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Foreword

This study is a call to action for an African cultural and creative economy thatis thriving, sustainable
and resilient. It provides direct support for achieving the objectives of the African Union (AU) Year
of the Arts, Culture and Heritage (2021) under the theme “Arts, Culture and Heritage: Levers for
Building the Africa We Want".

The main objectives of the study were threefold: to identify the challenges and opportunities
underpinning decent work in the culture and arts sector in Africa; to provide an outline of trends
shaping the nature of work in the African cultural and creative economy, such as technology,
globalization, demographics and the COVID-19 pandemic; and to conduct an analysis of the
decent work challenges in the different countries and subsectors. In pursuing these objectives,
the study has clarified the status, scope and existing dynamics of the value chain in this economy.
This detailed evidence will be crucial for policy interventions going forward.

The study reports vital findings. First, that work in the African cultural and creative economy does
not exhibit standard employment relationships. Rather, informality, the absence of standards and
norms, the over-representation of microenterprises, insecure forms of employment, precarity and
uncertainty characterize the work relationships. Indeed, employment in the cultural and creative
economy is often temporary or part-time and is most often undertaken by freelancers through
project-based work. Second, the COVID-19 pandemic has had a negative effect on the African
cultural and creative economy and exacerbated many of the pre-existing decent work deficits
in this sector. This has rekindled the urgent need for measures that provide social protection
coverage, appropriate working conditions, respect for labour laws and gender equality. Third,
the digital environment has dramatically affected this economy, leading to changes across the
value chain as regards business models, stakeholder relationships, audience development,
remuneration and intellectual property management. Indeed, African countries experience the
effects of new digital technologies both positively, through new opportunities for “audience
reach, innovation and growth”, and negatively, due to inadequate intellectual property protection
leading to unfair remuneration of content creators.

Some key recommendations have come to light. First, the need for further investigation regarding,
for instance, the conditions of migrant workers; conditions pertaining to child labour; and the
range of workers’ and employers’ organizations not necessarily in the cultural and creative
economy but which would provide an entry point for representation and organization, such as
tourism bodies and general service organizations.

Second, the study recommends integrating decent work into the Revised AU Plan of Action on
Cultural and Creative Industries (2022). This will support the inclusion of decent work principles in
national cultural policies and labour laws.
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Explicit linkages to cultural development and the promotion of decent work in such frameworks
as the Charter for African Cultural Renaissance are urgently needed. Similarly, in relation to the
Statute of the African Audio-Visual and Cinema Commission, the study proposes the need for the
Commission to provide guidelines for addressing the decent work deficits for the audio-visual
and cinema sector in Africa. In relation to human-centred recovery from the COVID-19 pandemic,
the study suggests that the ILO should adopt an inclusive approach for the African cultural and
creative economy through its enterprise development or informal economy programmes.

Finally, the study recommends the establishment of a programme to promote decent work in
the African cultural and creative economy. This important programme would address labour
relations, labour rights, entrepreneurship, skills development and employment prospects, social
dialogue and representation, and social protection in the cultural and creative economy based on
International Labour Standards.

Given the importance of this work, I would ask our readers to reflect on the key findings so that
together we can make progress in improving decent work in the cultural and creative economy.
This is therefore a call to join forces to pursue the recommendations of this study, including the
development and implementation of a programme to promote decent work in the African cultural
and creative economy, to which our three institutions are committed.

Furthermore, the ILO commits to promoting access to social protection, enhancing the transition
from the informal to the formal economy and inculcating Occupational Safety and Health principles
in the cultural and creative economy.

Ms. Cynthia Samuel-Olonjuwon

ILO Assistant Director-General and
Regional Director for Africa



Statement from UNESCO

In societies that are undergoing deep transformations, culture matters more than ever in
strengthening social cohesion and mutual understanding and contributing to sustainable
development and economic resilience. Its strength relies on its dual nature. On the one hand,
culture is a powerful force for economic growth, income generation and job creation. On the
other, culture is far more than a mere commodity. It carries our collective values and identities
forward, strengthening our sense of belonging. The duality of culture offers many benefits for
the sustainable development of our societies. Although the creative economy remains largely
untapped, itis one of the fastest-growing sectors in the world. It accounts for 3.1 per cent of global
gross domestic product, and the export of cultural goods and services reached US$389.1 billion
in 2019.

Too often, the impact of culture is underestimated and not connected to the social and economic
issues of our time. Recently, the pandemic has demonstrated this all too well by exacerbating the
vulnerabilities of the cultural sector. UNESCO estimates that the gross added value of the cultural
and creative industries shrank by US$750 billion in 2020. Behind these figures, the first people to
be hit economically were cultural and creative professionals. In Africa, the cultural and creative
sectors account for 8.2 per cent of the continent’s workers. Many African artists and cultural
professionals carry the burden of precarious contracts, low incomes and a lack of professional
status. Yet the African creative economy is characterized by its vitality, employing young people
and nurturing innovation.

Creative industries are indeed powerful drivers of more equitable, sustainable and inclusive
growth strategies for African economies. This is because the creative industries contribute
significantly to youth employment. Entrepreneurship is at the core of the continent’s cultural
and creative industries - performing arts, audiovisual, publishing, visual arts and more - which
generate a broad range of employment opportunities. UNESCO endeavours to unleash the power
of culture for the achievement of sustainable development, supported by a strong normative
framework of conventions to safeqguard and promote African cultural heritage and harness the
economic potential of culture in the creative economy. This was recently demonstrated during
the MONDIACULT 2022 World Conference in Mexico, in September 2022, which called for the full
integration of culture as a global public good in the post-2030 Agenda for inclusive and sustainable
development. Furthermore, specific to Africa, a Flagship Programme - “Promoting Cultural
Heritage and Capacity Building” - has been developed within the framework of UNESCQO's Priority
Africa 2022-2029 Operational Strategy, contributing to Agenda 2063 and Agenda 2030.

In 2021, the African Union called for action with its theme of “Arts, Culture and Heritage: Levers
for Building the Africa We Want”. This coincided with the entry into application of the Charter of
the African Cultural Renaissance, which identifies culture as a key factor for peace and sustainable
development in Africa.
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UNESCO and the International Labour Organization (ILO) combined their mandates and expertise
to stand beside the African Union in developing an ambitious programme to advance decent work
and so harness the full potential of an inclusive, resilient and sustainable culture and creative
economy in Africa. Together, we should strive to support cultural professionals in acquiring
the economic and social rights enjoyed by other workers. We should continue to support them
in accessing social protection, developing new dialogue mechanisms and gaining new skills.
Together, we will be able to seize the opportunities afforded by innovative technologies and the
new digital environment. Together, we will be able to act in favour of gender equality and ensure
equal treatment for all workers.

I hope that this study - the result of an inclusive and participatory consultation process - will
be useful in providing an overview of the challenges and opportunities for promoting decent
work in the African cultural and creative economy. It reminds us of the various situations and
forms of employment that prevail across the continent. As a first step, it will suggest guidelines
for developing a continental programme. Rather than providing a standardized response, it will
reflect the real needs of individual countries. Moving ahead, UNESCO is looking forward to working
hand in hand with the ILO and the African Union Commission to explore new ways of leveraging
opportunities, developing innovative approaches to promoting decent work in the cultural and
creative economy, and unleashing the creative potential of the continent while fostering digital
creativity.

