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Foreword

The year 2022 was significant for Selam; We celebrated our organisation’s 25th
anniversary, which gave us an opportunity to put together our five-year plan for the
continent. This plan includes advocacy and lobbying strategies inspired by the African
Union's Plan of Action on Cultural and Creative Industries, whose objectives include,
among others, Fostering creativity and innovation for socio-political development, job
and wealth creation, and Creating an enabling environment for the growth of Africa's
cultural and creative industries. As part of our efforts to contribute to an enabling
environment for creatives to freely express themselves, we carried out researchin
eight African countries to assess the state of artistic freedom in order to understand
the lobbying and advocacy strategies required to advocate for creatives freedom of
expression.

The research was part of our Pan African Network for Artistic Freedom project, which was launched in 2021 to promote
artistic rights through research, capacity building, network building, and lobbying governments for better policies for the
sector. PANAF is being implemented in collaboration with culture and civil society organisations in Nigeria, Kenya, Rwanda,
Ethiopia, Uganda, Mozambique, Zambia and the Gambia. The researchers examined the legal frameworks that govern
artistic expression, identified the major government agencies, national stakeholders, and artistic unions to be engagedin
the lobbying process, and provided an overview of how copyright laws protect artistic works and whether practising artists
benefit from them.

The reports note that authorities limit this right across the eight countries, particularly with regard to artists perceived to be
government critics. Through direct and indirect means, these artists' ability to perform, display, or disseminate their work is
constrained. As aresult, few artists remain willing to publicly express their critical opinions or explore contentious themes
intheir work as a result,and those who do risk facing harsh repercussions. The methods used by the authorities to stifle
critical artistic expression, include harassment, intimidation, threats, interference, legal pressure, arrest, imprisonment,

and torture withamajority of victims being musicians, film-makers and cartoonists. Finally, the report contains a number
of recommendations to authorities and other stakeholders for concrete steps needed to improve the situation of artistic
freedom of expression in each country. This report is very essential as it will help sustain Freedom of expression whichis
at the heart of artistic practice and mission. The sustainability of artistic freedom of expression is critical to the continent’s
democracy; increasing transparency and accountability within the governments and leaders.

Selamis proud of our partners and researchers for overcoming the challenges and completing this research, especially
giventhe sensitivity of the subject matter. We also want to express our gratitude to all the stakeholders and artists who
took part in the data collection process. And finally, the results and achievements of our work are simply not possible
without the support of our donors, the Swedish Arts Council. To that end, Selam will continue to work with its partners
and other cultural organisations to lobby governments to make it possible for artists to freely express themselves and
distribute their work in the interests of socioeconomic development and job creation. In addition, this year will see the
launch of a literature review and study to provide context for the challenges faced by women in the cultural and creative
sectors, as well as feasible recommendations for achieving gender equality.

—

Teshome Wondimu
Founder and Executive Director - Selam

April, 2023
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Executive Summary

The report on the assessment of artistic freedom in Rwanda examines the current state
of artistic freedom in the country, taking into account the legal and institutional context,
the impact of the COVID-19 pandemic, regional and international factors, and the main
challenges faced by the sector. It highlights the importance of professional develop-
ment, access to income sources, infrastructure, and the establishment of professional
status for artists. It also explores diversity within the Rwandan cultural sector, including
gender, foreign artists living in Rwanda, artists with living disabilities, LGBTIQ artists, and
refugees. The report acknowledges that artistic freedom in Rwanda cannot be consid-
ered solely as a progress indicator due to the ongoing process of social and economic
reconstruction after the Genocide against the Tutsiin 1994. Local artists still need to
understand their rights, learn how to exercise them within the confines of the law, and
develop the capacity to challenge any interference with their artistic practices.

The assessment conducted through consultations with various actors in the arts and creative sector in Rwanda, as well as
desk research, suggests that artistic freedom should be enjoyed within the boundaries of the law and cultural values. The
report highlights the importance of professional development, access to income sources, infrastructure, and the establish-
ment of professional status for artists. It also examines the role of media in promoting art and explores diversity within the
cultural sector, including gender, foreign artists living in Rwanda, artists with living disability, LGBTIQ artists, and refugees.

Thereport provides an overview of copyright issues, collective management, and future perspectives. ASWOT analysis
reveals the strengths, weaknesses, opportunities, and threats related to artistic freedom in Rwanda. Strengths include a
young generation of artists with a global outlook and the freedom for artists to create, organise, and participate in cultural
and creative events. Weaknesses include lack of basic training, insufficient income generation, and a lack of coordinated
advocacy initiatives. Opportunities include political will to promote the sector, tourism development, national talent search
competitions, and potential investment in sectors such as art and craft. Threats include cultural barriers, suspicion of neg-
ative artwork manipulation, limitations imposed by sponsors’ guidelines, and the limited resources to implement cultural
development policies.

The report explores the main challenges to artistic freedom in Rwanda, such as lack of qualifying training, limited access
toresources and investments, divergent views on cultural values, limited mobility schemes for artists, and limited enforce-
ment of some international conventions. It provides recommendations for future interventions to promote artistic freedom
in Rwanda, such as investing in qualifying training programs, enhancing access to resources and investments,

fostering dialogue on cultural values, addressing regional mobility concerns, and strengthening the enforcement of inter-
national conventions.

Samuel Sangwa
Rwanda Arts Initiative
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1.

1. CONTEXT ANALYSIS

1.1 Legal andinstitutional context of the freedom of expressionin Rwanda

The government of Rwanda acknowledges the freedom of expression as one of fundamental rights for its citizens
that must be upheld and protected. In the first place, the government of Rwanda has levelled the ground through its
legal system to show its commitment to guaranteeing freedom of expression. Thus, the Article 38 of the Constitution
of 2003 revised in 2015 underlines this fundamental freedom this way:

“Freedom of press, of expression and of access to information are recognised and guaranteed by the State. Freedom
ofexpression and freedom of access to information shall not prejudice public order, good morals, the protection of the
youth and children, the right of every citizen to honour and dignity and protection of personal and family privacy.

Conditions for exercising and respect for these freedoms are determined by law”.

Rwandais also party to various international treaties and conventions that guarantee the freedom of expressionas a
basic humanright; such as:

- Finalact of the Plenipotentiary Conference of the International Communication Union, adopted at Guadalaja-
ra, Mexico, 22 October 2010, ratified in February 2013;

« The African Charter on Human and People’s Rights of 20 June 1981, ratified by the law no. 10/1983 of
17/05/1983; especially Article 9;

+ International Covenant on Civil and Political (ICCP) of 16 December 1966; ratified by the Decree-Law no.
08/75 0f 12/02/1975, especially Article 19 and 20;

- Article 19 of the UN Universal Declaration of Human Rights (UDHR) of 1948.

Referring back to the Constitution, there are institutions that have been put in place to implement the statement of
the second paragraph of the Article 38. Therefore, different organs have been created and assigned mandates relat-
edto press freedom, content regulation, frequency allocations, policy formulations, and capacity building?'; such as:

1. Rwanda Governance Board (RGB)

Established by Law No.56/2016 of 16 February 2016, the RGB is designed to be an autonomous, self-accounting
body responsible for monitoring service delivery and ensuring compliance with principles of good governance in
public, private, and civil society organizations. Among its responsibilities are registering and monitoring the activities
of civil society organizations, faith-based organizations, and political organizations, as well as promoting media and
advising the government onits performance.

2. Rwanda Media Commission (RMC)

It was established by Law n° 02/2013 of 08/02/2013 regulating Media. RMC is responsible for defining and imple-
menting a self-regulatory mechanism that guides the relationship between media and the public. RMC also handles
complaints related to the right to information filed by media practitioners.

1 African Centre for Media Excellence, The State of Media Freedom during Covid-19 Pandemic in Rwanda, 2021
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3. MediaHigh Council (MHC)

The Media High Council (MHC) was created as an autonomous body responsible for media capacity building. Inline
with Law n® 03/2013 of 08/02/2013, the MHC's duty was to initiate and implement policies and strategies that enable
the country’s media and practitioners to study trends in global media and adapt to them. Part of its work involved
media research, advocacy and engagement with stakeholders to ensure that new trends and needs were identified
and provided for. However, the body was phased out in February 2021 as part of Government’s reforms aimed at
optimizing capacity of its institutions for improved service delivery. Its responsibilities were shifted into the Ministry of
Local Government and Rwanda Governance Board, RGB.

4. Rwanda Utility Regulatory Authority (RURA)

RURA was initially created by the Law n° 39/2001 of 13 September 2001 with the objective of regulating public util-
ities in telecommunications networks and/or telecommunications services, electricity, water, waste removal man-
agement, gas extraction and distribution as well as passenger and cargo transport.

In 2013, this law was repealed and replaced by a new Law n° 09/2013 of 01 March 2013 establishing Rwanda Utilities
Regulatory Authority (RURA). This law gives to RURA an omnibus mandate, expanded to include accreditation of
new telecommunications, information technology, broadcasting and convergence electronic technologies compa-
nies and agencies; including the internet and any other audio-visual information and communication technology.

Besides the above-mentioned institutions, there is also the Rwanda Culture and Heritage Academy, whichis the pol-
icy implementing agency of the Ministry of Youth and Culture for the matters related to the development of cultural
and creative industries.

5. Historical Context

The freedom of expression is further hinted to in the Article 37 of the national constitution; which is about the freedom
of conscience andreligion;

“Freedom of thought, conscience, religion, worship and public manifestation thereof is guaranteed by the State in
accordance with the law.

Propagation of ethnic, regional, racial discrimination or any other form of division is punished by law”

Itis probably this last paragraph of the preceding article that has attracted more controversies, including among me-
dia practitioners. The same part of the article refers to condemnation against divisive and genocidal ideologies that
are widely condemned. The Organic Law Instituting the Penal Code (2012)? and The Law on the Crime of Genocide
Ideology and Other Related Offences (2013)° dug deep and elaborate on different aspects on what might constitute
crime of genocide.

Besides the above institutions and laws that set the environment in which the freedom of expression is exercised,
there has been an additional stride in media reform; the Law to Access to Information*, which allows the publicand
journalists to access information from public agencies and some private organisations. All these initiatives are practi-
cal ways towards implementing provisions of the country’s constitution and set the ground for a free and progressive
society.

The Organic Law Instituting the Penal Code (Law no. 01/2012/0L of 02/05/2012, Official Gazette Number Special of
14 June 2012)

Law onthe Crime of Genocide Ideology and Other Related Offences (Law no. 84/2013 of 11/09/2013, Official Gazette
no. 43bis of 28/10/2013)

Law n° 04/2013 Of 08/02/2013 Relating to Access to Information, Official Gazette n© 10 of 11 March 2013
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Despite the political good will, the government of Rwanda has always been in the limelight of human rights and media
watchdogs for allegedly stifling freedom of expression by ostracizing journalists and political actors for their reports
and viewpoints at odds with official position. Over the years, the country assessment reports by media and human
rights organizations have placed Rwanda lower on scale with doleful scores on different indices.

One example of such reports is Country policy and Information note: Rwanda general human rightst®, by the UK
government, released in May, 2022.

However, given the recent history of the Genocide against the Tutsi of 1994, and the role of media such as Kangura
(print media) and Radio des Mille Collines in spreading hate speeches and venomous mobilization by political lead-
ers, but alsoin the interest of the total security of the country after the violent period, the cautious approach of the
government in relation to the all-out opening can be understood. Wounds from the atrocities are still fresh and hearts
still grieving that any adventurous attempts to open up them can be so costly and painful.

