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Foreword 
 

 

I am delighted to present this study on artistic mobility in Africa τ a subject that is 
deeply close to my heart, not only as a researcher and practitioner in the cultural 
ǎŜŎǘƻǊΣ ōǳǘ ŀƭǎƻ ŀǎ ŀƴ ŀŘǾƻŎŀǘŜ ŦƻǊ !ŦǊƛŎŀΩǎ Ŏǳƭtural and creative industries, as I 
firmly believe in their power to foster connection, peace and brotherhood amongst 
people. 

We are living through a time of upheaval. 
Whilst the world teeters between geopolitical crises, moral collapse and 
democratic exhaustion, artists and creative workers continue, tirelessly, to create, 
ǘƻ ǎǇŜŀƪ ƻǳǘ ŀƴŘ ǘƻ ǊŜǎƛǎǘΦ ¢ƘŜȅ ŎŀǊǊȅ ƘǳƳŀƴƛǘȅΩǎ ƳŜƳƻǊȅΣ ŀƴƎŜǊΣ ōŜŀǳǘȅ and hopes, 
as well as love and justice. 

In this context, championing African artistic mobility is not a luxury. It is a political 
act. It is asserting our right to move freely, to learn, to pass on knowledge, and to 
ǘŜƭƭ ǘƘŜ ǿƻǊƭŘΩǎ ǎǘƻǊȅ ŦǊƻƳ ƻǳǊ ƻǿƴ ǘŜǊǊƛǘƻǊƛŜǎ ŀƴŘ ǘƘǊƻǳƎƘ ƻǳǊ ƻǿƴ ǇŜǊǎǇŜŎǘƛǾŜǎΦ 

Artistic mobility is not merely about the movement of artists ; it is about shifting 
imaginaries, decolonising cultural flows, breaking free from the one-size-fits-all model 
dictated by dominant cultures, and defending diversity. 

This study is an invitation to see things differently. To rethink mobility as a cultural 
right, a vital infrastructure, a peaceful tool for reconnecting peoples and restoring 
the dignity of free movement. 

As for my own continent, Africa : for many years now, I have observed just how 
ƳǳŎƘ ŀǊǘƛǎǘǎΩ Ƴƻōƛƭƛǘȅ ƛǎ ōƻǘƘ ŀ Ǿƛǘŀƭ ŦƻǊŎŜ ŀƴŘ ŀ ŎƘŀƭƭŜƴƎŜΦ 

It is often discussed in the context of international programmes, NorthςSouth 
cooperation and externally funded residencies. But all too rarely do we pause to 
look at what is happening amongst us, here in Africa : internal movements, regional 
solidarity and endogenous initiatives that breathe life into creative practice on a 
daily basis. 

This study arose from the conviction that we needed to shift our perspective. Intra-
African artistic mobility is neither a marginal phenomenon nor a mere dependence 
on international aid. It reflects local energy, collective expertise and an ability to 
devise models of cultural cooperation deeply rooted in our realities. 

Through this research, we sought to highlight local dynamics, document what 
already exists, and also to recognise and celebrate the role of African artists, 
institutions and communities who, often with limited resources, succeed in building 
bridges and creating spaces for freedom and exchange. 

Our approach was intended to be both rigorous and human-centred. 
We worked ǿƛǘƘ ŜȄǇŜǊǘǎ ŦǊƻƳ ŀƭƭ ǘƘŜ ŎƻƴǘƛƴŜƴǘΩǎ ǎǳō-regions, listened to more than 
603 voices through the continent-wide questionnaire, and conducted interviews 
with representatives of governments, networks, funders and artistic collectives. 

Beyond the figures and analyses, this report is a call to action. 
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It calls on decision-makers, funders, institutions and artists themselves to rethink 
mobility not as a privilege or a favour, but as a cultural right and a catalyst for 
change. Supporting intra-African mobility means investing in creativity, in mutual 
understanding, and in building a united, interconnected and sustainable African 
cultural space. 

 

I would like to thank the ten regional experts and the more than six hundred artists, 
practitioners and institutions who agreed to take part in this study. 

To African artists and creative professionals, I salute their commitment, creativity 
and courage, which give this work its strength : that of an Africa standing tall, which 
looks at itself, reflects on itself and connects with itself, for itself, and with the 
world. 

