we be aware of the politics of knowledge production and not to imagine that creative production is out of the loop of the dominant global forces of knowledge control. 
Whether the didactic function of creative production is accepted or not, orature, arts, and literature of this region played a key role in passing development messages to the masses seeking in the effort to rid the continent of poverty, ignorance and disease.

The use of creative production for development, however, took various approaches, one of which was the Theatre for development model. Evolving from Brazil’s Paulo Freire’s Pedagogy of the Oppressed and the consequential Augusto Boal’s Theatre of the Oppressed, the Theatre for Development model, applied in Zambia, Botswana, Lesotho, Zimbabwe, Tanzania, Nigeria and Cameroon, was meant to present a people - centered narrative of development. Grassroots communities are expected to own the theatre production which is linked to a participatory process of identification, analysis and voicing of views on the challenges of development. 
As scholars in this field, you will undoubtedly be aware that the pros and cons of this application of creative production to national development processes have received extensive analysis by the likes of Zakes Mda, Kamal Salhi, Kees Epskamp, Ola Johansson, David Keer and others.
Whatever the merits or demerits of the applications of creative production to development processes,  this presented a time when performing arts were willing to work at the grassroots level in solidarity with the poor and marginalized and to try to define and determine the direction of their development.
We should not however, forget that some creative production for national development purposes became propaganda.The productive production of Tanzania’s Ujamaa ( Socialism) era is a good example. This time the praising was for the virtues of the Ujamaa ideology. This Ujamaa art even gave birth to an art genre known as Ngonjera which became very popular in the schools.

Protest Art

As the years went by, the role of creative production for self-determination got more and more challenged by  the ugly heads, of economic exploitation, ethnicity, religion, corruption, dictatorship or bad governance.

Disillusion with independence set in, and Protest Art, once again found a but this time against Africa’s own leadership, most of which as getting more and more dictatorial. 
In Kenya for example, the musician Sammy Muriya and composed songs advocating for change after the 1992 Molo ethnic violence. Muriya was arrested severally and eventually went into exile.  Ngugi’s Kamiriithu theatre at Limuru similarly ended him in prison and later exile. The Malawian novelist Jack Mapanja’s was also imprisoned for his writing. 

Neo- liberalism
Let us, for a moment, come back to the reality of our present times in order to understand the positioning of contemporary creative production. 
A brief review of economies in our region reveal that the grip of neo- liberalism has gotten stronger with intensified  local and global advocacy for such policies as privatization, deregulation, free trade and reduction in government spending on the social welfare of the citizenry.

Persuaded or coerced by the Bretton Woods Institutions; The World Bank and International Monetary Fund (IMF), or perhaps pushed by their countries heavy external debts and the desperation for loans to salvage their failing economies, many  of our government seem to have been won over to the global forces ideological position that this economic neo- liberalism is the best development model for developing countries and that, to ensure efficiency and economic growth, governments should relinquish control of the major means of production and provision of social services to the private sector. 
As a result, we witness an accelerated opening of doors to more multi-national corporations and diversified investors, including the now dominant Chinese construction companies. The rush for minerals and other natural resources, including the newly discovered huge deposits of oil or natural gas in Kenya, Uganda and Tanzania, has also intensified. 

This liberalization of our economies is not without its side stories. A few weeks ago a Tanzanian newspaper featured a Chinese national roasting green maize for sale in a Dar es Salaam street. And from a creative production point of view, the Chinese have wasted no time in establishing their Confucius Institutes in our universities in the region where the Chinese language and artistic performances have already found a home in our campuses.
One day I realized that the invasion of Chinese culture was more real than we wished to acknowledge when during a visit to a very small town in Morogoro in Tanzania, I woken up to Chinese music which I discovered was coming from a van that was selling bread.
Our governments have also been persuaded to also relinquish to the private sector the provision of social services, previously considered as public goods including education, health care, water as well as creative production and cultural preservation. Even though most governments have retained a certain amount of responsibility for social services, the region has witnessed the mushrooming of private schools whose numbers today are almost at par with government owned schools and private universities which are more than public universities. A similar trend is seen in the expansion of private health care facilities as well as an explosion of creative production, particularly music and film. Even gospel music has become a huge industry in the region.
While we are told that Africa is rising economically, we know that this economic success is largely not reflected in the welfare of the majority of our citizenry. Privatization processes in the extractive industries, agriculture and social service provision are characterized by serious human development challenges that encroach on the social justice of the poor and marginalized, particularly grassroots communities. Land dispossession, uncompensated evictions, economic exploitation, violent struggles over land and mining rights between investors and communities, lack of access to basic social services, corruption, environmental degradation, denigration of human dignity, and violent confrontation between citizens and law enforcement authorities have become common experiences for the poor communities in our countries. 