The artistic freedom is naturally linked to the freedom of expression since both are about expression of conscience
and opinions through creation. They both need a conducive socio- economic and political environment to be fully
exercised.

1.2 Artas atool for social and economic development

Artistic and cultural activities and practices have played animportant role in the reconstruction and reconciliation
process after the war and the Genocide against the Tutsi of 1994. Cultural and artistic practices have the capacity to
bring together members of community and to heal traumas and the government used traditional arts such as songs,
dances and crafts in mass mobilization for education campaigns for unity, peace and reconciliation and reconstruc-
tion. For the record, art, especially music, played a big role in spreading hatred and ethnicity-based toxic messages
and political ideologies amongst Rwandans in the period leading up to the deadly violence and the Genocide against
the Tutsi, through media such as radio affected®On the other side, however, the government has been considering
CCls as an opportunity not only for generating wealth in general, but also for job creation for youth, in particular.
Rwanda had a cultural policy whose last version of 2015 is under review and in the final phase of approval process.
Amongits five pillars, the new policy seeks to ensure that cultural and creative industries become the foundation

for national development. Therefore, the policy stresses the strengthening of the cultural and creative industries for
socioeconomic development by:

- Putting in place adequate infrastructures for CCls at national and district levels
+ Creating the CCls Fund

« Instituting the CCls self-regulatory body

« Developing the national strategy for the promotion of cultural tourism, etc.

InRwanda, there are initiatives put in place by the government to show its commitment to the promaotion of the cultur-
aland creative industries. These include:

« Thecreation of the Ministry of Youth and Culture and policies in matters of cultural promotion are implement-
ed by Rwanda Cultural Heritage Academy, RCHA, with different departments such as museum management,
promotion of national language and promotion of cultural and creative industries;

+ Investment in the development of cultural tourism; with traditional arts and cultural events among the pro-
posed services;

« Introducing creative art education throughout the education system; from primary to university level. Private
vocational art training initiatives have been rallied to register their programmes with Workforce Development
Authority, WDA, in order to formalize and professionalize their courses;

5 Country policy and information note: Rwanda, general human rights, May 2022 (accessible) - GOV.UK (www.gov.uk)
6 https//www.aljazeera.com/features/2020/6/7/music-to-kill-to-rwandan-genocide-survivors-remember-rtim

(accessed on 06 November 2022)




13

+ Supporting the creation of Rwanda Arts Council, RAC, an umbrella organization for the cultural and creative
industries, CCls, in Rwanda; which will play a pivotal role in building capacity of its members and artists.

1.3 Impact of Covid-19 on the Cultural and Creative Industries

The Covid-19 brought social and economic life to a halt globally. However, the cultural and creative industries have
been struck plainly by the effects of Covid-19 pandemic. The official announcement of the outbreak of the pandemic
went with putting in place measures to cope with the phenomenal spread of the disease. The episodic sequences of
lockdowns completely shut down artistic and creative events and activities as well as projects.

Uponthe detection of the first cases of Covid-19, early March, 2020, the government of Rwanda declared aninitial
two weeks' shutdown as a way to contain the spread of the pandemic. Among the measures taken include avoiding
large gatherings, reducing social interactions, limiting movements to essential services and taking vaccines. The
curfew was imposed from 6pm to 4am across the country and businesses closed by 5pm. International travels were
banned and borders closed except for goods and cargo and returning citizens who must take a two-week quaran-
tine.

InMay 2020, there has been a partial lifting of the lockdown, but preventive measures remainin place; including
among others, practice physical distancing; curfew at 9 pm, and work resumption in public and private sector with
staff not exceeding 50% and wearing masks for allemployees while at work.

In July, 2021, the government announced another two weeks' total lockdown for the City of Kigali and other eight
districts in the country due to increasing coronavirus cases and deaths. Offices in both public and private sectors
were shut down except for key services such as healthcare, shops (foods, medicines and other approved essentials)
and banking; which were allowed to operate at 30%. Elsewhere around the country, social gatherings were so strict
that the number of people allowed to attend vigil was capped at 10 and 15 for, funerals are capped at 15 while places
of worship adhering to health guidelines could operate at 30% of their capacity. Movements were kept between 6pm
and 4pm.

Cultural activities were completely shut down; from music concerts and festivals, to fashion shows, plastic art and
book exhibitions, comedy and film festivals; a condition that left artists in a total depression. Prospects for deals and
markets for their artworks, short and long term contracts, workshops closed; artists were left in a total destitution.

In Rwanda, the pandemic came to add to different challenges that throttle a promising cultural and creative sector
whose economic potential was out of doubt. These challenges will beare discussed identified in chapter Il below.

1.4 Regional and international context

Rwandais amember of different regional political and economic organisations bringing together several countries.
The East African Community, EAC, to which Rwanda acceded in 2007 is the most active in socio-economic and
political activities.

Among the cultural activities, the ‘Jumuiya ya Afrika Mashariki Utamaduni Festival” or JAMAFEST, is the most
outstanding regional cultural manifestationin EAC. The biennial event; which brings together member states on
rotational basis aims to promote regional socio- cultural integration through arts and culture by providing a regional
platform to showcase culture as a prime driver of EAC integration. Participants showcase cultural talents and arti-
facts ranging from music, poetry and sculpture to traditional clothing, jewelry, paintings, performing arts, cuisine, craft,
traditional medicine and fims. Launched in Rwanda in 2013, Jamafest held its fifth edition in 2022 in Burundi.

In 2019, the EAC carried out a Mapping of Cultural and Creative Industries across the region; which aimed to develop
and promote culture and creative industries in the EAC by providing baseline information which could be used for
regional culture and economic policy formulation and planning. The mapping produced each country’sreportand a
consolidated report covering five members.
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Among the conclusions of the research underlined that the CCl sector “is one of the most rapidly growing sectors
in East Africa not only inincome, but also job creation, women and youth participation as well as export trade™. With
official accession of the Democratic Republic of Congo in 2022, the regional block currently spans from Indian to
Atlantic Ocean; positioning itself as the most socially and culturally diverse region.

The Economic Community of the Great Lakes Countries (CEPGL) is another regional organization created in 1976
and brings together DR Congo, Burundi and Rwanda to foster economic integration of the member countries. How-
ever, since the 1990s, the region has drowned in social and political instability and there has been no joint initiative in
the cultural sector between the members. The organization is practically defunct. No longer active

The Common Market for Eastern and Southern Africa (COMESA) is another regional organization of which Rwanda
isamember. Created in 1994, COMESA currently comprises 21 African Member States, which strive to promote
regional integration through trade and the development of natural and human resources for the mutual benefit of

all people in the region. The regional grouping offers business persons from member countries, including artists,
opportunities to move freely. The COMESA Protocol on the Free Movement of Persons, Labour, Services, the Right
of Establishment and Residence?, provides for waving of visa or granting free visa upon arrival among the current
twenty-one (21) member states.

The largest continental organization besides the African Union is definitely the African Continental Free Trade Area
(AfCFTA) with 43 member states; which aims to “to enable the free flow of goods and services across the continent
and boost the trading position of Africa in the global market™. Rwanda is among the first seven (7) countries to trade
between themselves in the pilot phase following the ratification of the agreement in Kigali in March, 2018.

Onpaper free movement of goods and services are laid out clearly on paper among the levers for achieving targeted
objectives but it is disheartening to witness different facts state of affairs in but different in practice. Some countries
still require paid-for visas upon arrival; which impinges on the free movement of the creatives. Impact on the creative
industries re: movement.

Onits side, the African Union has defined its development agenda, coined as “Agenda 2063" whose aspiration num-
ber 5 puts emphasis on “Africa with a Strong Cultural Identity, Commmon Heritage, Values and Ethics10™”. There are
some flagship projects such as the “Great Museum of

Africa” (GMA); whichis slated to open in 2023 and based in Algiers (Algeria) with a mission to preserve, promote and
nurture African heritage. There is also the “African Academy of Languages (ACALAN); which is hosted in Bamako,
Mali, with a mission to promote and develop African languages as a means to foster continental integration and
development.

EAC Secretariat, Mapping of Culture and Creative Industries in the East African Community, 2019, p.50
Common Market for Eastern and Southern Africa (COMESA) Secretariat, 2022; accessed through https://www.
comesa.int/programme-activities-immigration-and-free-movement-of-persons/; on 20/12/2022
https://au-afcfta.org/purpose-the-afcfta/ (accessed on 20/12/2022)

https:/au.int/agenda2063/goals (accessed on 20/12/2022)
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2.

21

ANALYSIS OF THE MAIN CHALLENGES IN THE
SECTOR

The challenges of the cultural and creative sector in Rwanda can be better analyzed through different parts of the
creative value chain. According to Botkin and Matthews (1992, p. 26), a value chain concept can be described as “a
sequence of activities during which value is added to a new product or service as it makes its way from invention to
final distribution”. These sequences are interlinked and interrelated to create value for the product or service. In order
to putitin the specific cultural and artistic context, UNESCO (2009) introduced the concept of culture cycle as being
composed of creation, production, dissemination, exhibition/reception, consumption/participation. Most specifically
for Rwanda and from desktop reviews and interviews with artists and practitioners in the cultural and creative sector,
the following challenges are clustered into different stages from the origination or creation to the consumption of an
artistic product or service and according to their level of impact on the sector:

«  Enumérer par ordre dimportance:

« Lackof skills for professional development;

- Lackof directand indirect sources of income for artists;
« Accesstoinfrastructure;

» Lackof professional status of an artist;

- Controversial role of media.

Lack of skills for professional development

Professional training in technical areas of the creative arts is generally new. Most artists are self- taught while others
take short courses from informal private vocational residential and training centers that are created mostly around
Kigali to sharpen young talents and to further their passion, without opportunities for formal internship from profes-
sional, well-established practitioners and institutions. Another handful artists and in some categories such as music
and film takes advantage of participating in the regional artistic and creative festivals to share experience with artists
and practitioners from other countries. The ‘Jumuiya ya Afrika Mashariki Utamaduni Festival’, JAMAFEST, is the
prime regional cultural festival. The last edition which took place in September, 2022 in Bujumbura, Burundi, offered
space for performing artists, exhibitors, culture professionals/ academicians, students, administrators, civil society
organisations, and private sector involved in the art and culture sector activities from the East African Community
member countries.

Lack of technical and professional training remains one of the main sources of weaknesses and shortcomings of the
creative industries in Rwanda. The knock-on effects of lack or inadequate skills result in incapacity of local artists to
fully exploit their potential for maximum growth, productivity and profitability, but also incapacity to compete on the
international scene. The issue of lack of skills takes a heavy toll on the development of the cultural and creative sector
and, most specifically on the freedom of expression, since artists may have ideas and opinions but fail to express
themselvesin amore appropriate and attractive way in a world in which sources of information abound.