Ψ²Ŝ Ƴǳǎǘ ǿǊƛǘŜ ƻǳǊ ƻǿƴ ƴŀǊǊŀǘƛǾŜǎ ŀƴŘ ŦƻǊƎŜ ƻǳǊ ƻǿƴ ǇŀǘƘǎ ǘƻ ƳƻōƛƭƛǘȅΦΩ 
 
 
 
 
 
 

 

CEO, Culture Funding Watch 
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Culture Funding Watch (CFW) is a platform for mobilising sustainable 

resources dedicated to creators in the Global South. Its mission is to support 
practitioners and professionals in the arts and culture sector in accessing resources, 
whilst working towards sustainable, transparent and smart funding for the cultural and 
creative industries (CCI). 

CFW builds the capacity of the cultural and creative industries through three 
pillars: access, knowledge and community. By facilitating access to information, 
data and resources, building skills, and conducting research and advocacy on 
cultural funding, CFW acts as a strategic facilitator. The organisation thus promotes 
the sector and connects artists, policy-makers, cultural managers and 
entrepreneurs with the resources they need to increase their impact and ensure 
their growth. 

https://culturefundingwatch.com 

 

DECONFINING is a four-year EU-funded project bringing together cultural 

practitioners, artists, policy-makers and audiences from two continents ς Europe and 
Africa. Dedicated to fostering a better understanding of forms of confinement (social, 
political and economic) from different perspectives, the project aims to explore and 
develop new forms of intercontinental artistic and cultural cooperation (and in the 
field of cultural policy), as well as to provide better access and information for 
intercontinental mobility and co-creation. 

http://deconfining.eu 
 
 
 

 

 
 

 
 

 

  
 

 
 

 
 

https://culturefundingwatch.com/
http://deconfining.eu/
https://creativecommons.org/licenses/by-nc-nd/4.0
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I- INTRODUCTION 

In Africa, artistic mobility is not merely a matter of artists travelling or works 

being disseminated. It is a vital force τ a constant flow of ideas, talent and 

experiences that sustains the continent's creativity. It connects regions and 

carries individual imaginations across borders, enabling the exchange of 

knowledge and preserving the bridges between Africa's richly open cultures. 

Mobility nurtures the diversity of artistic expression, deepens community ties 

and contributes, as part of a broader movement, to the emergence of a more 

integrated and cohesive African cultural space. 

 
Yet, despite its fundamental role, this mobility remains poorly understood and, 

above all, has been scarcely studied in its intra-African dimension. Numerous 

research projects, programmes and policies have focused on exchanges 

between Africa and the rest of the world, particularly within the framework of 

international cooperation or North-South cultural mobility programmes. This 

work has helped to document certain trends and improve funding 

mechanisms. However, they sheds very little light on another reality : that of 

intra-continental mobility, of South-South flows and of networks of African 

artists, collectives and institutions that are forging new forms of collaboration 

every day. 

 
This gap carries significant implications for how we understand and analyse artistic 

mobility in Africa. It perpetuates the notion that African artistic mobility can only exist 

through the support of external partners, reinforcing the misguided assumption that 

nothing meaningful is happening locally. The reality tells a different story. Across every 

region, endogenous initiatives are taking root : self-managed artist residencies, 

travelling festivals, hybrid creative spaces, cultural cooperatives, and digital platforms 

connecting African artists, organisers and audiences. Driven largely by local actors and 

supporters without substantial international backing, these initiatives demonstrate 

that African creativity and solidarity are powerful forces capable of reshaping how 

culture is circulated, produced and shared. 

 

The aim of this study is therefore clear : to bring these invisible dynamics to 

light. In this context, to understand intra-African artistic mobility, it is equally 

crucial to recognise that the issue is not solely about funding or access to 

mobility grants. Rather, it is part of a complex set of factors τ political, 

economic, geographical, technological and symbolic τ ǘƘŀǘ ǎƘŀǇŜ ŀǊǘƛǎǘǎΩ 
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trajectories and profoundly influence the development of the cultural and 

creative industries (CCI) on the continent. 

 

Our approach therefore seeks to explore mobility in all its facets : 
 

- The individual journeys of artists who, from Dakar to Nairobi, are charting 

new creative paths;  

- The mobility hubs emerging as new regional cultural centres τ Accra, Tunis, 

Johannesburg, Kigali, Lagos and beyond;  

- The persistent structural barriers that continue to constrain movement : visa 

restrictions, insufficient domestic funding and inadequate infrastructure. 

 

By shedding light on these practices, this study aims to deepen our 

understanding of intra-African artistic mobility and to inform the development 

of more inclusive public policies. It seeks to reframe mobility τ not as a mere 

aid mechanism, but as a fundamental cultural right, an instrument of social 

cohesion, and a transformative lever for the continent's creative economies. 