Mr. Firmin Edouard Matoko

Assistant Director-General, Sector for Priority Africa and
External Relations, UNESCO



Statement from the African Union

The African Union vision for the development and promotion of the cultural and creative industries
(CCIs) and the cultural and creative economy (CCE) is enshrined in the AU Agenda 2063: The Africa
We Want. Aspiration 2 is for an integrated continent, politically united and based on the ideals of
pan-Africanism and an African Renaissance. In addition, Aspiration 5 envisions an Africa with a
strong cultural identity, common heritage, shared values and ethics.

The concept of cultural and creative industries was first coined in 1992 in the Dakar Plan of Action
on Cultural Industries, developed in response to UNESCO'’s call for a World Decade for Cultural
Development (1988-1997). The Dakar Plan of Action led in 2008 to the development of the AU Plan
of Action on Cultural and Creative Industries and the current revised AU Plan of Action on Cultural
and Creative Industries (2022).

The review of the Plan of Action was carried out to ensure that current trends in the African
creative economy were included in the revised African Union Plan of Action and to provide a
focus on potential areas for the development of the creative sector on the continent. The revised
document also links the African Continental Free Trade Area (AfCFTA) to supporting the creative
economy of the African continent.

While for over three decades we have seen many opportunities for the growth of the cultural and
creative industries, the CCIs have also faced many challenges related to the working environment
of their practitioners and the issue of remuneration commensurate with the human resources
invested. While supportive policy instruments exist, these challenges needed further analysis.
This study on Promoting Decent Work in the African Cultural and Creative Economy has therefore
been conducted at an opportune time and has provided us with a situational analysis, detailing
the challenges and opportunities for the growth and sustainability of the CCls.

We appreciate the role played by all who have made this study a reality. The ILO, its Regional
Office for Africa and UNESCO have played a key role in the conceptualization, development and
finalization of the study. We thank the research and support teams which took part in the whole
process of data collection, analysis and finalization of the study, as well as the respondents
who provided data for the study. Our gratitude also goes to the Member States’ experts who
participated in the validation of the study and provided valuable inputs.

Given our youthful population, with about 60 per cent under the age of 25 and a generation
consisting of over 51 per cent women, we call for more investment in the CCIs so we can reduce
the number of unemployed young people and bridge the inequality gap. We are guided by this
study to recognize the role of youth and women in contributing to building nations’ economies
through the cultural and creative industries.

VI
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In our quest to promote the development of the CCIs in Africa, we will endeavour to ensure that
all relevant AU policy frameworks are aligned to support the growth of the CCIs and the cultural
and creative economy on the continent.

H.E. Ambassador Minata Samate Cessouma

Commissioner for Health, Humanitarian Affairs and
Social Development, African Union Commission
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P> Executive summary

1. Objectives of the study

The study was undertaken between 21 September 2021 and 21 February 2022. It identified
the challenges and opportunities for promoting decent work in the culture and arts sector
in Africa. The context for this analysis includes the ILO Centenary Declaration for the Future
of Work, 2019, the Abidjan Declaration (2019), the ILO’s Global call to Action (ILO 2021a), the
AU Social Protection Plan for the Informal Economy and Rural Workers (SPIREWORK) (AU 2011),
the Revised AU Plan of Action on Cultural and Creative Industries (2008), and the Statute of the
African Audio Visual and Cinema Commission (2019).

The starting point for the study is the status and scope of the African cultural and creative economy
(CCE), including cultural workers and employers who occupy the respective cultural value chains
and their associations and organizations. The study chose five sectors of the CCE to investigate
more thoroughly, each located in one of the five subregions of Africa: cultural heritage in Egypt,
dance in the DRC, fashion in the United Republic of Tanzania, film and TV in Nigeria, and live music
in South Africa.

The study selected dance in the DRC because it is part of the performing arts domain and for
the global reputation of Congolese rumba and its “queen dancers”, which in December 2021 was
inscribed by UNESCO on the Representative List of the Intangible Cultural Heritage of Humanity..
Dance is typically organized by arts and culture organizations which rely on funding support
(national or international) for their viability.

Cultural Heritage is a complex sector: tangible heritage is typically organized by governments,
with formal types of employment, while intangible heritage is typically community-driven. The
cultural heritage study was conducted in Egypt in order to assess the decent work scenario in a
formal setting.

The Nigerian film industry, known by many as Nollywood, is a significant sector on the continent.
Producing approximately 50 movies per week, it exemplifies the diversity and vast number of
cultural occupations required to produce this content for cinema, TV and digital. This inspired the
researchers to explore whether and/or how decent work principles are applied in the sector.

Live music and fashion, on the other hand, are more commercial cultural expressions that rely
on private infrastructure (studios, equipment, venues, factories), global markets and a paying
audience for their viability. However, the dominant forms of organization are microenterprises
and informality. In the case of live music, South Africa’s laws governing decent work are more
progressive due to trade-union activity, with the Trade Union of Musicians of South Africa (TUMSA)
recently lobbying for the amended labour laws to cater for freelance musicians as workers.

Xl
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For the fashion sector, we chose the United Republic of Tanzania as a case study, because it hosts
the largest annual event in East and Central Africa: Swahili Fashion Week. This event gives fashion
and accessory designers from Swahili-speaking countries a platform for networking, marketing
and showcasing their work (VoyagesAfriq 2019, Ramadhani 2021).

This research has uncovered gaps that ought to be part of future studies. There is a need to scope
the extent and impact of migrant and child labour, and of cooperatives, in the various sectors in
order to provide a more holistic understanding of decent work in the African CCE.

2. The African cultural and creative economy (CCE)

The African CCE refers to activities, goods and services whose inspiration is derived from tradition,
rituals, heritage, artistic and creative expressions, as well as technology, with the aims of economic
growth, social inclusion and human development. A robust, well-functioning CCE is bolstered
by both basic and tertiary education and formal and informal adult training, business support
services, a conducive legislative and policy environment, and a set of institutional arrangements
underpinning the CCE's respective value chains (finance, legal, worker bodies, trade unions,
employer organizations, sectoral bodies). Many of these are absent on the African continent or
are inappropriate for the effective functioning of national CCEs.

According to the African Union (AU), 60 per cent of Africa’s population is under 25 years of age,
which puts the continent in the top ten of the world’s youngest populations. More than half the
population (51 per cent) are women (AU 2021). Given the creativity and innovative character
of the CCE, the African Union (AU) argues that it is important to empower young people to
participate meaningfully in the economy so as to enhance growth, contribute to innovation and
exports of competitive goods and services, and create employment opportunities for Africa’s
youthful population.

Exploiting the value chain in Africa’s CCE would improve young Africans’' livelihoods and
engender sustainable development. However, Africa’s CCE is currently poorly organized and is
characterized by informality. This impacts all the sectors covered in this research, whether cultural
heritage, dance, fashion, film and television or live music. Their ability to lobby and advocate for
their needs, and to be represented vis-a-vis government, is hampered by a lack of representative
bodies, for both cultural workers (labour) and for employers. Those that exist (actors’ guilds in
Nigeria, fashion associations in Tanzania, music promoters and trade unions in South Africa) are
important entities to work with and strengthen going forward.

While cultural employment in Africa has been defined to mean cultural occupation and work
in the cultural sector, relevant data is not routinely collected by national statistical systems. In
addition, work in the African CCE is often not defined as a standard employment relationship and
is often characterized by the non-application of standards and norms, informality and insecure
forms of employment, precarity and uncertainty.
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The bulk of the activity of the various countries’ CCEs takes place in the informal economy. There
is a dominance of micro and small enterprises with precarious labour conditions, unsupported by
social protection. CCE activity, being largely informal, is therefore unregulated, often untaxed and
difficult to measure, with workers (artists, freelancers and others) mostly unregistered. This also
means, as Joffe and Motholo (2021) have shown, that hardly any African governments understand
how the sector is organized, appreciate its contribution, or recognize who its key participants are.