As a way of responding to this challenge, the Rwanda Ministry of Education, through it's the Rwanda Technical and
Vocational Education Training Board (RTB or Rwanda TVET Board) had developed the Africa Digital Media Acade-
my (ADMA) to equip the youth with necessary skills and experience to pursue careers in different areas of the digital
media industry. Thereis also the popular Nyundo School of Art and Music, in Rubavu District (Western Province);
which expanded into the Rwanda School of Creative Arts and Music based in Muhanga District (Southern Province).
The Nyundo section (Rubavu District, Western Province) kept the plastic arts (sculpture, ceramics and graphic arts)
while Muhanga maintained music with interest in film production. Currently located in Muhanga, Southern Province,
Nyundo School of music was established in 2014 to promote and professionalize the art industry in Rwanda.
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Finally, The University of Rwanda has started offering since 2019, two Bachelors of Arts in Arts and Creative Indus-
tries and another one in Arts and Publishing; the initiative that gives good prospects for professional and academic
training for the development of the sector in the country in the future.

2.2 Lack of regular direct and indirect sources ofincome

According to the assessment exercise on the main challenges of the cultural and creative sector in Rwanda, carried
outin 2017 by Rwanda Arts Initiative, RAl, the main challenge remains the unstable and low source of income for
artists. Most local artists are not capable of living by income from their trades mainly because there is no framework
to ensure fair and regular returns are collected from their artworks; either from sales or royalties.

Suchinconsistentincome is also related to the popular perception about creative art; which is still considered as sim-
ple entertainment and pleasure. As such, consumers are not yet convinced about paying for consumption and use of
cultural and creative products and services.

The inconsistent income from the sector is also connected to alack of investment in cultural and creative industry
projects by private financial institutions. The local financial system has not yet recognized the full business potential
of the cultural and creative industries, resulting in a reluctance to invest in the sector. In general, artists do not pos-
sess assets that can be used as collateral for loans from financial institutions to fund their projects. Furthermore, the
absence of funds specifically designated for cultural and creative industries, which could serve as collateral for artists
with promising projects, further contributes to the disinterest of financial institutions in funding the sector. The lack of
funding hinders artists from transforming their aspirations into tangible projects or realizing their full potential, leading
to missed opportunities for job creation. In research discussions, artists consistently mentioned the scarcity of fund-
ing opportunities as amajor challenge in building their careersin the creative industry.

2.3 Access toinfrastructure

Infrastructures in this context encompass both technical facilities and production and distribution capabilities. In
recent years, efforts have been made to develop new cultural infrastructures in various sizes and forms to host a wide
range of events.

These infrastructures are predominantly privately owned, with the exception of the Kigali Arena, which is the largest
indoor publicinitiative. The Kigali Arena, with a seating capacity of 10,000, is currently managed by QA Venue Solu-

tions Rwanda and has been named BK Arena for the next six years (since 2021). Additionally, there is the Kigali Car

Free Zone, a public open space utilized for cultural events such as music concerts, festivals, and art exhibitions.

Other facilities are privately owned as well. The Intare Conference Arena, for example, is another significant venue
in Kigali, offering seating for 2,500 individuals and standing room for 3,600. The Kigali Convention Centre (KCC) can
accommaodate up to 2,600 guests, and Canal Olympia is a modern cinema hall capable of hosting up to 300 people.
Moreover, various hotels and universities have halls and open spaces available for cultural events and exhibitions.

To address the deficiency in cultural infrastructures and capitalize on the opportunities they present, various private
initiatives have been established by artists themselves or art enthusiasts. The following is an inventory of some of
these private initiatives:
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S/N Name of Venue/Institution Location Area of activity

01 Inema Art Center Kigali Fueling music, dance, African contemporary arts and crafts

02 | NiyoArt Gallery Kigali Space where Rwandan creative artists in painting, sculpture,
dance, music or drumming

03 | AziziLife Studio Kigali Space for workshops or classes inlocal crafts

04 | Kigali Center for Photography | Kigali Space for development of photography, visual cultural and
artistic practices through a wide- range of exhibitions

05 | Kigali Arts Center Kigali Exhibition, collection of books, different artistic crafts, cre-
ative toys for kids, and many other art objects

06 | Inganzo Arts Centre Kigali Art gallery and training (residence, workshop, camping) and
event venues

07 | IlvukaArts Kigali Studio of sculpture and paintings

08 | Musanze (MASHA) Arts Studio

09 | InshutiArtsand Culture Center | Musanze | Multi-disciplinary creative hub for contemporary art visual
art studio and performing art, together with workshop and

residences

10 Mama Rwanda Village Kigali Using art and hospitality to create impact in the local com-
munity.

11 Ishyo Arts Centre Kigali Live performance in contemporary art works (theater, litera-
ture, music, dance)

12 L'Espace Kigali Theater, dance, fim

13 lyugi Production Centre Kigali Film production and presentation

14 Imitana Kigali Film production presentation/projection

15 Institut Francais Kigali Francophone literary café, cinema hall, book exhibition,
music, etc.

Nonetheless, the quality cultural facilities are mostly located in Kigali, the capital city, which is home to 14% of the total
population of Rwanda by 2022",

(university halls, Huye Imberabyobyi, stadiums: District meeting halls although not adequate, opportunity for hotels
in secondary cities but only for music, but also not gender appropriate, i.e women). Public institutions have meeting
halls not accessible to the public. Faith-based organisations have spaces but are primarily used by the faithful.

Recording studios as private initiatives, private radio stations. But all quality spaces/infrastructures are found in Kigali.
Bar/Hotel/Restaurants spaces are inadequate and not remuneration.

The lack of dissemination and distribution platforms for artworks to local consumers remains a significant barrier
for the creative sector. For instance, in the case of audio-visual productions, movie theaters and concert halls serve
as the primary distribution platforms. These venues provide opportunities for public interaction with artists, allowing
them to showcase their talents and potentially attract sponsorships or investments.

1

https://www.shiftcities.org/post/kigali-path-toward-green-climate-resilient-growth (accessed on 05 November
2022)
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However, the availability of privately owned movie theaters in Kigaliis limited, and they primarily cater to elite audienc-
es by showcasing international films. Local productions, which are not yet able to compete on the same level, reach
audiences throughlocal TV stations and increasingly through online channels like YouTube. Additionally, movie
theaters are scarce outside of Kigali, particularly in secondary cities where neither public nor private investors have
recognized the potential for developing cultural venues.

Rural audiences, primarily composed of young people, resort to illegal means of accessing international films
dubbed in Kinyarwanda, known as “agasobanuye.” They watch these films in abandoned houses inlocal trade cen-
ters or through computer screens provided by local dealers. Periodically, the police conduct crackdown operations
to curb the illegal distribution and sale of copyrighted products.

Itis worth noting that there are spaces in various places around the country that are or could be used for culturaland
creative events. These are university halls or auditoriums (multipurpose halls), province and district meeting halls
(although not fit-for-purpose), hotels, bars and restaurants in secondary cities (not gender appropriate since women
or girls attending events taking place in such areas are considered to be of low morals). Faith-based organizations
have spaces but are primarily used by the faithful.

Nonetheless, the quality cultural facilities are mostly located in Kigali, the capital city, which is home to 14% of the total
population of Rwanda by 2022%.

Access and use of the cultural facilities both public and private have been identified by artists themselves as one of
the main setbacks that are still holding back the creative sector. There are also terms and conditions that are difficult
for artists to comply with; especially for those still struggling to emerge. Among others, artists are required to make
upfront payments, constraining timetable and the selective public and consumers.

2.4 Lack of professional status for artists

Currently, an artist is an individual worker, fending for him or herself and mostly without any labour rights protection
asitis applied to other different professions. It is true that there should be minimum standards to be considered as a
professional artist. Once in place, it will have animpact on the perceptions about artists, in general; which will result in
the respect of their rights.

Some countries have put in place legal instruments to level the ground for the practice of art and the creative sector.
Forexample, in 2016, Togo13* enacted legislation to define an artist as any person, physical or moral who creates

or participatesin the creation or restoration through interpretation of intellectual artwork under protection of the
copyrights. The same law identifies a professional artist as a person whose creation or interpretation is exclusively
the main activity and source of income. It further delineates rights and duties for a professional artist while promoting
artistic creation and social security of an artist.

Elsewhere, the Canada Council for the Arts has determined what makes a professional artist as an artist who:
+ has specialized training in the artistic field (not necessarily in academic institutions);
+ isrecognized as a professional by his or her peers (artists working in the same artistic tradition);
+ iscommitted to devoting more time to artistic activity, if possible financially;
+ hasahistory of public presentation or publication*

12

13
14

https://www.shiftcities.org/post/kigali-path-toward-green-climate-resilient-growth (accessed on 05 November
2022)

http://jo.gouvig/sites/default/files/publications/LOI_2016_012.pdf
https://canadacouncil.ca/glossary/professional-artist
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Such clarifications, which are still missinglacking for artistic practices in Rwanda, help cluster workers in the sector
to be considered among others like any other professional clusters (ie teachers, nurses, etc) with relevant accrued
benefits such as fair remunerations and allowances. Public institutions in charge of promotion of the CCls together
with organs representing artists can work out minimum standards as well as related entitlements for local profes-
sional artists within the context of Rwanda.

2.5 Controversial role of mediain art promotion

In Rwanda, the main mass media for broadcast and promotion of artworks remains radio before TV and the ev-
er-growing social media. For music, for example, some radio stations are known for broadcasting new tunes as they
are released and for hosting artists for interviews about their new releases, shows and projects. Showbiz slots of
such radio stations are among the most followed by music enthusiasts and audience. The situation tends to be the
same for TV stations which serve as promotion channels for artists.

Artists, especially musicians, have been complaining that they do not get financial returns from broadcasters,
hospitality and bars and entertainment outlets for the use of their artworks. In 2020, Rwanda Music Federation filed
acase at Rwanda Investigation Bureau (RIB) against broadcasters, hotels and bars, specifically, for refusing to pay
royalties for the copyrighted artworks according to provisions of the Law no. 31/2009 of 26/10/2009 on the Protec-
tion of Intellectual Property. According to the rates established by Rwanda Society of Authors, RSAU, in collaboration
with Rwanda Development Board in 2017, for example, media houses are required to pay Rwf 500,000 ($ 467.26)
per year for community, religious or academic broadcasting stations; Rwf 1,000,000 ($ 934.53) per year for com-
mercial and Rwf 3,000,000 ($ 2,803.58) for government stations exclusive applicable taxes.

Instead, media houses argue that the rates are too high for institutions which make “free promotion” for artists who
propose their artworks; such as music, to be played onradio and TV stations. Inother instances, artists have been
compelled to pay for radio or TV showbiz hosts and reporters to cover their events or host them. The Article 31 of the
Regulation Governing Broadcasting Services in Rwanda (2022), issued by Rwanda Utilities Regulatory Authority
(RURA), quotes among the requirements for obtaining license for broadcasters “A minimum of fifty per cent (50%) of
the broadcasting time of local FM broadcasting radio and Free-to-Air TV channel must be allocated to local content
program’. The main challenge so far has been the respect of this requirement by broadcasters. The report on Rwan-
da Media Barometer (RGB,

2021),inits sub-indicator regarding Media Plurality and Diversity, made the same observation and recommended
that there should be “monitoring and enforcement of the promotion of local content by broadcasters in Rwanda”.