To mention just a few examples, privatization related conflicts from the region include the land cases from Loliondo, Mbarali and Mvomero in Tanzania, Mubende in Uganda and Garisa in Kenya as well as mining rights cases in Karamoja, Uganda or Geita in Tanzania.
In addition, wealth distribution is eschewed in favour of a small percentage of our population, mostly foreign investors and the ruling elite. 

Due to high levels of corruption among the ruling elite and the lack of legal safety nets to counter the negative effects of liberalization, grassroots communities, particularly the rural and urban poor, are left largely unprotected and vulnerable to both local and global forces of capitalism. 

Ladies and gentlemen,
Is the continent of Africa rising?

Neo- liberalism and Creative Production
As we go through the deliberations of this conference, and as scholars of culture, art and literature, we may wish to ask,

Where does creative production stand in relation to the effects of liberalism on disadvantaged grassroots communities? 
It is obvious that creative producers of our times, like those of any other period, have taken sides, either with to serve the dominant forces or with the dominated and subjugated  while others try to be nowhere in particular.

Each country has got its own rebel art. In Tanzania for example, we have the likes of Mrisho Mpoto known as Mjomba or Vitalis Maembe or Karola Kinasha  who use their music to raise the concerns of the common man and woman. Such artists are unfortunately few and are often refused audience in both mainstream and private media which do not want trouble with powers that be. In Kenya we have the likes of Wainaina with his “ Nchi ya kitu kidogo” song on corruption or Gidi Gidi Maji Maj’s song of defiance “ I am unbwogable” that became the rallying song in the political campaigns that saw the end of Moi’s rule. One also find a good level of defiance against the status quo rap and hip hop music. 
However, the majority of our artists, especially pop musicians and Taarab are happy to hide in the harmless content of love and passion.

Perhaps the more disturbing category is that of artists in our region are those  who have chosen to play sycophants to the political leadership. Tanzania  is holding her general elections in October this year. Artists; musicians, dancers, poets are at the ready to perform in party or individual candidate’s campaigns. Artists refer to general election years as harvest years as the non- performing parliamentarians buy artists to campaign for them. 
This practice however, raises a number of questions;

Why do these artists, most of them from the very poor backgrounds and  ones who actually bear the brunt of the corrupt practices of our leaders, willingly and indeed, vigorously, dance and sing for the same leaders? 

Where do these artists get the inspiration and energy to sing praises and dance for leaders who acknowledge them during campaigns but ignore them completely for five years in between elections? 
Why do artists apply so much energy to campaign for politicians and enable them to sail through elections knowing they are the looters of our natural resources and spoilers of our very welfare? 

What is it that makes our artists accept this role of sycophancy for any politician? 
Ladies and gentlemen,
Is the African continent rising?

Is the creative production star shining? 

The Performing Arts

Artists aside, let us now take a glance at the creative production sector itself with a view to trying to understand the impact of neo-liberalism on the this sector today.
The impact of liberalism is perhaps most obvious in the arts, particularly the popular music sector where the free market continues to flood our stages, television screens, radio stations and the social media with tons of foreign, basically western music. 
The free market has, on the other hand, triggered a huge increase in local art production, particularly popular music and film. Tanzania’s Bongo flava music and Bongo films, for example, and their counterparts in Kenya and Uganda, have grown in leaps and bounds and today boast of a huge market across the Eastern and Central African region. Pop music stars like Uganda’s Chameleon or Tanzania’s Diamond or Kenya’s Priest Fari, for example, are household names in the region.
 Although the region has seen a significant attention to the promotion of indigenous music especially in Kenya and Rwanda, the expectation that the free market would boost the growth of indigenous African music and consolidate African cultural identity is yet to see fruition as most our pop music artists are busy playing copycat to Western music. The region’s pop music has also for many years been influenced by Zairean music.
A similar situation exists in relation to the local film industry which has also grown considerably. It is a pity, however, that since film production is a n expensive venture, the films from the region are still largely of poor quality. The forces of profit making at times work negatively for this industry. For example, in the name of cost cutting many local films locate most ot the scenes indoor and preferably in one house. It also seems that film making has in this way become so cheap that one film director once boasted of producing 30 films in a year. Maybe that is why these are referred to as “Bongo” movies, “bongo” being the Kiswahili word for “brain.” It should also be noted much of the filming is copycatting from Nollywood. Whether this is a good thing because the copying is of another African country is a matter for debate.