Research shows that there is substantial flux in employment types, such that cultural workers are
able to move effortlessly between the formal and informal economies depending on prevailing
economic conditions. In South Africa alone, statistics reveal the dominance of informality within
cultural jobs, with 43 per cent informal and many people (32 per cent) working as freelancers or
contractors. The corresponding figure for non-cultural jobs is 8.3 per cent (SACO 2017).

The Covid-19 pandemic revealed the importance of having social structures at community level to
overcome the vulnerabilities and lack of social protection of informal cultural workers. These are
crucial areas of focus that could be supported by the interventions we recommend below.

3. Key messages

Work in the African CCE cannot be said to be typical or standard in terms of employment
relationships, given the lack of standards and norms, informality, prevalence of microenterprises
and insecure forms of employment, precarity and uncertainty that characterize these
relationships. “Employment” is often insecure (temporary, part-time) or consists of income-
earning opportunities undertaken by freelancers, such as project-based work, short-term
contracts or own-account work.

Anecessaryinterventionwillbetodevelopmechanismstoensurethatfreelancers, microenterprises
and informal workers have labour and social protections similar to other workers, and to enable,
for some at least, a gradual transition from the informal to the formal economy as prioritized in
the ILO Addis Ababa Declaration (2015a:3). Advocacy and lobbying, as well as the strengthening of
social dialogue structures and workers’ and employers’ organizations, will be crucial for ensuring
that the principles of decent work are applied to sector actors (cultural workers, freelancers,
small/microenterprises), as well as getting governments (departments of labour and culture) to
recognize the importance of sustaining the CCE.

There is a need to establish programmes to increase decent jobs for youth and women in this
sector. This will mean developing appropriate legislation and economic policies, financial
incentives, relevant education and training (including skills accreditation) and, very importantly,
advancing labour rights and social protection for youth and women. A key starting point is to
ensure the adoption of legislation by individual governments that extends social protection to
cultural workers, freelancers and cultural professionals.

The Covid-19 pandemic has negatively affected the African CCE and exacerbated many of the pre-
existing decent work deficits in this sector.
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Thereis a need for government measures (guided by the AU Plan of Action on Cultural and Creative
Industries) that provide social protection coverage, appropriate working conditions, respect for
labour laws and gender equality. These are necessary conditions of a framework to ensure the
African CCE contributes to human development, economic growth and social inclusion.

The digital environment has dramatically affected the CCE, leading to changes across the value
chain, as Snowball, Tarentaal and Sapsed (2021) argue, and this has affected business models,
stakeholder relationships, audience development, remuneration and intellectual property
management. African countries experience the effects of new digital technologies both positively,
through new opportunities for “audience reach, innovation and growth”, and negatively, given
inadequate intellectual property protection and issues around unfair remuneration for content
creators. This indicates a need for intermediaries, such as hubs, aggregators, incubators
and accelerators, to bridge the gap between the CCE and the digital economy, as well as for
strong workers’ and employers’ organizations to ensure a level-playing field for negotiating fair
remuneration models. A further study is therefore needed to investigate the concept of decent
work in the digital space for cultural and creative workers.

4. Decent work deficits

, @ key aspect of decent work, are measured, according to the ILO
manual on Decent Work, by “indicators that provide insights regarding the quantity of labour
demand and supply in an economy” (ILO 2013). However, the CCE is not characterized by
standard employment relationships and is considered precarious and uncertain. In addition, the
demand for and supply of labour in sectors such as live music in South Africa, dance in the DRC
and fashion in the United Republic of Tanzania are characterized by informality. An exception
in our study is the cultural heritage sector in Egypt, where the culture and media sector alone
employed 13,034 people in cultural venues in 2018; and more specifically 1,968 employees in
the public sector and public affairs, according to the Central Agency for Public Mobilisation and
Statistics (CAPMAS). The Bibliotheca Alexandrina, for instance, has more than 2,440 employees.
The archaeology professionals interviewed for this study put the number of archaeologists at
around 1,000. Nevertheless, most jobs in the cultural heritage sector are considered informal,
making it difficult to protect them. The development of Egypt’'s heritage wealth also generates
indirect employment through the tourism sector. As an illustration of cultural and non-cultural jobs
created in the tourism and aviation sectors, CAPMAS statistics show that 45,746 were employed in
the public sector in 2019.

To be consistent with the concept of decent work, according to the ILO (2013) work must be

. Although, a minimum wage

system is established in many African countries in line with ILO Conventions,” none of the CCE
sectors in the countries studied have minimum wages.

' These include the ILO Convention C131 (1970) - Minimum Wage Fixing; ILO Convention C095 (1949) - Protection of
Wages; and ILO Convention C117 (1962) - Social Policy (Basic Aims and Standards).
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In the United Republic of Tanzania, for instance, the Employment and Labour Relations Act, No. 6
of 2004 sets minimum wages for sectors such as health, agriculture and hospitality, but the CCE
sectors are not included. Monthly salaries range from US$128 to US$227, with part-time workers
paid piece rates of between US$9 and US$21. In contrast, in the formalized cultural heritage sector
in Egypt, the minimum wage starts from US$127.55 per month (2020), according to the Ministry
in charge of Labour.

In South Africa, live music income is substantial and growing. Excluding income from informal
settings such as clubs, restaurants, bars, churches and family gatherings, the fee for 30 minutes
of live music is between US$3,200 and US$5,100 excluding VAT; a trio gig earns between US$3,969
and US$5,622, and a full band between US$9,922 and US$13,230. Pandemic-period fees were
far lower, with solo artists earning US$3,309 rather than US$5,933 and a trio earning between
US$3,699 and US$5,622 rather than between US$7,938 and US$8,599.

In the DRC, average salaries of employees in the dance sector are as low as US$55 per month.
It was noted that low salaries were not peculiar to the CCE but a widespread phenomenon. In
Nigeria, most jobs in the film industry are freelance and the industry is dominated by gig workers,
who may earn significant pay for individual gigs, but with the pipeline weak. This often means few
gigs per year and so poor pay overall, even for the highest-paid professionals. As an example, a
top-rate A-list actor would typically earn about US$12,500 at official rates for one film and shoot
five to six films a year, earning a total of just over US$74,000 a year. He or she would also earn
around US$25,000 per brand endorsement, with about three a year totalling around US$75,000.
Total remuneration is therefore less than US$150,000 annually.

are an essential aspect of decent work. Given that
the CCE sectors are dominated by informality, with few formal enterprises or organizations,
and that the nature of work in each sector and across each of their cultural value chains differs
so widely, it is not possible to speak of a trend. For the fashion industry in the United Republic
of Tanzania, working time differs between the public and private sectors. For instance, for the
Vocational Education and Training Authority (VETA), which is a public institution, fashion tutors
work for eight hours per day, from 7.30 a.m. to 3.30 p.m., with an hour for lunch break. In the
private sector, working time is flexible and can be up to 10 hours, depending on the target to be
met. In some cases overtime is paid, e.g. for a fashion show or wedding. Where fashion outlets are
concerned, working hours are from 8.30 a.m. to 6.00 p.m. and outlets are open six days a week.
Full-time workers are entitled to rest, public holidays and paid annual leave. In Zanzibar, which is
predominantly a Muslim community, Friday is considered a day of rest.