Another challenge related to this, according to artists, is a sheer lack of appropriate and fair distribution of royalties
toartists or to the local owners of copyrights for the use of their artworks by institutions or individuals. This happens
despite the existence of the law protecting intellectual property (IP) and the existence of a collective management
organization (CMO), Rwanda Society of Authors (RSAU). The lack of awareness about the IP law by both the copy-
rights owners and the consumers (the users) who should respect the law has been cited among the key causes

for the absence of effective application of the regulation. On the other side, due to financial constraints, artists are
disempowered to sue big companies that are involved in copyright violation.
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3. ANALYSIS OF DIVERSITY IN RWANDA
CULTURAL SECTOR

3.1 Gender

After Genocide against the Tutsiin 1994 in Rwanda, the country found itself confronted to mammoth mission of
reconciliation and reconstruction for a totally torn apart society. Promoting gender equality has been one of the ways
to ensure allmembers of the community contribute equitably to the reconstruction and reconciliation process of

the country. Therefore, there has been a strong political will and commitment of the post-genocide government to
empower women for their active participation in all different aspects of the country’slife. Inthe same vein, the Con-
stitution of 2003 revised in 2015 sets the ground by providing for equality between Rwandans and between women
and men without discrimination of any kind. Most specifically, the law provides a 30% quota for all decision-making
positions at all levels.

As aresult, Rwandais globally leading in women participation with 61.3% female members of Parliament and ranked
9th globally (Global Gender Gap Report, 2020) in closing gender gaps.

Like all other members of the Rwandan society, women have been encouraged to play an active role in arts although
they have to face challenges related to societal attitudes and lack of skills,among others.

As regards to participation in cultural and creative industries compared to men, women participate in different
categories of arts, although their representation is still low compared to their male counterparts. This seems quite
paradoxical to be having a weak participation of

women in the cultural and creative sector for Rwanda; a country which is known the world over as a champion for
gender equality. There is hard proof of political will for implementing gender equality in all aspects of public life; but the
creative sector is lagging behind.

Perceptions and attitudes still pose challenges for women's full participation in the sector. Women active in the cre-
ative sector have reported cases where women or girls hesitate or are prohibited by their families from participating
invideo shootings that occur at night. This is due to concerns about potential violence specifically targeted against
them.

There are limited initiatives organized by women exclusively for women to showcase their talents and highlight their
rolesin the cultural and creative sector. Although the filmindustry as a whole faces various challenges, including a
lack of well-trained and experienced artists and technical staff, efforts have been made to bridge this gap. Private
technical training centers like Kigali Film and Television School, IBTC Film School, and Kigali Film Academy have
been working towards addressing these challenges. Despite these obstacles, there have been determined women
who have ventured into the film sector.

CinéFemmes Rwanda is a national non-governmental organization created and managed by women fimmakers
and which has already built its fame for its annual “Urusaro International Women Film Festival”; at its seventh edition in
2022. The initiators of the festival; Mrs Murekeyisoni Jacqueline, Chairperson and founder of CinéFemmes Rwanda
and Mrs Kaneza Florianne, Director of Festivals, sought to promote the film industry in Rwanda and, most specifically,
women engagement in the sub-sector as professionals.

Besides Rwanda, participants from Uganda, Kenya, Soudan, Senegal, Cameroun, Togo, Burkina Faso, Cameroon,
Benin and South Africa have been invited to showcase their talents in the art form and compete in various film genres
but also hold panel discussions on the selected topic: “Cinema: Tool for development”.
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Another outstanding example of women who stood against odds is women drummers. As per Rwandan tradition,
women are not allowed to touch or beat drums. One of the traditional beliefs that prohibit women drumming in Rwan-
dais that a woman who touches a drum brings curse to her family and to the country and would never bear children.
“Ingoma Nshya” is one of such initiatives of women who decided to push boundaries, halting their creativity because
of what was considered as traditional and cultural norms. As a result of such acts of bravery, other women groups
have been pushing walls and such associations are being initiated around the country as they find in it a niche for
income generating opportunities for their families.

None would talk about arts in Rwanda; especially from a gender perspective, without referring to the distinctive pat-
terns “Imigongo’. Generally crafted in black, white and red colored themes with spiral and geometric design forms,
they are traditionally practiced by women and originally in the Eastern Province of Rwanda. Their works and others
are on permanent exhibition in Rwanda Art Museums.

Whatever the art form, Rwandan women seem to be responding to wake-up calls by their leaders to take advan-
tage of political good willand institutional conducive environment for gender equality to play their role in the cultural
and creative industries. Indeed, they stillhave an extra mile to go to change people’s mindset and convince the local
conservative society. For a fact, attitude change is a process and through education and awareness raising by all
community development partners, women will be able to access and exploit all cultural and creative opportunities.
Most specifically, the National Women Council, which is represented right from the village level up to the national par-
liament, should take the lead not only in denouncing backward practices but also in educating the community about
changing negative attitudes about women's creative initiatives aimed at their own social and economic development.

According to the local popular perception, no one can make a career out of arts and related activities. Art is practiced
for entertainment and pleasure only, free from charge. It is believed that people in the creative industries are mostly
known for their misbehavior and anti-values in the society, especially musicians. Parents are persuaded that arts are
not an option for studies for their children in general and for girls in particular. Women in arts are considered promis-
cuous or taken as morally corrupt.

Furthermore, there have been allegations from interviews of sexual exploitations for women in cultural and creative
industries; mostly in music, film, beauty and fashion. However, the victims fear to report cases related to sexual abuse
because it would put an end to their dreams to fame and to make a name for themselves in the art world.

3.2 Foreign artists

Foreigners do not have any particular challenge regarding practicing artin Rwanda. Over the last year, local events
organizers hosted various music artists from different countries; such as David Adedeji Adeleke (Davido, 2018),
Stanley Omah Didia (Oma Lay, 2021), Divine Ikubor (Rema, 2021), Michael Adebayo Olayinka (2022), all from Nigeria
and Berita Khumalo (2018) and Costa Titch (2022) from South Africa besides the ones from the EA region. Inthe
first place, the country isa member of regional organizations whose purpose is free movement of goods and people
among others. For example, the Common Market Protocol of the East African Community, EAC, to which Rwanda
acceded in 2007, allows workers from any member state to seek and accept employment within any other member
country and cannot be discriminated against on the basis of their nationality.

This predisposition allows artists to cross into Rwanda to exercise their arts anywhere in the country without any
particular hassles since they are sure of meeting a variety of audience including from their own countries, others from
the region and beyond.
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3.3 Artists with compounded vulnerability

For the sake of this report, compounded vulnerability refers to social and physiological factors that place a creative in
adisadvantaged position while practicing his/her art. We look at artists with disabilities and gay artists for cases.

Troupe des Personnes Handicapées Twuzuzanye, THT, is aninitiative of persons with disabilities created in 2007
with a purpose to advocate for and educate communities for behavior and attitudes change towards disabilities
through sports and socio-cultural activities. According to Mr. David Twizerimana, the Executive Secretary of THT,
the organization welcomes other artists without disabilities in order to pass on messages to communities but also
because there are some scenes in drama performances that require much more physical strength; which is difficult
to gather within his group members.

Although THT has been making efforts to engage communities through live educational performances, which
attract large audiences from the local areas, negative stereotypes and attitudes towards persons with disabilities
still persist. Intraditional beliefs, having a child with a disability is seen as aloss or a source of shame for a family, often
associated with being cursed. Consequently, children with disabilities were often hidden away in the backyard of the
family compound, away from public view. Such attitudes have a significantimpact on the upbringing of these chil-
dren.

Mr. Twizerimana, who himself has a physical impairment, expresses his concern that members of his group still face
unfair treatment in terms of performances. This is primarily due to their lack of awareness about their rights and their
own lack of self-confidence in showcasing their talents and skills.

Perhaps the most celebrated young artist with disability in Rwanda is Niyokwizerwa Bosco, known by the stage
name of Niyo Bosco. The 22-year old young man, blind, is higher on the local music chart not only because of his
voice and capacity as a songwriter, but also as a result of his skills and dexterity at playing guitar. His tracks attract the
attention of lots of people not only because of how melodious they are but also due to the emotional messages they
carry. But he recently parted ways with his manager with allegations of being financially exploited to the extent of
getting only 30 percent of YouTube proceeds.

3.4 Gay and lesbian artists

Generally, LGBTI persons are not accepted in Rwandan society; which is largely traditional and Christian conserva-
tive. Gay people live in hiding since society takes them for a curse and abomination for the families they come from
and the community, at large.

In 2019, Albert Nabonibo created a shock when he announced publicly that he was a gay. The 35-year old well
known gospel singer, a qualified accountant, lost everything upon the announcement; including most of his friends
and his family members who had been tolerant before he came out but also the fan-base whichis basically church
goers and believers started turning back against his songs. The Anglican Church in Rwanda of which he was mem-
ber later excommunicated him and considered him as being “possessed by devils”.

According to the ILGA State-Sponsored Homophobia report (2019), “although Rwanda does not criminalize same
sex relations, social stigma against LGBTIQ persons is prevalent, including family exclusion and discrimination on

the basis of sexual orientation and gender identity is rife in the employment sector”. Such a situation is still prevalent
despite Rwanda being among a few African countries signatories to a 2011 United Nations joint statement condemn-
ing violence against LGBTQ people. The Article 16 Constitution of 2003 revised in 2015 stresses the protection from
discrimination of any kind in this way: “All Rwandans are born and remain equal in rights and freedoms. Discrimination
of any kind or its propaganda ... are prohibited and punishable by law”.
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Artists interviewed confirmed that they have no problem with their colleague lesbians and gays and that they would
support themin their choice. However, they maintained that they would not do it in public since the general opinionis
still hostile to lesbians and gays way of life. Artists maintained that they would not support them in public for the sake
of their own security and public image. Mr. Nabonibo Albert, who was later forced to resign from his job, is certainly
not the only gay artist, although data and contacts are still hard to collect. Attempts to meet gay community mem-
bers physically have been fruitless to the date of this report; because they prefer to live withdrawn from the public eye
because of being chastised in the community.

3.5 Refugees

According to the UNHCR (December 31,2022), Rwanda is home to more than 126,967 refugees, asylum seekers,
and other persons of concern, with approximately 60 percent originating from the Democratic Republic of Congo
and 40 percent from Burundi. The remaining population consists of individuals from various origins such as Libya,
Eritrea, Sudan, South Sudan, Somalia, Ethiopia, Nigeria, Chad, and Cameroon. These individuals are accommodat-
edin camps and transit centers across the country, including the City of Kigalli.

Mr. Habimana Roger and Bucumi Lewis, both music artists from DR Congo and Burundi respectively, have been
residing in camps for over 20 years due to political violence and persecution. They have confirmed the presence of
artists in different art categories in Mahama, the largest refugee camp in Rwanda located in the Eastern Province,
housing more than 58,000 people from DR Congo and Burundi. These artists occasionally organize performances
inthe camp, attended by the local population, and participate in thematic education campaigns organized by relief
agencies, utilizing their artworks.

As they share a similar language with the native population, some artists in the camp have opportunities to collab-
orate with local artists in producing music or performing in concerts. However, they receive less payment for their
performances compared to their native counterparts, as their main priority is to establish a profile and gain recogni-
tion even among the local community.

Although artists generally enjoy freedom to practice their art, refugee artists are constrained by among others, lack of
infrastructure facilities such as practice and fit-for purpose performance halls (which can also be used for exhibitions
during organized events), high cost of production for musicians. They also have to endure traveling long distances to
Kigali (up to 270 km) for studio production services; which is still costly for refugees given their living standard.

Regarding artistic freedom, artists are compelled to limit their creations to daily life topics without addressing the
political causes that have led to their difficult circumstances. In 2019, Mr. Bucumi Lewis released a song on his You-
Tube channel discussing the political turmoil that caused the suffering of Burundian refugees. However, he received
negative reactions not only from his native country but also from fellow refugees in the camp.