One genre which has taken the region by storm and which should receive our attention is Gospel music. One is not sure whether the rapid expansion of gospel music in Eastern Africa is a function of increased piety or encouragement of the free market economy. Whatever the case may be, gospel music is a big industry in the region. There are indications that religious identity is becoming a significant factor in East Africa which can then put gospel music at the service of non- religious interests, like politics, for example. It also argued that gospel music is the new opium that enables people to persevere without question, the economic and social deprivation
 Like the music sector, film is also finding inspiration inside the continent through its influence by Nollywood. In the spirit of Pan Africanism, one could see this as acceptable. One is however, tempted to question the legitimacy of the dominant narratives of these films; armed robbery, juju afflictions, women as gold diggers, promiscuity or super scale corruption, as representation of a desired Africa’s cultural identity. One literary scholar from Nigeria once argued that Nigerian films are very appropriate to Africa because just like storytelling, there is always a moral at the end.
The irony of the situation, however, is in the end the majority of Africa’s youth are exposed to these films, pop music, gospel music. In relation to foreign music, for example we know that many of our youth  are won over to it while at the same time, failing to respond to African music or even feel ashamed to be associated with it.

Is Africa heading towards another fight for the assertion of her cultural identity or is the idea of African cultural identity ancient or museum bound?

Cultural policy

Should such a situation worry those of us in the cultural sector?

Unlike the time immediately after independence, when the political leadership of  Nkrumah, Leopold Senghor, or Nyerere was clear on Africa’s pride in her cultural heritage, the position of  many of the current regimes is not very clear. 
Tanzania, for example, has moved the culture sector to be part of 11 different ministries between 1980 and today. Culture has moved to be part of education, social welfare, community development, youth, sports, industry and commerce, a ministry of its own and returned to some ministries several times. Going by this trend, it is almost certain that culture will move ministries again after the general elections in October this year.
This is the same country which at independence, during the inauguration of the first government, where culture was assigned a full ministry, the first President of Tanzania, Mwalimu Nyerere justified the creation of this ministry by saying: 
“ I believe that culture is the essence and spirit of any nation. A country which lacks its own culture is no more than a collection od people without the spirit that makes them a nation” ( Nyerere- Inaugural Presidential Speech to Parliament- 1962)
It looks like this spirit has become quite restless. 
Another example is that of the Tanzanian National Museum, which in the spirit of  liberalism was placed under the Ministry of Industry and Commerce, and converted into a commercial enterprise with the argument that, as a tourist site, it should be capable of generating its own operating income. 
There is a theatre house at the National Museum in Dar es Salaam that was built with a grant from the Swedish government with the sole purpose to provide space for upcoming artists to create and present their works. The theatre is now a commercial venture and to stage a show there one is required to pay one and a half million Tanzanian shillings (about US$ 800) per night, which is beyond the reach of most art groups. Open spaces that were used for public shows in urban areas are also increasing being converted into highrise buildings for private commercial ventures. 

It is our understanding that public performing spaces in Nairobi are facing a similar fate, with the national theatre having been recently closed down.
It is also true that the opening up of the region to free market economies poses stiff challenges to locally produced fine art and crafts. Once again the Chinese ingenuity has supplied the region with factory-produced paintings and decorations whose cheap prices take away the art clientele from the local artworks. A sad case is that of the world renowned Ghanaian Kente which now has duplicates in our shops in Chinese factory - produced textiles, without regard to the Ghanaian cultural value and identity linked to its artistic patterns.

Art and Literature courses
As members of the academia, you will probably be aware of the impact the free market economy is having on the position of literature art studies in our education institutions, especially at the university level. The Humanities, including art and literature, are increasingly considered as not viable for the now market oriented higher education institutions. Students are also in search of courses with high employability potential for which the humanities seem to rank low. Some countries in the region have taken the Humanities off the list of eligibility for government student loans, which forces students, most of whom are from poor families to opt for other loan eligible disciplines. 
The emphasis on science and technology as the drivers of development are causing the same trouble to Humanities at the secondary school level. Consequently, the numbers of students taking courses related to creative production are dwindling and related departments are threatened with closure. The humanities disciplines are quickly turning into “endangered species.” 

Ladies and gentlemen,

Without an intellectual grounding on the Humanities, and creative production in particular, can the African continent be rising?

CONCLUSION
In conclusion, let us, as we sit in this august conference reflecting on the theme “ Textualities of Space” and as we ponder through the proud creative productions of our eminent writers, composers, performers and critics, devote some thought to our legitimacy as scholars, consumers and producers of art and literature, in a continent where  the majority of our people are persistently driven to poverty and subjected to social injustices by the forces of our  domination.
Let us together ask the question “Is the African continent rising?”
Thank you for your attention

PeninaMlama 
Professor

Mwalimu Nyerere Chair in Pan African Studies

University of Dar es Salaam,

Tanzania
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