For the cultural heritage sector in Egypt, which is positioned largely in the formal sector, employees
work eight hours per day, six days per week, with a maximum of 48 hours per week and a
minimum rest period of 24 consecutive hours per week. The retirement age is 60. For the film and
TV sector in Nigeria, there is a pressure on producers to do more in shorter timescales, requiring
cast and crew to work 12 to 18-hour days to maximize access to rehearsal and shooting venues.
However, formal commissioners of content, such as streamers and broadcasters, typically have
contractual clauses relating to decent working practices, including time spent working and safety
standards, but this is mainly to limit the streamers’ and broadcasters’ liability and in practice is
rarely adhered to.
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In the DRC, decent working time applies to workers in formal organizations and institutions
which are well structured, such as arts centres, NGOs and organizations like the Kin Art Studio
and Studio Kabako. In these settings, dance professionals will have contracts stating working
conditions. For the live music industry in South Africa, working time arrangements differ widely.
While there are pockets of good practice, even “excellence”, in other areas there is no consistency,
such as whether there is a signed contract for the gig, whether the price and working conditions
are negotiated with the band leader, the length of sets, the number of sets played, rest times
between sets, occupational health and safety obligations, and so on.

relates to standards and rights at work and social
protection. Several factors affect the work/life balance. It can be facilitated by reducing working
hours or arranging for flexible working time, or hindered if long hours or erratic schedules are
imposed. Another factor is the different forms of paid leave, for example “paid annual leave”,
“paid sick leave”, “paid maternity/paternity/family leave”, or “paid parental leave” (ILO, n.d.a).
The unemployment rate in the DRC stood at 10.27 per cent in 2020 and just getting a job in the
dance sector was a greater priority than having decent work or a good work/life balance. There
are no formal mechanisms for ensuring a decent work/life balance and any provisions offered are
at the discretion of film project leads. In the live music sector in South Africa, the nature of this
occupation (performing at night, being on the road, going on tour) means that, for many, family
life is severely compromised. Currently there are no regulations to reconcile work and family life;
rather, choosing livelihood over family or vice versa is a personal choice (and often experienced
as a necessity by women musicians in particular). In the fashion sector in the United Republic of
Tanzania, some tailors are allowed to work from home, so they are close to their young children.
In one unique setting, women are allowed to come to work with their children.

are fundamental principles and rights at work enshrined in the ILO’s
fundamental Conventions and required by the ILO Declaration on Fundamental Principles and
Rights at Work. The informality of the CCE sector and its lack of regulation means that many
harmful and undesirable employment practices pass under the radar. In the fashion sector in the
United Republic of Tanzania for instance, children are sometimes engaged in unpaid employment
in the home setting. The research into dance in the DRC, which is also relevant to other CCE
sectors, reveals a need to abolish employment that is risky for the life, safety and wellbeing of
the dancers; employment for long hours with no rest; unpaid employment with harsh travelling
conditions; employment without a contract or with a dubious contract; and, employment in unsafe
conditions, such as poor flooring, exposed cables or cluttered stages.

is an important indicator of the degree of permanence of a
worker’s job. The project-based nature of work in the CCE, combined in some sectors with its
seasonality, its links to tourism, and the informality of the sector, means that there is little stability
or security of work. There are outliers, such as curators in Egypt employed in state/ government-
owned facilities, dancers in the DRC performing in established creative enterprises funded by
international agencies (Goethe Institute, Alliance Frangaise, hospitality sector), or people working
in established film companies in Nigeria. However, in the fashion sector in the United Republic of
Tanzania, there are few firms that offer full-term employment and job contracts. Rather, casual
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workers earn their income on a piece-rate basis, which is intended to motivate them to work
harder. Many workers are in precarious employment, sometimes even resuming work without a
contract after its expiry. In the dance sector in the DRC, stability comes only when a person builds
a reputation outside the DRC. The informal economy is prevalent in Egypt, affecting all sectors of
activity and accounting for 63 per cent of total employment (including 45 per cent in the agricultural
sector, 31 per cent in services and 25 per cent in industry). Working conditions have remained
precarious in Egypt for the past twenty years, due in part to the inequitable distribution of wealth,
socio-economic imbalances, job structures and a lack of respect for labour laws. In 2020, because
of the Covid-19 pandemic, the number of precarious workers increased by 2.1 million, from 5.3
to 7.4 million, which includes those in cultural heritage linked to the tourism sector. In the film
and TV sector in Nigeria, most workers are freelancers, so there is no job security. Additionally,
the labour laws do not cover non-manual / clerical staff, so workers have no legal protections as
the entirety of the employer’s obligations are set out in their contracts of employment. In South
Africa, although live musicians have multiple ways of earning income through fees, branding,
merchandising, royalties and sync deals, respondents reported that it is impossible to make a
living from music alone and musicians are obliged to find additional sources of income.

is also part of the decent
work agenda. Gender equality and non-discrimination ought to be considered transversal issues
(ILO 2008). Findings across the CCE sectors indicate that equal opportunities for men and women
and for people living with disability, as well as for other groups and minorities, have not been
achieved, with some exceptions for women in live music (South Africa), women in cultural heritage
(Egypt) and women and disabled cultural workers in the United Republic of Tanzania. In the fashion
sector in Tanzania, women are accorded equal opportunities. In some settings, however, women
still suffer abuse from their husbands, specifically if they earn a higher income. In the DRC, the
dance sector is male-dominated and not inclusive of people with disabilities, even as support staff.
In fact, women must work harder than their male counterparts to be accepted and respected in
the dance sector. In the cultural heritage sector in Egypt, however, women and young people
are able to access jobs. While the cultural organizations interviewed affirm that there is greater
feminization of jobs, reaching a rate of 80 to 90 per cent, CAPMAS statistics are very explicit: men
predominate in public-sector jobs in the culture and media sector (17 per cent women as against
83 per cent men, out of a total of 1,901 employees). In Nigeria, women are over-represented in
areas such as casting, styling, and welfare, but under-represented in technical jobs in production
and post-production. In addition, Inkblot Women in Film reports that men and women are not
paid equally and, in some cases, lead female actors are paid less than male supporting actors. In
South Africa, the live music industry remains heavily male-dominated. Moreover, the technical side
of the sector has been predominantly white-male dominated, although there is some evidence
of change in the post-apartheid era. While disabled musicians are few and poorly represented
amongst those with some employment, they are vocal and organized.

are central aspects of decent work. In the
United Republic of Tanzania, numerous occupational health and safety (OSH) acts (No 5, 2003;
Notification of Occupational Diseases, Injuries and Dangerous Occurrence, 2016; First Aid and
Welfare Facilities, 2015) apply to the factories and workshops of fashion brands and garment-
making MSMEs. However, most of the fashion brands are not compliant with these acts, nor
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have they insured their assets, and their employees are most vulnerable since they do not have
medical cover. Most of the workers operate as freelancers or contractors, are self-employed or
in the informal economy, and cannot claim for employment injury benefits, because they are not
recognized by the law. In the DRC, there is a lack of adequate and safe physical space for dancers to
create and practice. While there are various performance platforms throughout the country, there
are few theatres, and norms and standards for safety and health at work are not considered. In
South Africa, on the other hand, municipal authorities have health and safety standards and are
generally able to ensure enforcement. In the cultural heritage sector in Egypt some occupations
present health risks, in particular those involving products used for restoration or the upkeep and
maintenance of sites. However, the sector strives to create a healthy and productive environment
in the workplace and provides personal protective equipment to workers. In the film and TV
sector in Nigeria, safe working environments are at the discretion of the project lead and vary
widely. There are no known safety standards that the industry adheres to outside of contractual
requirements. In South Africa, however, basic safety and health standards and regulations are
generally observed for big events and by formal establishments, while smaller and informal
events get away with non-compliance. Key issues for live musicians include poorly constructed
stage set-ups and a lack of dressing rooms, which is of particular concern to women musicians.

is a vital component of the decent work agenda, relating to all measures that
provide benefits. These may be in cash or kind and are designed to secure protection for workers
from “(a) lack of work-related income (or insufficient income) caused by sickness, disability,
maternity, employment injury, unemployment, old age, or death of a family member; (b) lack
of access or unaffordable access to health care; (c) insufficient family support, particularly for
children and adult dependents; and (d) general poverty and social exclusion” (ILO 2013). Most
workers and practitioners in the CCE are excluded from labour relations coverage and social
protection, de jure or de facto, as they do not fulfil the definition of “employee” (ILO 2021c). They
are paid mostly by results or on a project basis, rather than for time spent. In this respect, the work
of cultural practitioners can be called atypical, non-standard, or even marginal, ranging (often
simultaneously) from freelance to contract work, self-employment, own-account, fixed-term, or
part-time work, including employment in the informal economy. Artists’ mobility, and how this
impacts on social security contributions and benefits, is also an issue in the region.