To ensure his safety, Mr. Bucumi decided to shift his creative focus to lighter topics that would appeal to his target
audience, primarily composed of youth in the camp and back in his country.
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4. COPYRIGHTS

41 Overview

The compliance with respect of copyright law compliance and efficient collective management is very crucial for
the development of freedom of expression in different ways; including contributing to the creation of a conducive
environment for artists and creators of content to grow and expand their creations. It also confers rightful ownership
to creators about their creations so that none can use or exploit them abusively without authorization. Insuch a
situation, everyone is encouraged to express themselves freely in a way he/she feels appropriate to share his/her
thoughts and message.

Rwanda has alaw protecting intellectual property since 2009; which provides for the protection of original works in
different art categories and in intellectual creation. The law, among other aspects, in particular aims “to encourage
creation of original works inliterary, artistic or scientific fields and their use, in the Republic of Rwanda, so as to con-
tribute to cultural, social, economic, and development of the population”. Later in 2011, the country joined the African
Regional Intellectual Property Organization (ARIPO) to guarantee its citizens the benefits of enforcement of the
copyrights and related rights by the big family of the continental members. This follows a number of other interna-
tional organizations such as World Trade Organisation (WTO) accessed in 1996 and conventions, including specifi-
cally the “Bern Convention for the Protection of Literary and Artistic Works” and “Convention establishing the World
Intellectual Property Organization (WIPO)” both accessed in 1983.

There are also a number of national relevant laws and decrees related to protection of artistic and intellectual cre-
ationsinRwanda. Besides the law protecting intellectual property since 2009; the following related laws and minis-
terial orders arein force:

- Lawn©28/2016 of 22/7/2016 on The Preservation of Cultural Heritage and Traditional Knowledge;

« Ministerial Order N°25/2016 of 17/03/2016 determining the timeframes for granting a compulsory license and
opposition to registration of IP (2016);

+ Ministerial Order N°24/2016 of 17/03/2016 determining fees payable for registration services of IP (2016).

These instruments and measures are meant to ensure the creator or designer access a leveled ground for exercis-
ing their talents for their own benefits and the country as a whole.

4.2 Collective Management

Following the enactment by the government of the law on the Protection of Intellectual Property, Rwanda Society

of Authors (RSAU) was created in 2010 as the first collective management organization with a mandate to serve
copyright owners in different categories of art. One of the main activities of only CMO in Rwanda to date is to collect
royalties from institutions which subscribed to the platform to pay their dues as a result of using artworks of member
artists and distribute them to the same artists; according to terms and conditions in place. A not-for-profit company
by law, the organization also has the authorization to license the public and commercial use of copyrighted works
whose rights have been entrusted unto it by the owners.

RSAU started with the music because the industry was the most vulnerable to the issues such as piracy and dupli-
cation. Discussions with the IP organ are under way to extend and strengthen the practice of the collective manage-
ment of copyrights to other categories of arts, such as film and literary works, by determining royalty rates.

As of 2022, RSAU has registered 410 artists who are its members, distributed in different categories as follows and
from the whole country:

- Writers: 24,

« Musicians: 260;
- Plasticarts: 51;

« Film:74
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According to Article 10 of Law on the Protection of Intellectual Property, the administration of the Intellectual Property
falls within the IP organ; which is a section within Rwanda Development Board, RDB. Among other responsibilities,
the office determines categories of establishments and rates they are required to pay as well as the calculation sys-
tem of royalties.

The organization started its assignment off on alow pace due to low level of awareness of the creatives about the
functioning of the royalties’ collection and distribution system, but also due to lack of cooperation by the institutions
using artworks, such as media, hospitality industries, restaurants and bars, events and entertainment and transport
agencies.

The total lack of understanding on how the collective management system works by artists, establishments that are
required to pay royalties and the public, in general, remains the main hiccup in application of the law. Most specifically
for the music industry, local artists were fearing that radio and television stations as well as entertainment spots could
stop playing their music as a way of avoiding paying hefty sums inroyalties. This fear made some artists stay away
from registering their works.

4.3 Perspectives

Until now, although, according to RSAU, the registration of artists in different art categories with the CMO such as
music and film has beenincreasing, there are still suspicions about the effectiveness and fairness of the royalties dis-
tribution system to artists. Among the vices quoted by artists interviewed during data collection for this report include
malpractices and favoritism in the distribution of royalties by RSAU. They all agree that the royalties collection and
distribution system should be characterized by transparency and accountability to allits members.

Rampant suspicions by artists will be thrashed once the whole process of data collection about the use, computa-
tion and distribution of royalties is fully explained to and understood by artists. Also, information about the computa-
tion system for returns for artists should be accessible freely to allmembers.

Furthermore, there should be an arbitration committee to look into and to adjudicate about complaints of artists as
regards to returns received. Such arbitration organ should comprise the RSAU, RAC and IP law and copyrights ex-
perts. The reason behind such composition of the proposed arbitration committee is that RSAU is currently the only
CMO while RAC is the national umbrella artists' organizations; composed of federations and unions of artists from
different categories. IP law and copyrights experts are needed for technical matters to assess the application of the
law and other directives. Awareness raising and education about the collection and distribution system of royalties
remain the mandate of the RSAU with the support of RAC through its membership.

RSAU gearsitself to deploy automated systems not only as tools to monitor the accuracy of playlists provided by
broadcasters and other users but also asimproved tools for calculating royalties. Furthermore, the organization

has started negotiating collaboration agreements with CMOs from other countries, in the region and beyond for

the Rwandan artists to reap from their creative works used in these countries and vice versa. Currently, the local
collective management organization of Rwanda has already entered into “reciprocal agreement” with the Copyright
Society of Nigeria, COSON.

Community education campaign and capacity building of artists and stakeholders about copyright and CM will be
cornerstone towards nurturing competition and increased quality in the CCls and to ensuring artists get fair share of
dividends from their creations and investments.
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S.

5.1

511

SWOT ANALYSIS ABOUT ARTISTIC FREEDOM
IN RWANDA

Strengths

The following analysis is derived from desk review and Methodology: desk review and interviews and discussions
with artists and practitioners in the cultural and creative sector in Rwanda. s...

Young generation of artists with a global outlook

Discussions revealed that there is an upcoming young generation of artists who do not want to be constrained
within the boundaries drawn by the elders and conservative traditions; but rather aspire to be free and diverse in their
creations. Such an attitude is born of increased access to information by the internet with a universal access to social
media; which, in turn, facilitates contact with the external world and different ways of life. For music, as an example,
songs are packaged both in melody and lyrics in a way that they will attract the global audience.

Online platforms such as YouTube, Spotify, Tiktok for music and Vimeo for films define the way artists produce and
package their artworks in order to reach and attract as many viewers and potential customers as possible from far
beyond the regional and the continent.

The young talents and technology savvy take advantage of the above platforms; which provide opportunities for
meeting with foreign pairs from different cultures and perspectives about the world, with the purpose to learn from
each other, lifestyles and art practices. Such interactions and exchanges have sure influences on their own ways and
perceptions. Sometimes, such virtue meeting spaces develop into physical encounters, joint projects and co-pro-
ductions with fusion of local and foreign cultural expressions to increase opportunities to reach a mixture of audienc-
es. Therefore, although not appreciated by a part of the cultural diehards in the local society, it is not rare, for example,
to find other African dance genres in the Rwandan traditional dance or Afrobeat or reggae rhythms and lyrics inlocal
music; or to spot Shakira’s mimes in clips of the local artists’ music video shoots.

51.2 Artists are free to create, to organize and participate in cultural and creative events

Artists in their diversity imagine and translate theirimaginations into different creations depending on their talents
and skills. Their life course, the trending news, the environment and influences are the inexhaustible sources of inspi-
ration.

Once packaged, artists have the latitude to share their creations and distribute them in suitable ways to reach the au-
dience. Thus, in Rwanda, there are live concerts to present new songs or aloums, TV serial drama, stand-up comedy
sessions, plastic arts and book exhibitions, etc; which take place either before or after they are broadcast on Youtube
or other channels. Theissueis

more often than not the reaction of audiences and consumers; whichis radical and does not allow space for debate
and for divergent viewpoints. Thus, for example, stereotyping a woman as second to a husband in family matters
would deeply offend activists of gender equality and women empowerment in Rwanda and might cause a public
petition to pull down or ban the creationimmediately.
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5.2 Weaknesses
521 Talents lack basic training for professional development

The Rwanda populationis largely young. According to official figures, about two-fifths of the population is under the
of age 15 while another one-third is between 15 and 29 of age; among whom the majority of the talents are recorded.
The Ecole dArts de Nyundo, in the Western Province with its off-shoot in the Southern Province, Muhanga Music
School, are the only specialized public training colleges for art in the country.

The experienced artists are not able to take advantage of digital space such as online marketing in order to increase
their customer outreach; through, for example, virtual exhibition. There is a need for fast-track training in such addi-
tional fields for all the aspiring artists in order to fetch the required skills to adapt to the changing market environment
and to increase their artworks’ market value by supplying the quality competitive products or services.

Professional development also implies a good grasp of other skills for artists such as management and entrepre-
neurship to be able to appreciate the quality and value of their service contracts and product costs. Artists should
wean themselves from practicing their trade just for the sake of pleasure and entertainment to enter the business
side in order to make the expected contribution to wealth generation for themselves and for the nation, at large.

5.2.2 Career in cultural and creative fields do not generate enough and sustainable incomefor the daily basic
needs of artists

Besides the sinuous nature of the market structure, the creative industry should be structured ina way that allows all
different business activities along the value chain of the art category. Thus,in Rwanda, it is not uncommon to meet
apainter selling his/her works inan open public market along the road or in alocal gallery or a musician negotiating
a performing contract by him or herself. The artist’s active involvement in different phases of the value chain from the
creation, through production to the dissemination requires increased investments of resources and energy by the
artist; which does not guarantee fair return and sustainability.

The market structure refers to the responsiveness of the public and the audience in purchasing and consuming the
artwork; such as buying and reading a book, attending a launching event of a new music album, etc. The low reaction
of the audience is related to the culture and popular perceptions according to which cultural and creative products
and services should be free of charge since they are meant for entertainment and pleasure. Such perceptions are
the cause for some parents to still resist their children to pursue careers in cultural and creative fields as the latter are
seenas not profitable.

5.2.3 Lack of coordinated advocacy initiatives

The sector is so scattered and fragmented that advocacy initiatives lack efficiency in bringing to the fore the issues
and challenges for the industry. Different art categories have tried to organize in unions and federations but they are
still struggling to prove their efficiency to members with high expectations.




The following is the mapping of the federations and unions of artists:

S/N Federations Unions

01 Rwanda Music Federation lcyembe Modern Music Union
Music Transcriptors Union
Producers Union

Gospel Music Union

Ishakwe Traditional Music Union

lgihango Music Union (for patriotism and civic engagement)

02 Rwanda Film Federation Screen Writers Union

Film Directors Union

Film Operators Union
Film Producers Union

Film Actors Union

03 Plastic Art Federation Sculptors Union

Painters Union

[llustrators Union

Handcraft Union

04 Beauty and Fashion Federation Dressmakers Union

Barbers Union

Models Union

Tailors/embroiders Union

Leather Workers Union

05 Performing Arts Federation Rwanda Comedy Club

Rwanda Poetry Union

Rwanda Theatre and Drama Union

Rwanda Modern Dance Union

06 Rwanda Book Industry Federation | Writers/Authors Union
Booksellers & Libraries Union

Publishers & Printers Union

o7 Traditional Dance Federation Eight (8) traditional dance troupes

The above federations are the current members of Rwanda Arts Council, RAC. One of the missions of these organs
is to advocate for the development of the creative sector to the professional level. Leadership incompetence and the
internal disputes contributed to the loss of trust by artists and to the crumbling of these organs; i.e unions and feder-
ations. RAC has started the process of restructuring these associations and mobilizing artists to join themin order to
join efforts for coordinated advocacy and actions.

A close look at the struggling unions and federations reveals that they are made of artists of the City of Kigaliand
hardly include any of the provinces or the so-called “secondary cities”. Although artists from both the capital city and
those from the provinces may face similar challenges such as lack of resources and difficult professional environ-
ment, they are also distinct from each other from various perspectives. A national organ bringing together all artists
would be able to present a more articulated, strong and louder voice for the sector.
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5.3 Opportunities

5.31

Politicalwill to promote culturaland creative sector in Rwanda

The undeniable political will to support the sector is manifested through the creation of the government ministry in
charge of the culture and Rwanda cultural and heritage academy; which among several other things, is in charge of
promotion of the creative industries. The national culture heritage policy under review puts emphasis on the promo-
tion of initiatives to streamline practices in the creative industries to harness the development of the sector as one
with the high potential for job and wealth creation.

The creation of the Rwanda Film Office (RFO) by Rwanda Development Board, RDB, is yet another important boost
for the promotion of the conducive environment for audiovisual production in the country. Being a point of informa-
tion about the film sector for both local and international industry, RFO also provides information about film shooting
locations, pools local experts and connects them with international interested clients and investors.

Inthe same context, to emphasize the importance of the creative arts, the government has included the sector
among areas with high potential for growth and employment to be developed and supported among the strategic
interventions under its economic transformation pillar of the NST | (2017-2024)".

Furthermore, the investment in the country’s all-out deployment of the 4G network has increased the access to
internet and its digital by-products and services but also with increased opportunities for production and accessing
of bigger markets through online distribution and exhibitions of artworks to reach far more customers.

In Rwanda, access to the internet has increased freedom of expression since citizens have space to speak out their
minds and express their opinions. Although owners and authors of criminal platforms and wrong messages may be
arrested for questioning by relevant authorities, there is never internet black-out due to whatever incident. Only crimi-
nal platforms are closed down in accordance with legal provisions and upon conviction by court of law.

The increased access to the internet has created opportunities for citizens to contact their leaders at all levels over
personal or community matters. Currently, with the use of social media, it has become easy to raise a case of person-
alrights abuse of which one is has just been victim or a case of the local primary school center whose part of class
roof tops have been taken off by the on-going heavy storms and then tag the local police, district mayor or eventhe
president of the Republic. Whoever is tagged receives the message immediately and intervenes without delay.

As aresult of liberalizing the creative sector, several organizations and personal initiatives of artists have been creat-
ed and registered as non-government organizations with Rwanda Governance Board, RGB or as small businesses
with RDB. The move is aimed at helping artists to benefit from protection by law and/or to access benefit opportuni-
ties by public or private institutions as legally recognized bodies.

As related to the above point, the rule of law across the country is a strong guarantor for the respect of artistic free-
dom andrights in Rwanda. There is no reported state-led oppression or discrimination on the basis of whatever may
be; because mainly of a secure and stable legal and institutional environment.

5.3.2 Tourism development offers unique opportunity for the CCls to grow

Over the last few years, Rwanda has developed and adapted its tourism strategies and policies to fit its development
vision of making tourism one of the main foreign exchange earning sectors. Thus, within the Sustainable Tourism
Development Master Plan (2009), Rwanda was targeting up to 2 million of arrivals by 2000; with anincreased earn-
ings in excess of $600 million™. In 2019, right before the outbreak of the COVID-19 pandemic, Rwanda received 163
million tourists and sales were $635.90 million, representing 6.1 percent of gross national product.
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Thus, each visitor spent an average of $389 on their vacation in Rwanda". The main tourist attractions include the
three national parks (volcano park with iconic gorilla trekking, Akagera with a diverse wildlife both in savannahs and
lakes, and Gishwati with birding unigueness), on top of the Kigali Genocide Memorial Grounds and different national
museums around the country.

In support of efforts in eco-tourism; in 2014, Rwanda Development Board, RDB, put in place tourism strategy for
MICE (Meeting, Incentives, Conferences/Conventions, and Exhibitions/Events) to position itself as a preferred
destination for organizing and hosting major international events'®. The latest landmark event hosted by Rwanda
is Commonwealth Heads of Government Meeting (CHOGM) and brought together more than 4,000 delegatesin
June 2022.

The above strategies and propositions undoubtedly offer opportunities for the CCls through development of cultural
tourism. Thus, the cultural and creative sector can continue to take advantage of the policy and strategic framework
to build a strong cultural tourism and attract tourists and potential consumers through different activities such as
exhibitions, festivals, performing arts, folklore and cultural events that are organized regularly.

5.3.3 Annual national talent search competition: opportunity to come out and shine for youth

The Ministry of Youth and Culture together with its development partners organizes an annual national competition
to search for talents in a wide spectrum of art disciplines.

The initiative aims at identifying and supporting young and talented Rwandans within the creative arts industry, to
help them nurture their creative talents to reach their full potential and to create a positive impact in the creative and
socio-economic development of the country.

Youth without previous artistic training are given the opportunity to showcase their innate talents before a panel of el-
ders and expert artists who select the most outstanding from each province and the city of Kigali. Through a mentor-
ship programme, a selection of a few is offered basic skills and tools to develop their talents in different art categories,
to lead successful careers and to become creative entrepreneurs.

5.3.4 The new generation far more open and entrepreneurial

The post-genocide generationis free from the sociocultural and political constraints of the older generation. The
younger generation strives to get delivered from historical burdens but aspires to brilliant careers and bigger proj-
ects. Such dreams have come as aresult of increased access to education and information but also due to exposure
to the world. Rwanda has opened its borders and people from different cultures and traditions visit the country as
some settle and open businesses easily. Therefore, the youth get the opportunity to mingle with foreigners, ex-
change and learn from them.

5.3.5 Some sectors such as art and craft have potential for investment

No one can talk about art and craft in Rwanda and leave behind “Imigongo” and “Agaseke”, which have become the
trademarks of the country. The traditional art form, “Imigongo’, whichis believed to be practiced since the 18th centu-
ry, has evolved from the cow dung into painting on canvases, wall hangings and clothes. The local fashion designers
have found a profitable market niche by using the colorful bands of Imigongo geometric patterns to engross pride
inthe locally fabricated clothes. This traditional art practice has become an opportunity for the local designers to
expand their creativity to come up with different patterns.
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Reproduction of “Imigongo’, together with the multicolor basketry, ‘Agaseke” and other products of traditional cre-
ative ingenuity, have benefited generously from the “Made in Rwanda’ campaign; which aims at boosting economic
growthandindustry by promoting locally made products at a global market. Other locally produced handicrafts
include embroidery and woven products, ceramics and pottery, leather and leather products, wood products, jewelry
and jewelry products.

5.3.6 Membership to regional and international organizations

Rwanda is amember of different regional organizations; which aim at supporting economic exchanges between
countries. Thus, the East African Community, EAC, is alarge space of 7 members; including the Democratic Republic
of Congo, DRC, which has acceded in 2021. Jamafest, the regional cultural festival serves as a network opportunity
between the creatives of the region besides providing a platform to showcase their creations.

The Economic Community of the Countries of the Great Lakes Region, CEPGL, originally brought together Burundi,
DR Congo and Rwanda; which all are currently members of the EAC. However, due to the security and diplomatic
row between other members with Rwanda, cultural exchanges take place more with its eastern neighbors; ie Tanza-
nia, Kenya and Uganda. There is free movement of artists and artistic products between Rwanda and those coun-
tries. The diplomatic tensions that broke up between Rwanda and Uganda have been subsiding and exchangesin
different fields have resumed between the two countries.

As for being a member of the African Union, AU, artists from further afield countries such as South Africa and Zimba-
bwe have been hosted for performance in Rwanda and vice versa.

5.4 Threats

5.41 Cultural barriers: some behaviors and practices may be considered as contrary to public morals

Rwandese culture is characterized by elaborate etiquette that emphasizes discipline, respect and restraint before
foreigners and any other unfamiliar person. The way one talks and behaves in public reveals much about his or her
morals and upbringing. Accordingly, some subjects are too sensitive to be discussed in public or inthe presence of
individuals not in the same social categories. Thisis why, for example, some public performances such as dances,
scenes and acting in film or contemporary theater productions are doomed and cursed for being too sexually explic-
it; jeopardizing public morals.

Once an artwork about sensitive topics such as related to sexual and reproductive mattersis labeled as “not worthy
of Rwanda’ (Siiby'TRwanda), it is rejected and the artist is disqualified. Therefore, the beauty pageant and scenes
of actors of opposite sex in deep conversations and emotions are received with reservation or simply rejected as
having crossed a moral and cultural redline.

Religious based beliefs play on the mind of both artists and the public as regard to how to express an opinion and
pass on amessage; on one side, and on how a message is received and appreciated, on the other. Creatives who
operate in such a context will not feel at ease using illustrative and graphic scenes and language or murals of a social-
ly accepted fact while attempting to pass on a message. Self-censorship based on subjective cultural and religious
sensitivity of a topicis a threat to artistic freedom and does occur in the Rwanda creative context.
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542 The societyis still suspicious of the negative role of artworks in manipulating the masses

Twenty-eight years down the line, Rwandaiis still reeling from the effects of the Genocide against Tutsi of 1994. The
perpetrators of the worst human atrocities of the 20th century used different tools to mobilize masses and to preach
hatred of one community against another to the extent of proposing for extermination. Among the public incitement
tools used to spread hatred messages include some music and dances, illustrations and graphic designs for dis-
seminating deadly messages. At this point, the best known is the notorious Simon Bikindi whose lyrics in his songs
incited to mobilization for extermination. He was tried at the International Criminal Tribunal for Rwanda (ICTR) and
sentenced to 15 years in prisonin 2008.

The genocide in Rwanda has had long-lasting effects on everyday life and the creative community. As the country
undergoes the healing and reconstruction process, individuals must exercise caution in their speech and behavior
inasociety deeply wounded by the past. The reconstruction efforts involve societal transformations and changes
that draw upon traditions and cultural values as points of reference. Therefore, it is important to learn about these
values and references to contribute to the ongoing reconstruction process, as deviating from them can result in legal
consequences.

Certainforms of art, such as music, are known to easily influence listeners towards engaging in negative behaviors.
Discussions with various participants have revealed a consensus that exposure to degrading music, lyrics, and per-
formances on radio, television, and social media can lead to risky behaviors, particularly early sexual activity among
teenagers. While there is a lack of concrete data, some participants have suggested that the increased consumption
of such detrimental music and media content during the Covid-19 lockdowns may have contributed to arise in teen-
age pregnancies.

5.4.3 Creativity is limited by the sponsor’s guidelines

In Rwanda, corporate public or private institutions may order production of artworks; such as sculptures, murals or
graffitiand artists compete for the realization of the proposed projects. There are gigantic sculptures at the round-
abouts, murals on business malls around Kigali, or memorials at the entrance of secondary cities, at historical build-
ings and sites, museums or just artworks used in advertising products or services. In this case, artists deliver accord-
ing to the terms of reference and do not have the latitude to extend their creativity beyond the drawn line.