Research shows that the dance sector in the DRC operates with no social security coverage.
By contrast, the cultural heritage sector in Egypt is characterized by formal enterprises and
cultural organizations, and sector workers are able to access the social security system under
the Egyptian Labour Code and be affiliated to the national social security system. Nevertheless,
even in this sector self-employed workers and those in informal jobs are excluded from this
system or have to arrange their own health insurance and retirement benefits; many do not
take this initiative. In the film and TV sector in Nigeria, insurance applies only to large-scale
productions in response to contractual requirements set by the commissioning agent for
streamers and broadcasters, and even then it is of the most basic level and only for specific gigs
(rather thanfor the individual throughout the working year). Although the Actors’ Guild launched
a health insurance scheme for members in 2020, the uptake is limited as many actors are not
members of guilds and associations because the benefits seem to be limited and engagement
is top down. In South Africa live music practitioners are paid mostly by results/projects rather
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than for time spent working. However, The South African Law Reform Commission released
a media statement (19th July 2021) arguing for two substantial changes to labour relations
legislation that will be hugely beneficial to live-music industry practitioners (and others in the
CCE), whether working formally or informally, when it comes to accessing social security. In the
United Republic of Tanzania, where the law is clear about remitting social security contributions
to the National Social Security Fund, this is often not complied with by fashion employers in the
private sector.

consists of all forms of negotiation, consultation and exchange of information
between representatives of governments, employers and workers on issues of common interest.
In the African CCE there is an absence of, or only weak, representative bodies for cultural workers
and few, if any, sector-specific trade unions, except as regards live music in South Africa and
guilds and associations in Nigeria or sector-specific employer organizations. In the cultural
heritage sector in Egypt, dance in the DRC, film and TV in Nigeria and the fashion sector in the
United Republic of Tanzania, there are no platforms involved in employment negotiations, let
alone focused on decent work. Most employer associations are more interested in organizing
access to finance or markets. In South Africa, however, the key union for the music industry is
TUMSA (Trade Union for Musicians of South Africa). TUMSA was founded in 2016 and formally
registered in 2018. Although it is a relatively new organization, it currently boasts 2,112 members,
who are all professional musicians. One major achievement has been TUMSA's ability to engage
with the Government to reject the Copyright Bill, funded by big-tech companies such as Google,
which favoured their own exploitative interests rather than those of the owners of musical works.

, is concerned, business and financial support is often received from
non-governmental organizations (NGOs), international organizations and agencies (Africalia,
ProHelvetia, among others) or the cultural programmes of diplomatic missions. Seldom are
supply-side measures, business support services or financial instruments appropriate for the
African CCE or, if they are appropriate, creative enterprises and cultural practitioners fail to
access them (they do not always recognize themselves as industries, are not aware of these
facilities or are too informal). State support in the form of supply-side measures to encourage
the export/distribution of CCE goods and services, and the business and trade aspects of the
sector, is very limited. In Egypt, the business environment seems to be increasingly favourable
to the creation of cultural enterprises. Paradoxically however, the cultural sector does not
systematically benefit from support mechanisms for business creation, while the tax system still
limits promoters’ capacity to enable the transition from the informal to the formal economy. In
Nigeria, on the other hand, support mechanisms for MSMEs include programmes, innovation
schemes and other supply-side measures such as training, but come with guidelines that are
opaque and bureaucratic. Similarly, in South Africa, venue owners, creative enterprises and
small business owners in the live music ecosystem all stated that support for their business
operations was negligible at best and zero at worst. In addition, access to finance is still limited
as the collateral requirements for financing are always a deterring factor. In the United Republic
of Tanzania, capacity support for the fashion sector is driven by a development agenda that
channels its support for MSMEs through intermediaries and is not consistent. In the DRC, the
dance sector has no funding support from the Government.

XX]
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has dealt a significant human, financial and economic blow to the CCE
sectors in Africa. The existing precarity and vulnerabilities (inadequate social protection coverage,
poor working conditions, non-respect for labour laws, gender inequality) have been exacerbated.
In the DRC, the situation is dire. The working environment for the dance sector has worsened,
with a huge loss of income, and cancellation of tours and performances, lectures and training in
the studio, leading to stress and the risk of mental health issues. No measures were taken by the
Government and most dance artists had to do other work to survive or supplement their precarious
incomes. In Egypt, on the other hand, the Government put in place measures to mitigate the
impacts of the pandemic, including financial support, increased pensions, monthly payments to
female heads of households in rural areas, and the implementation of a minimum wage in the
private sector of US$146. However, the CCE sectors have not benefited from these measures, since
most workers are unregistered and informal. In Nigeria, the impact of the Covid-19 pandemic was
significant for physical distribution, but digital platforms provided alternatives and increased their
revenues. Grants and projects were cancelled and, with rising inflation, the financial impact has
been considerable. While there were few or no support measures from the public sector, private
organizations such as NETFLIX and the Africa Technology and Creative Group offered some relief
by making grants to freelancers. In South Africa, the take-up of digital technologies in the CCE was
fast-tracked by the Covid-19 pandemic. Previously, the uptake of digital technologies in the African
CCE generally had been steadily increasing but at a slow pace. In the United Republic of Tanzania,
however, the impact was not so severe as no economic lockdowns were imposed, although the
national economy was disrupted by the impact of the pandemic on the global economy. While
there was a slow-down in entertainment events and weddings that would normally occasion the
purchase of new clothes, some fashion brands continued to market their products online.

5. The way forward

This research consisted of a rapid review and therefore has not been able to fully scope all the factors
that impact on decent work in the African CCE. Key areas that require further scoping include:

> the conditions of migrants and foreigners involved in the respective CCE value chains;

> the extent of child labour in the various CCE sectors, in particular in dance and fashion, but
more broadly in all CCE sectors;

> the range of workers’ and employers’ organizations not necessarily directly involved in the CCE
but which could provide an entry point for representation and organization (tourism bodies,
general service organizations, and the like).

> the range of labour and social welfare provisions and legislation that could be extended to
include cultural workers, freelancers and cultural professionals, as with the current campaign
to include freelancers in the definition of “employee” in South Africa.

> the issue of fair remuneration in the context of a digitalized CCE, which needs to be better
analysed and addressed in the region;

> existing ILO programmes, such as enterprise development or the informal economy and
vulnerable workers, through which relevant CCE concerns could be addressed, and mechanisms
extended;
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» mechanisms and systems to promote the representation of workers (both informal and formal)
across all sectors, which could be extended to include cultural labour.

A key aspect of the study is that it will enable the ILO, UNESCO, and the African Union Commission
to better support the CCE. It will be important to ensure that these recommendations are aligned
to relevant AU policy frameworks such as the Charter for African Cultural Renaissance, the Statute
of the African Audio Visual and Cinema Commission, the AU Plan of Action on Cultural and Creative
Industries, the Abidjan Declaration, and the Global Call to Action.

This study suggests that the AUC needs to integrate decent work into the Revised AU Plan of
Action for the Culture and Creative Industries prior to its adoption by ministers of culture, so that
these principles can be integrated into national cultural policies and labour laws. In addition, the
AUC should highlight the linkages between cultural development and the promotion of decent
work in the framework of the Charter for African Cultural Renaissance. Where the Statute of the
African Audio Visual and Cinema Commission is concerned, the study proposes the need for the
Commission to set guidelines for addressing decent work deficits in the audio-visual and cinema
sector. As regards human-centred recovery from the Covid-19 pandemic, the study suggests that
the ILO should adopt an inclusive approach to the African CCE through its enterprise-development
and informal-economy programmes.

A key conclusion of the study is the recommendation for a programme to promote decent
work in the African CCE that addresses labour relations, labour rights, entrepreneurship, skills
development and employment prospects, social dialogue and representation, and adequate
social protection based on International Labour Standards.

The concept note for such a programme addresses the decent work deficits in the CCE sectors in
Africa in relation to both the ILO mandate and the AU Agenda 2063. This concept note proposes a
phased programme to promote decent work in the African CCE, as highlighted below.

6. Programme to promote decent work in the African CCE

1. The programme should focus on the continental level (the AU and partner organizations), the
regional level (through regional economic communities) and the national level (working with
departments of labour/employment and arts and culture).

2. The programme is designed in three phases, with short-term actions (end 2022), medium-
term actions (end 2026) and long-term actions (end 2035).

3. The target group includes workers and employers in the CCE sectors, national governments,
workers’ organizations, and employers’ organizations.

i. The short-term actions will include awareness-raising events and the facilitation of decent
work in the African CCE by establishing/strengthening representative structures to foster
social dialogue (sector-based employers’ organizations, associations and unions). The first
step (Dimension 1) will be to acknowledge the existing situation, choose one or more local
partners, and identify and define the target groups. It will include raising awareness of the
CCE and decent work among ILO collaborators on the ground and potential beneficiaries
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of the intervention, and developing tripartite online and offline events. The second step
(Dimension 2: facilitating representative structures) will involve identifying relevant
organizations and supporting their structuring, and facilitating the constitution of workers’
and employers’ organizations.

The medium-term actions will include consolidating representative structures to
facilitate dialogue and the co-creation of regional sectoral strategies for decent work
and fair remuneration. This phase has two further dimensions. Dimension 3 (consolidate
representative structures) requires technical assistance to strengthen the capacity of
workers’ and employers’ organizations in the different sectors of the CCE. Dimension 4
(co-creation of a regional sectoral strategy for the decent work agenda) will consist of
an invitation to engage in co-creation of regional sectoral strategies for decent work
and fair remuneration for the CCE, the setting up of a regional (inter-agency and multi-
stakeholder) working group to advance the decent work and fair remuneration agenda,
a regional website on decent work and fair remuneration for the CCE, and permanent
facilitation of the monitoring and evaluation of these guidelines in each country.

The long-term actions will include a review of the programme and support for the transition
to formalization of the different sectors of the CCE (where appropriate). Dimension 5
(development of an overall mid-term evaluation to review the programme and prepare for
further actions) will require the issuing of a call for tenders to conduct the evaluation, while
Dimension 6 (support the transition to formalization where appropriate) will require a full
mapping of informality in the CCE based on R204 (ILO 2015b); support for an enabling policy
and business environment for decent work (particularly for young people and women),
the inclusion of CCE components in the ILO's current and upcoming projects (specifically
for vulnerable and informal workers, social protection, skills development and youth
employment), and working with business support programmes nationally, regionally and
continentally to create awareness of the decent work agenda in the services they offer.
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} 1.0 Background

1.1. The context

This work comes during a critical period when the world is counting the costs of the Covid-19
pandemic which in turn has tested the resilience of the African cultural and creative economy
(CCE). The pandemic has exposed inadequacies in social protection coverage, occupational safety
and health (OSH) systems, and working conditions. The absence of associations or professional
bodies supporting cultural workers has exacerbated the situation. This highlights the need for
robust policies and strategies to support and strengthen the CCE.

The impact has been more severe than previously assumed. For instance, the recent report on
Reshaping Cultural Policies for Creativity (UNESCO 2022) shows that “the cultural and creative
sectors were among the hardest hit by the pandemic, with over 10 million jobs lost in 2020
alone”. The report also highlights the decline in public investment over the last decade, with
creative professionals remaining vulnerable and unregulated. A study such as this will have
enormous value in developing a sustainable approach to promoting and ensuring decent work
in the African CCE.
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As it stands, almost 60 per cent of Africa’s population is young (under 25 years of age), making
the continent the youngest on the planet (Mo Ibrahim Foundation 2019). The UN Department
of Economic and Social affairs notes the rapid growth of the number of youth in Africa. In 2015,
226 million youth aged 15-24 lived in Africa, accounting for 19 per cent of the global youth
population. By 2030, it is projected that the number of youth in Africa will have increased by
42 per cent. Africa’s youth population is expected to continue to grow throughout the remainder
of the 21st century, more than doubling from current levels by 2055” (UN 2015). This means that
introducing better policies and strategies generally, and for the cultural and creative economy in
particular, will have a strong multiplier effect for generations to come.

The uptake of digital technologies, hugely accelerated by the Covid-19 pandemic, has also had a
big impact on the CCE and on young people. Nevertheless, upskilling and reskilling also needs to
accommodate older generations to enable their participation in the cultural value chains of the
CCE. AUDA-NEPAD (2020) reports that growth in access to the internet increased from 21.8 per
centin2013to41.9 per centin 2019. However, it is also true that approximately 300 million Africans
live far from any form of WIFI connection (fibre or cable) (AU-EU, n.d.a). The lack of access to high-
speed internet remains a significant hurdle for Africa if it is to fully harness the potential of the
digital transformation (World Bank 2021).

With a growing gender gap in Africa (UN Women 2021), there is the need for incubators,
hubs and cooperative workplaces as business development support services for the CCE in
the entrepreneurship ecosystem (enterprise development, business development service
interventions, access to information, innovative solutions, scaling up of new business models).
Our desk research has addressed the needs of micro, small and medium-sized enterprises
(MSMEs), gaps in the enabling environment for enterprise development, and access to finance for
innovation and the development of new business models as preconditions for enabling decent
work in the African CCE.

UNESCO (2022, p. 44) notes that “culture and creativity account for 3.1 per cent of global Gross
Domestic Product (GDP) and 6.2 per cent of all employment. Exports of cultural goods and services
doubled in value between 2005 and 2019, reaching US$389.1 billion in that year”. UNCTAD research
suggests that the CCE will reach a “global valuation of $985 billion by 2023 and could represent
10 per cent of global GDP before 2030, according to think tank G20 Insights” (UNCTAD 2021).