The sameissue goes with the absence or lack of investments in the promotion of arts and creative industries, in
general. The local financial institutions have not yet reckoned the economic potential for the creative sector. In the ab-
sence of cultural patronage, the creation of artists is limited to the local market capacity; thus growth and expansion
are almost at the standstill; as the incapacity to extend creation beyond the local perspectives and lack of production
resources cannot allow them to make any progress.

5.4.4 The absence of policy framework to define quality in the creative industry

The quality and competitiveness of artworks are related to standards defined by guidelines provided by a qualified
body. Some artists have suggested the creation of an “art board” that would play the role of vetting artworks be-
fore they are released into the public. Thus, before a book is published with content that might potentially carry the
genocide ideology, an editors’ committee made of seasoned writers would look into it in order to advise accordingly.
Elsewhere, the “art board”; which would be constituted by elders and experienced artists in different fields, would
certify artists based on the pre-defined criteria.

Indeed, such a suggestion comes in to fill the absence of a policy; which would draw a line on the quality of artworks.
Among others, the policy would issue directives on capacity building within the sector and provide light on the pro-
fessional status of an artistin Rwanda.
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The above descriptions can be re-captured in the following table:

STRENGTHS WEAKNESSES

+ Young generation with a global outlook through  Talentslack basic education/training for profes-

access to and use of new technologies, social
media, etc;

Artists are free to create, organize and participate
in cultural and creative events within the precinct of
the law and according to instructions of the author-
ity.

OPPORTUNITIES
- Political will to promote cultural and creative sector

in Bwanda;

Annual national talent search competition: oppor-
tunity to come out and shine for youth;

The new generation far more open and entrepre-
neurial;

Some sectors such as art and craft have potential
forinvestment;

sional development;

Careersin cultural and creative fields do not gen-
erate enough and sustainable income the daily
basic needs of artists;

Lack of coordination of advocacy initiatives.

THREATS

Cultural barriers: some behaviors and practic-
es may be considered as endangering public
morals;

The society is suspicious of the impact artworks
have in negatively manipulating the masses;

Creativity is defined by the sponsor’s guidelines;

The absence of a policy framework to define
quality in the creative industry.

+  Membership to regional and international organi-
zations.

5.5 Summary

As the Rwandan society is still reeling from the deep wounds of the Genocide against the Tutsi of 1994 and grap-
pling with reconstruction of the social and economic development process almost three decades ago, the artistic
freedom will not be taken as a progress indicator onits own. Thus, the level of artistic freedom will go hand inhand
with the level of professionalism of the creative sector and its actors but also will depend on the level of freedom of
expression. There is still some way to go for local artists to understand their rights, how to exercise them within the
limits of law and the capacity to denounce and to challenge any interference with their practices; to voice out their
concerns against any policy that would be put in place without taking into account the real issues of artists.

Consultations with various actors in the arts and creative sector in Rwanda as well as desk research conducted in
the field led almost unanimously to the suggestion that artistic freedom should be enjoyed within the precinct of law
and unwritten prescriptions such as cultural values.







6.

641

37

ANALYSIS OF THE MAIN CHALLENGES TO
ARTISTIC FREEDOM

The artistic freedom can only be realized if artists have the capacity, both skills and resources to create, produce and
distribute their works to the public. Indeed, to go through the process successfully, artists rely entirely on a conducive
socio-economic and political environment. In Rwanda, the threats to artistic freedom can be classified into three
main categories; including lack of training and capacity building; access to resources and investments and divergent
views on the cultural values. The two others also remain important because they are equally supportive to the sector
once addressed.

Lack of qualifying training

The education system has not been able to develop training programmes for all the talents in need of polishing their
skills. The limited professional training admission capacity at Nyundo School of Arts and Muhanga Music School is
yet another testimony to the inability of the education system to accommodate all aspiring young talents to develop
and/or acquire professional skills in different art categories. The Art Rwanda Ubuhanzi remains the example to illus-
trate the gap that still exists in the art training. Several hundreds of young talents turn up for the national competition
around the country in different art categories (plastic arts, dance & music, fashion, acting & drama, cinematography &
photography, and literature) but just a few dozen of them make it to the one-year incubation programme. At the clos-
ing of this period, artists projects are funded and make their inception into the professional career. The rest willmostly
learn on-spot by experience from elders or from informal training centers without certification for training quality.

The impact of lack of professional training for artists is huge on quality products and services and on career devel-
opment for aspiring artists. Artists are not able to practice beyond their natural talents, with only the natural materials
and tools; thus less competitive as they cannot respond to market demands. For example, the use of 3D tools and
online facilities and benefits such as marketing and exhibitions are beyond grasp.

Artists are naturally innovators using their creative genius, the latter needs to be developed through educationand
training systems. In the absence of proper skills development, the creative genius does not realize its full potential but
remains stagnant and ends up professionally stunting.

Furthermore, in addition to lacking basic technical skills and knowledge, many artists also lack a formal education
that would enable them to comprehend the complexities of their environment. It is well-known that some artists are
not only unaware of their fundamental rights, but they also struggle to voice their concerns regarding legal and reg-
ulatory measures that may not necessarily be in their best interests before they are implemented. Additionally, there
have beeninstances where artists have been taken advantage of in contracts due to their inability to negotiate fair
and transparent terms prior to engagements and performances. It is also recognized that a lack of essential life skills
has led some artists to face financial ruin and prematurely end their careers.

Artist managers and record labels could have played a vital role in assisting artists under their guidance to overcome
or avoid these shortcomings and pitfalls. However, some artists choose to pursue their careers independently, with-
out any professional guidance or management, often resulting in failure without making any significant progress.

6.2 Access toresources and investments

Creative sector is not like any other economic sector with easy access to funding and financial support. Nothing
guarantees return for financial institutions on release necessary funding for book or plastic art exhibitions nor for
organizing a music concert for the launching of a new aloum. The local market structure is too risky for investors

to anticipate return oninvestment in the creative industries; the fact that makes the sector less attractive to private
financial investors. Funding guarantee for the purpose of supporting initiatives in the creative sector such as produc-
tion and distribution would be a big boost for the sector in Rwanda.
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Lack of access to investment has been identified as one of the sources of yielding sexual exploitation for artists;
mostly the young ones. By lack of their own resources or access to alternative sources of funding, they are com-
pelled to give in to proposals for support for the realization of their projects and career dreams in return for sexual
favors. The outstanding case is related to allegations of rape, soliciting sexual favors and sexual harassment against
beauty pageants by the CEO of Rwanda Inspirational Backup, a company that has been organizing Miss Rwanda
competition for the last ten years. By the time of this study, the case was still before the court. By the time of this studly,
the trial was still on-going.

Inanother case, artists have to abide by tender descriptions but find it totally closed for them to express themselves
with their creative instinct. Such cases do happen for social or political community mobilization campaigns. For
music, for example, some artists have reported to have been requested to change lyrics of existing songs in order to
obtain tenders. In this case, some artists are obliged to abandon the potential for striking a deal for performance in
order to keep their original creations and ideas while others accept imposed lines by lack of choice.

6.3 Divergent views on the cultural values

There is an obvious intergenerational tussle about what should be the cultural norms to follow. Elders hold fast on the
ancestral practices, traditions and morals while the younger generation; to whom most artists, would like “to be free
and enjoy life the way they see it; care free”. Being exposed to the world through increased and easy access to media
and internet, the younger ones feel that they have the right to define themselves the way to lead their own life free
from being bound by traditions.

The two segments understand culture from different perspectives; which has an effect on the way to enjoy freedom
to create and pass onintended messages to the public. The example has always been the case of music. The
Rwanda music lyrics are poetic with respectful language whereas the dance exults elegant and beautiful styles for
women and strength for men. Anything different has always been rejected and taken for being unconventional and
strange. Therefore, rap and slam music genres mostly found in young music artists are associated with a lost gen-
eration and without morals and regarded by some sections of the public as enticing youth to disobedience and to
committing crimes.

Music that is considered aggressive, promoting immorality and against Rwandan values in both lyrics and videos is
always criticized and artists are rejected by part of the audience. There havebeen songs on the local music charter

accused of having crossed the redline in terms of the messages they spread and the way they doit. The latest song
to have been received with mixed feelings from the diversity of the local audience is “Akinyuma” by Itahiwacu Bruce
aka Bruce Melodie featuring Miss Mbabazi Shadia aka Shaddyboo. The song was pinned to be too openly sexually
suggestive and away from Rwandan cultural values.

Some opinions went way too far to suggest that the song should be banned from being played in the presence of
minors and children.

Far above cultural traditions and norms, none can rule out the influence of religious beliefs on creative expression.
Rwanda is more than 93 percent Christian with up to 44 percent professing to belong to the Roman Catholic Church
and up to 38 of protestants'™; among whom include the charismatic and radical evangelicals who are quick to brand
anything which is unconventional as evil. Coupled with the Rwandan culture, traditions and taboos; which is conser-
vative and introspective, encouraging withdrawal and taking distance from strangers and anything else from outside
the country, religious beliefs remain a factor that contribute to creating an environment that Rwandan artists operate
inan environment that compels Rwanda artists them to think twice in their creative endeavors.

19

https:/www.britannica.com/place/Rwanda




39

Elsewhere some artists think that the recent history of insecurity that resulted into the Genocide against Tutsiin
1994 still weighs on the creativity as the society is still crying fromits impact. In the creation process, artists must pay
attention to every penny detail while referring to historical facts and pay attention to the language they use to ensure
that their artworks contribute to nursing instead of opening wounds of a society which is not yet completely healed.
Therefore, inorder to prevent any possible occurrence of such misfortune unto the country, the government of
Rwanda enacted the Law no. 59/2018 of 22/08/2018 on the Crime of Genocide Ideology and Related Crimes.  Arti-
cles 4 to 7 describe what constitutes the crime of genocide ideology, denial, minimizing and justification of genocide
as well as the proposed relatively high punishments upon conviction.

Any artwork that has not gone through the “censorship mesh”is easily identified and so is the author. This is why
some artists advance an idea of putting in place an “art board” to vet the quality of the artworks in different categories
before they are released into the public for consumption.

6.4 Regional security issues

The recent geopolitical tensions in the EAC and the great lakes regions to which Rwanda belongs has made it diffi-
cult for local artists to move for performances or participating in cultural events. Most of the difficulties occurred in the
great lakes region with DR Congo and Burundi. Over the last few years, Congolese artists; among the best known
such as Awilo Longomba, Fally Ipupa N'simba, Koffi Olomide, staged their performance in Rwanda but there has
been no movement in the opposite direction. As for Burundi, a few artists such as Double Jay, Olegue Baraka, also
known as OLG_Olegue have been hosted despite an atmosphere of mistrust between the two countries; which led
to the border closure by its southern neighbor. The tension between DR Congo and Rwanda in recent years, which
worsened since the beginning of 2022, did not allow any movement for artists between the two countries.

However, there has been active mobility with eastern neighbors; Uganda, Kenya and Tanzania, despite land border
closure between Rwanda and Uganda.

Tensions and insecurity have been and may continue to be many lost opportunities for Rwandan artists and for the
cultural and creative industries, in general, to grow and thrive as mobility is the main source of income for artists.

6.5 The non-enforcement of international conventions

The government of Rwanda s party to various international conventions and treaties on the promotion of cultural
and creative arts; for example, UNESCO Convention 2005 on cultural Diversity, Berne Convention for the Protection
of Literary and Artistic Works (1886, amended 1979), Rome Convention for the Protection of Performers, Producers
of Phonograms and Broadcasting Organisations (1961).

There have been cases of local media houses and companies which refused to comply with the local directives on
copyrights under the guise of using artworks (music, video, flms) of the foreign artists since no one would bug them
to pay royalties. This is the reason why the quota of at least 50 percent of the local content required by RURA is never
respected by broadcasters.

The non-enforcement of conventions and treaties in their full entirety is a wrong signal to the development of the
local creative sector. Rwandais liable to enforce the application of the principles of the conventions or treaties the
government has signed.
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7.

MAJOR STAKEHOLDERS IN UPHOLDING
ARTISTIC FREEDOM

7.1 Publicinstitutions

The public institutions, mostly those in charge of the promotion of cultural and creative industries play a pivotal role
inensuring artistic freedom. Firstly, by adopting and strengthening policy and legal framework for the promotion of
this freedom. Besides the government expectations for the sector to contribute to job and wealth creation, mostly for
youth, any conducive environment needs to be based on the real challenges that artists face; established through a
needs assessment exercise to which artists themselves have actively participated.

Secondly, the same institutions are also responsible for the implementation of policies through proper dissemination
and monitoring mechanisms. Beyond the usual public institutions, there is police or the judicial system to call upon to
intervene swiftly; in case of copyright infringement incidents or violence against an artist as results of exercising their
rights, for example.

Rwanda’s administration structure can guarantee respect for artistic rights easily. A neighborhood leader (Umut-
warasibo) can report easily with the district mayor about any incident in his or her neighborhood and interventionis
deployed, without delay.

Furthermore, thisis the country where policy makers at different levels can initiate changes very easily; be it district
mayors at the decentralized level or further up at the ministerial department at the central government level.

Elsewhere, within the government campaigns of “Visit Rwanda” and “Made in Rwanda” with the purpose of mobiliz-
ing investments from within and outside the country, the culturaland

creative sector can be considered among the sectors that are pitched for the potential investors. Indeed, preliminary
work such as a cultural policy and related favorable frameworks should be completed to make the sector more
attractive. Pending a proper assessment, among incentives for investments, there should be tax and access to
funding for local artists and among the competitive advantage to present for the sector would be highly skilled young
professionals in the sector.

7.2 Media

Over the last few years, there has been an increase in media uptake, both in number and in diversity. Rwanda Utility
Regulation Agency, RURA, reports that by 2019 there were 34 radio stations, 14 TV stations, 46 newspapers and

88 news websites registered. According to the Ministry of ICT and Innovation (2022), the internet connectivity in
Rwanda stands at 60.6 percent of the entire population?°. Among all the media outlets available, radio remains the
preferred and trusted source of information in Rwanda with 94.3 %, followed by Television (50.5%), and social media
(416%)?'. Most of the content is broadcast in Kinyarwanda, the national language, which is spoken by 99% of Rwan-
dans?.
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https:/www.newtimes.co.rw/article/1835/news/technology/mobile-internet-penetration-on-agenda-ahead- of-
mobile-world-congress (accessed on 27 October 2022)

Rwanda Governance Board (RGB), Rwanda Media Barometer 2021, The State of Media Development in
Rwanda, p32

https://wwwworlddata.info/languages/kinyarwanda.php (accessed on 30 October 2022)
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In Rwanda, media is the unique first point of contact between the population and the decision- makers, political and
community leaders; security organs, religious and business institutions. Whatever has been broadcast by the media,
such as the most popular one the radio, is usually taken for truth and unguestionable by the mass. Any mobilization
that uses mass-media such as radio targeting the community is sure to reach its target. The nasty role during the
Genocide against the Tutsiis a recent historical impact of the use of mass media and artworks to mobilize communi-
ties against each other by spreading hatred and fueling killings.

However, the quality of discussions and debates on the local media remains shallow and restricted on the every-day
easy life topics. Media, on their side, have to focus on the audience’s ear and eye catching content and they build their
growing popularity for marketing through advertising.

Nevertheless, the media, inits diversity, given its impact and increasing outreach, must be taken as a first choice
partner incommunity education about artistic freedom and inimparting positive perceptions about the creative
sector,ingeneral. This might be through organizing campaigns on thematic issues about the freedom and rights of
the creatives by way of introducing the principles and practice of objective debate in the local media landscape that
should be progressive and inclusive of alland based on facts.

7.3 Civil society organizations and private sector

The so-called non-governmental organizations have a leading role to play in ensuring that artistic freedomis promot-
ed and respected across the whole spectrum of Rwandan society.

These organizations would be created by the artists themselves, open to allin order to be truly representative of all
sections of the creative sector.

Since 2015, there has been an initiative to create Rwanda Arts Council, RAC, as a civil society organization to serve
as a platform for streamlining of all activities of the industry. The council was assigned a mission to promote a vibrant
and professional creative sector by creating an enabling environment for cultural and creative arts industries in
Rwanda through coordinated advocacy, among other priority areas, for the development of the sector and for the
benefits of actors.The council is made of federations; which, according to the local creative industries landscape, in-
clude the following art categories: music, film, beauty and fashion, writers and book, plastic arts, traditional dance and
performing arts. Each federation s, in turn, made of different Unions representing artists working in different creative
value chainsineach art category.

Designed to be an umbrella platform of the local creative industries, RAC is meant to lead advocacy towards put-
tingin place alegal and policy framework to guarantee respect of freedom and rights for artists and all other actors
involved in the creative value chain. However, the organization and its member federations still have difficulties
strengthening their organizational structure and capacity by bringing all actors together for coordinated advocacy
and targeted interventions.

Once RAC getsitself up on the right track; it will mobilise other civil society organisations and build their capacity in
matters of freedom and rights of artists in order to rally their support and in advocacy campaigns. Civil society orga-
nizations have different opportunities to engage policy-makers in debates through various thematic working groups
and at different levels of administration. They can use their positions and authority to speak out and denounce any
practice or policy that might inhibit artistic freedom. They can also lead education campaigns about respect of the
law on the protection of intellectual property, copyrights, economic value of the creative art, professional status of
artists, etc, since some infringement cases do occur due to lack of information by the public, policy makers and the
law enforcement bodies.

The private sector, onits part, plays animportant role in the promotion of the entire sector in different ways. Being
the biggest consumers of local artists’ products and services positions the private sector at the competitive edge
to support the local creative market. The same support can be provided by giving the local artists the primacy in all
activities for promotion and advertising campaigns before calling on the foreigners.

The private sector actors have a unique opportunity to be champions of the promotion of the freedom and rights
of artists by committing themselves to be “copyright friendly companies”. Private service providers willinform their
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customers of the commitment during introduction. Once such commitment becomes a competitive advantage
and added value for some service providers, other players in the sector might get encouraged to emulate the good
examples and practices. This will lead to garnering good returns by artists.

Alternatively, the private sector can consider the cultural and creative arts as a business opportunity for investment,
like any other sector as promoted through the “Make in Rwanda” campaign.

7.4 The general public

The general public not only serves as the target audience for education and awareness campaigns but also as
consumers of products and services created by artists and creative professionals. Their role is crucial in respecting
artists’ copyrights and in changing attitudes and perceptions towards local artists and creative operators and their
offerings. By actively consuming and utilizing local products and services under the “made in Rwanda’ framework,
for instance, the public supports local artists and creative professionals and contributes to the overall promotion of
the local creative and cultural industries.

Furthermore, by embracing copyright compliance themselves, the general public is encouraged to engage in advo-
cacy activities for artistic freedom. This includes reporting copyright infringements and taking a stand against any
actions that could impede the exercise of artistic freedom.

7.5 Regional and international organizations

Rwanda is member of several regional and international organisations and signed different conventions and treaties
whose object is cultural exchange and creative development among others. Such opportunities come to add on the
bilateral cooperation with other countries.

The result of all of those opportunities includes cross-learning exchanges, internships, festivals and exhibitions orga-
nized regularly in which local artists are invited to participate.

However, artists are not aware of these instruments in order to take advantage of them as their rights. Alternatively,
though, there is always the issue of mobility of artists, due to logistical and/or financial resource constraints. Difficult
to obtain a visa has always been quoted among the top obstacles towards taking up opportunities to participate in
events and festivals and enjoy exchanges from couples, mostly in the western countries. Mechanisms for obtaining
visas for artists should be facilitated as culture knows no borders but also since such events and opportunities to per-
form abroad are the potential sources of income for artists.

Besides consistent advocacy to access travel facilities, the creation of a “mobility fund” for Rwandan artists would be
one of solutions among others. The initiative would result from proper application of the Law on the Protection of In-
tellectual Property in Rwanda. It is about creating awareness of authority and the community. Different scenarios can
be used to collect funds to feed into the mobility funds. One of them would consist in applying percentage levy on the
total royalties to support the fund once the collection management systemiis fully operational. Also, since artists are
meant to represent the country as “cultural ambassadors’, the government can contribute to the fund consistently as
away of supporting Rwandan artists to participate in such regional and international events and platforms.

There are some bilateral cooperation organisations that are interested in the partnership in the cultural sector, such
as German cooperation through GIZ (Goethe Institute), interested in music and film. Others include Institut Francais
(France), British Council and the UNESCO through Rwanda National Commission for UNESCO (RNCU); which
intervene variably in different fields of cultural and creative sector. There should be capacity building for local artists
to be able to compete for funds for their projects.
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Assessment of Artistic Freedom in Rwanda discussed the state of the creative sector in Rwanda, different challeng-
es; which have animpact on the freedom of artists and creative operators, in general. Discussions with different ac-

tors and industry leaders highlighted the main threats to freedom and rights from internal to external perspectives of
the creative sector; which would inform any action towards mitigating them for artists to enjoy their natural freedom.
Allinall, professional training and stable income for artists remain strong foundations for artistic freedom in Rwanda.

8.1 Recommendations for future interventions

The following table captures recommendations and possible future interventions:

S/N Intervention Expected outcome Stakeholders
01 Capacity building: artists, |« Artists understand clearly theirrights | PANAF, RAC, RAI
practitionersinartsand and obligations;
their federations
« Artists understand their trades from
professional business perspectives
+ Improved management in unions and
federations
02 Public awareness raising | The public and the business community, | RSAU, RAC, RAI, RCHA,
campaignsre:IPlawand | in particular, are informed about copy- PSF
copyrights rights and related legal framework
03 Strengthen capacity + RAC has acquired neededresources | MYCULTURE, RCHA,
of RAC to effectively to carry out needs assessment for RAI, RAC
engage policy makers the sector
on challenges and
priorities of the creative Report on needs assessment and
s priorities is presented to partners and
rsculivEamdlaeeie sftakeholders inthe sector for discus-
. sions and approval
+ Report on challenges and priorities
of the sector is presented to policy
makers for possible actions
04 Strengthen trainingin + Professional training for art practi- Rwanda TVET Board
different professional tioners are initiated (RTB),RAC
areas/trades of the
T Creative Artsareincludedin TVET
crease competitiveness options around the country
of the creative industries
inRwanda
05 Support initiatives Increased quality products and services | RDB,RAC
aimed atinvestinginthe | arearesult of increased investments
creative sector by the
private sector
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