The ILO (2018) reports that worldwide, more than 60 per cent of the total employed population,
or two billion people, generate an income in the informal economy. Of these, women account for
a little over 740 million. As the ILO (2018) explains, in low- and lower-middle-income countries,
women are more likely to be engaged in informal employment, often in the most vulnerable
situations. In Africa, 85.8 per cent of employment is informal (ILO 2018). Informal work in Africa
offers multiple opportunities to those who are most vulnerable, such as the poor, women and
youth (AFDB 2013; Joffe 2021).
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1.0 Background

A recent study (PEC and British Council 2021) entitled “The Relationship between the informal
economy and the cultural economy of the Global South” provides evidence of the dominance
of informality in the CCE of the Global South, meaning that practitioners do not benefit from
intellectual property (IP) value capture in the form of royalties from copyright, data monetization,
geographical indications, IP & Destination Branding and IP financing. This has revealed that the
sector is exploitative and characterized by poor working conditions, abuse of women and children,
a lack of social protection, unregulated safety conditions, lack of property rights and failure to
appropriate value from innovative products (particularly for women), lack of representation and
poor access to finance, business support or any form of social protection.

Accessing Covid-19 pandemic relief was particularly difficult given, inter alia, the non-registration
of cultural workers and cancellation of contracts, all of which highlights the negative consequences
of informality. The study suggests that while the informal economy provides opportunities, it
also undermines informal cultural workers' capacity to build viable businesses and enjoy decent
working conditions.? The present study investigates how this level of informality impacts on the
promotion of decent work in the African CCE.

1.2. Rationale

The rationale of this study was to enable the ILO, UNESCO and the African Union Commission to
gain a better understanding of the extent of decent work deficits in the African CCE. The study
aimed to examine the challenges and opportunities for promoting decent work in the CCE in
Africa. The context for this analysis includes the ILO Centenary Declaration for the Future of
Work (2019), the Abidjan Declaration (2019), the ILO’s Global Call to Action (2021), the AU Social
Protection Plan for the Informal Economy and Rural Workers (SPIREWORK), the Revised AU Plan
of Action on Cultural and Creative Industries (2008), and the Statute of the African Audio Visual
and Cinema Commission (2019).

The starting point for the study is a holistic view of the CCE, including both workers and employers
and their respective organizations. The study chose five sectors to investigate more thoroughly,
each located in one of the five subregions of Africa: cultural heritage in Egypt, dance in the DRC,
fashion in the United Republic of Tanzania, film and TV in Nigeria, and artistic activities (dance,
theatre, live music) in South Africa.

2 See ILO Recommendation 204.
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1.3. Objective

The objective of the assignment was to identify decent work deficits and explore opportunities for
promoting decent work in the African CCE. A key outcome of the investigation was to recommend
a programme of interventions to improve labour relations, apply international labour standards
and fundamental principles and rights at work, stimulate entrepreneurship, skills development
and employment prospects, foster social dialogue and representation, and provide for adequate
social protection and occupational safety and health in this sector.

1.4. Specific objectives

1.

Provide an outline of trends shaping the nature of work in the African CCE (technology,
globalization, demographics, Covid-19, etc.).

Conduct an analysis of the challenges for promoting decent work in the different countries/
subsectors.

Conduct an analysis of the opportunities for promoting decent work in the African CCE.
Provide policy options for exploiting the potential of the decent work agenda.

Identify the key elements of a programme of interventions to promote decent work in the
African CCE.
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2.1. Scope

Given the scale of the CCE in Africa, the study was limited in scope to one of the CCE sectors in
one country in each of the five African subregions. The study therefore comprises five country
case studies, with the focus on the challenges, opportunities, and policy and regulation options.
The five case studies were chosen from the six cultural domains covered by UNESCO’s 2009
Framework of Statistics (see Figure 1); none was chosen from Domain C: “Visual Arts and Crafts”
or from Domain D: “Books and Press”. The selected five case studies are as follows:

» Egypt’s cultural heritage sector, from Domain A: “Cultural and Natural Heritage”,

> South Africa’s live music and the DRC's dance sectors, from Domain B: “Performance and
Celebration”,

» Nigeria’'s film and TV sector, from Domain E: “Audiovisual and Interactive Media”,

» The United Republic of Tanzania's fashion sector, from Domain F: “Design and Creative
Services”.
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The reasons behind the selection of the sectors are:

» DanceintheDRC, becauseitis partofthe performing arts sector and due to the global reputation
of Congolese rumba and its “queen dancers”, which in December 2021 received UNESCO-
protected status. The dance sector is typically organized by arts and culture organizations
which rely on funding support (national or international) for their viability. The researchers felt
that this value chain would provide a unique reading of decent work in the cultural domain of
performance and celebration from a civil society perspective.

> Cultural Heritage is a complex sector: tangible heritage is typically organized by government,
with formal forms of employment, while intangible heritage (such as storytelling, generational
customs, traditions and rituals) is mostly community-driven. The study was conducted in Egypt
to provide a decent work scenario for cultural heritage in the formal setting.

» The Nigerian film industry, commonly known as Nollywood, is prolific, producing more than 50
movies per week, and a vast number of diverse cultural occupations are required to produce
this huge amount of content for cinema, TV and digital. This inspired the researchers to explore
whether and/or how decent work principles are applied in the sector.

» Live music and fashion are more commercial cultural expressions that rely on private
infrastructure (studios, equipment, venues, factories), global markets and a paying audience
for their viability. However, the dominant form of organization is informal, usually involving
microenterprises.

> In the case of live music, South Africa’s laws governing decent work are more progressive
thanks to a trade union culture, with the Trade Union of Musicians of South Africa (TUMSA)
recently lobbying for amendment of the labour laws to cater for freelance musicians as workers.

> For the fashion sector, the authors chose the United Republic of Tanzania as a case study
because it hosts the largest annual fashion event in East and Central Africa, Swahili Fashion
Week. This event provides a platform for networking, marketing and showcasing for fashion
and accessory designers from Swabhili-speaking countries and beyond, enabling them to
showcase their talent, market their creativity and network with clients and the international
fashion industry.

The study analysed decent work in the African CCE using the ILO's framework of 10 decent
work indicators. The ILO defines decent work as “opportunities for everyone to get work that is
productive and delivers a fair income, security in the workplace and social protection for families,
better prospects for personal development and social integration” (ILO, n.d.b). In addition,
it prioritizes equal opportunities for women and men, which is a critical aspect of democratic
societies. The ILO Decent Work Agenda, launched in 1998, rests on four pillars:

> rights at work;

> employment creation;

> social protection;

> social dialogue and tripartism.

The Decent Work Agenda is aligned to Goal 8 of the Sustainable Development Goals, “Decent
work and economic growth”.
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The study therefore analysed the decent work deficits in the African CCE using the following ILO
indicators:3

1. Employment opportunities,

2. Adequate earnings and productive work,
3. Decent working hours,

4. Combining work, family and personal life,
5. Work that should be abolished,
6. Stability and security of work,
7. Equal opportunity and treatment in employment,

8. Safe work environment,

9. Social security,

10. Social dialogue, employers’ and workers’ representation.

2.2. Study design

This study was conducted from October to November 2021. The methods included the collation
of both primary and secondary data; a review of available literature; and structured interviews
with cultural workers, cultural practitioners and professionals, government officials and sector/
industry representatives.

To understand the context, a list of respondents was developed in partnership with the ILO, from
which 38 sector/country-based practitioners were interviewed. Following the literature review
and interviews, the data were analysed and patterns found, enabling the researchers to find
commonalities between and the particularities of each country context.

The findings form part of a global background and provide a point of departure for designing a
programme of interventions to improve labour relations, labour rights, entrepreneurship, skills
development and employment prospects, social dialogue and representation, occupational health
and safety, and adequate social protection in the African CCE based on International Labour
Standards.

2.3. Limitations and opportunities

The rapid nature of this research and the embryonic understanding of decent work in the African
CCE has resulted in some significant limitations. These were exacerbated by the inability to carry
out in-country field research due to the Covid-19 pandemic.

First, these sectors (cultural heritage, dance, fashion, film and television, and live music) are not
representative of all other countries in the various subregions nor of the continent. Nor can it

3 While the framework consists of statistical and legal indicators, the former were not included in the study as there is
a lack of statistical indicators in each of the cultural domains investigated. As far as possible, the legal frameworks are
included in the study.

v
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be argued that other sectors in the same subregion would present similar opportunities and
challenges. Nevertheless, the research is significant in that it provides an opportunity to craft a
set of inventions to promote decent work in the African CCE and pilot these interventions in the
specific countries targeted in this study.

Second, the CCE is large and, even though the scope of the research was narrowed to specific
sectors in specific countries, it was misaligned with the resources and time devoted to this study.
The lack of existing qualitative reviews of the various CCE sectors, and the absence of employers’
organizations and worker-based associations or trade unions, meant that the research relied
on expert industry informants drawn from the value chains of the respective CCE sectors. The
availability of information from primary and secondary sources explains why some case studies
(Annex 4) are more elaborated than others. It is therefore important to note that this is not meant
to be a comprehensive mapping of the specific CCE sectors in each focus country, but rather
provides illustrative and informative insights into the topic of decent work.

Third, other common limitations encountered in the course of the research were as follows:

» Only one country, South Africa, has a cultural observatory collecting basic statistics. There is no
common statistical framework for the measurement of the CCE in Africa. The starting point for
this methodological work should be UNESCO's International Framework for Cultural Statistics,
which is the one used by the South African Cultural Observatory (SACO).

» Paucity of work and employment opportunities, the poor policy and regulatory environment
and the lowly status of cultural work in general were the key priority areas for our respondents.
Given that in most CCE sectors regular work or full-time employment is a rarity, for those with
more regular work / income opportunities the question of “decent work” had seldom arisen,
although cultural workers might well articulate exploitative relations, poor earnings, lack of
access to social protection and the like.

» Poor internet connectivity and the high cost of data transmission meant that some respondents
postponed meetings, some indefinitely.

> Some respondents declined to be interviewed or were too busy during the window of this
research.

> The absence of qualitative and quantitative data is a limitation. There are very few studies of the
African CCE (South Africa is an exception). Even in South Africa, however, national institutes of
statistics do not adequately cover the CCE. The lack of documentation and research concerning
the sector meant that most of the data had to be drawn from respondents’ experience or from
grey literature (newspaper articles, blogs, webinars, unpublished reports). There was therefore
little opportunity to triangulate the material.

P> The absence of programmes to promote decent work in the CCE, which could have been a
source of information. However, from their research, the authors have drawn inspiration for
the development of a concept note for an initiative on decent work in the African CCE.

For privacy and ethical reasons, we have not named our respondents in the report itself. However,
all the respondents are listed in Annex 3 and they are deeply thanked for their time and generosity
in contributing to this study. Special thanks are due to the extended ILO team for their support
and insightful comments on the research as it unfolded.
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3.1. Definitional issues of the CCE in the five subregions
of Africa

There are multiple definitions of the CCE, and such terms as the “cultural and creative industries”
(CCIs) are used in different ways. The study adopted the AU description of the CCE, based on
UNESCO'’s 2009 Framework for Cultural Statistics (See Figure 1), as a starting point for locating the
key sectors in the analysis:

> Egypt’s cultural heritage sector in Domain A: Cultural and Natural Heritage,

» South Africa’s live musicand the DRC’s dance sectorsin Domain B: Performance and Celebration,
» Nigeria’'s film and TV sector in Domain E: Audiovisual and Interactive Media,

» The United Republic of Tanzania's fashion sector in Domain F: Design and Creative Services.
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UNCTAD (2010) has tried to classify the various cultural and creative industries (CCIs) using
different models, as illustrated in the table below.

Table 1. Classification of the CCE as derived from different models

DCMS model

Symbolic texts
model

Core cultural industries

Concentric circles
model

Core creative arts

WIPO copyright
model

Core copyright industries

Advertising

Architecture Advertising Literature Advertising

Art and antiques Film Music Collecting societies

Crafts Internet Performing arts Film and video

Design Music Visual arts Music

Fashion Publishing Performing arts

Film and video Television and radio Other core cultural Publishing
industries

Music Video and computer Film Software

games

Performing arts

Museums and libraries

Television and radio

Publishing Peripheral cultural Visual and graphic art
industries
Software Creative arts Wider cultural industries

Television and radio

Heritage services

Interdependent copyright
industries

Video and computer
games

Borderline cultural
industries

Publishing

Blank recording material

Consumer electronics

Sound recording

Consumer electronics

Fashion Television and radio Musical instruments
Software Video and computer Paper

games
Sport Photocopiers, photographic

equipment

Related industries

Advertising

Partial copyright industries

Architecture

Architecture

Design Clothing, footwear
Fashion Design
Fashion

Household goods

Toys

Source: UNCTAD 2010, p. 7.
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However, many of these definitions are simply those elaborated by UNESCO (cultural
industries, cultural expressions): “Those industries that combine the creation, production and
commercialization of products which are intangible and cultural in nature. These contents are
typically protected by copyright, and they can take the form of goods or services”.

Some are drawn directly from the UK’s DCMS definitions of the cultural and creative industries:
“Those industries which have their origin in individual creativity, skill and talent and which
have a potential for wealth and job creation through the generation and exploitation of
intellectual property”.

UNCTAD (2008) combines the UNESCO and UK’'s DCMS definitions and states that the creative
industries:

> “arethe cycles of creation, production, and distribution of goods and services that use creativity
and intellectual capital as primary inputs;

> constitute a set of knowledge-based activities, focused on but not limited to arts, potentially
generating revenues from trade and intellectual property rights;

> comprise tangible products and intangible intellectual or artistic services with creative content,
economic value and market objectives;

P are at the crossroad among the artisan, services and industrial sectors; and

P constitute a new dynamic sector in world trade”.

UNCTAD also introduces the creative economy concept to the vocabulary of the CCIs. The creative
economy recognizes “the feasible option for linking economic, technological, social and cultural
development objectives in a globalizing world”. The definition notes the development dimensions
of the cultural and creative economy (Figure 2). It highlights the intersection of the CCE with
other sectors of society (education, labour, trade, finance, tourism, social development) and its
influence on other dimensions (community participation, social cohesion, entrepreneurship,
aesthetics, tradition and heritage).

Throsby’s concentric circles model (2008), on the other hand, argues that it is the cultural value
of cultural goods that gives these industries their most distinguishing characteristic. The model
suggests that the origination of creativity is central to the core creative arts, consisting of sound,
text and image. Creativity and its influences are present throughout the layers or “concentric
circles” and, as it diffuses outwards from the centre, the proportion of cultural content decreases
and that of commercial content increases.
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Figure 2. UNCTAD’s Development Dimensions of the Creative Economy

Multi-Dimensional Omni-present

development, cultural, education
economic and social Cross-cutting labour
policies culture culture, arts and leisure

labour
industry
trade
technology
tourism

In-temporal
past traditions
present technologies
future vision

Source: UNCTAD, 2010

According to the WIPO, copyright-based or creative industries are those industries that exploit
copyright and related rights protections. WIPO has supported several African countries, in
particular Botswana, Ethiopia, Kenya, Ghana, Malawi, South Africa and the United Republic of
Tanzania, in measuring the economic contribution of these copyright-based industries in terms
of GDP, employment and trade.

The categorization of copyright-based industrie