 

Beyond the figures and programmes, this research ultimately seeks to 

celebrate the dynamism of a continent in motion : one where artists τ despite 

borders, scarce resources and countless constraints τ continue to invent new 

ways of moving, new narratives, and new ways of being together. 

 

 

 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 II. METHODOLOGY  
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II. METHODOLOGY 

1. A Critical and Constructive al Approach 

The methodological approach underpinning this study is based on a central conviction : to challenge 

the assumptions that intra-African artistic mobility is marginal, fragile or wholly dependent on 

international aid, and to draw on a broader evidence base than calls for applications to mobility grants 

τ instruments that originate primarily from the Global North. While these perceptions are rooted in 

partial realities τ notably the lack of public funding, the scarcity of structured support mechanisms 

and reliance on certain external partners τ they do not capture the complexity or richness of the local 

dynamics at work across the continent. 

Our approach has therefore been critical yet constructive, seeking to acknowledge existing 

limitations whilst highlighting the efforts, initiatives and endogenous resources deployed by African 

actors : states, local authorities, local foundations, private patrons, cultural institutions and 

professional networks. 

The aim is not to catalogue what is not working, but rather to build an objective picture of what already 

exists τ to assess its reach where the evidence allows, to identify promising practices and to draw 

from them lessons capable of strengthening the long-term sustainability of African cultural mobility. 

Put simply, the aim is to give credit where credit is due : to recognise and document what Africans are 

already doing to support their artists and nurture intra-continental exchange. 

2. A Tripartite Approach 
The methodology was structured around three main, complementary strands : 

 

2.1. Research Documentation & Critical Analysis Of Existing Sources 
A comprehensive literature review was conducted to map available publications, reports and studies 

on artistic mobility in Africa. This stage enabled us to take stock of existing knowledge, assess the 

predominant analytical frameworks τ which tend to privilege international cooperation over intra-

continental dynamics τ and identify the gaps that persist in research on intra-African mobility. The 

data gathered were examined critically to surface broader trends, methodological limitations and 

recurring blind spots in the existing literature. 

2.2. Regional data collection by African experts1 

Seven regional experts from across the continent, selected for their in-depth knowledge of 

local cultural and institutional contexts, were mobilised to conduct qualitative and 

                                                           
1 Joel Komlan Senam Hevi, Alejandro de los Santos Pérez, Ouafa Belgacem, Zambuko Melody, Modikwa shireletso, Ama Ofeibea 

Tetteh, Koffi Kouame Aurelien 
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quantitative data collection in their respective areas. Each expert was responsible for a group 

of countries and worked according to a harmonised methodological framework. The 

information gathered focused in particular on: 

- local definitions and conceptions of artistic mobility; 

- the integration (or lack thereof) of mobility into national public policies; 

- the identification of stakeholders and institutions (ministries, agencies, foundations, 

private patrons, etc.) that directly or indirectly support mobility; 

- existing funding mechanisms and support schemes. 
 

This decentralised approach made it possible to account for the diversity of regional contexts and to 

develop a more granular understanding of local practices and conditions. 

2.3. Continental survey and in-depth interviews 

To supplement the regional data, a continental questionnaire was distributed in five 

languages (French, English, Arabic, Spanish and Portuguese) to ensure broad and inclusive 

participation. This questionnaire, comprising more than 50 questions, focused on mobility 

dynamics, preferred routes and destinations, funding methods, obstacles encountered, 

perceptions and best practices identified by the stakeholders themselves. 

In total, over 600 responses were collected, covering a wide range of profiles (artists, cultural 

operators, decision-makers, etc.). 

In addition, 21 in-depth individual interviews, each lasting approximately one hour, were 

conducted with representatives from governments, public institutions, international 

organisations, funders and cultural sector stakeholders. These conversations allowed us to 

explore key qualitative dimensions in greater depth, identify relevant case studies and 

document innovative initiatives that speak to the vitality and resourcefulness of local 

responses to the challenges of artistic mobility. 

  

3. A Methodology Focused on -Recognition & Action 

This combination of literature review, decentralised data collection and participatory 

research is designed to deliver a critical, empirical and forward-looking analysis of artistic 

mobility in Africa. It seeks not only to deepen our understanding of the drivers and flows of 

mobility across the continent, but also to bring local initiatives to the fore and equip decision-

makers with evidence-based insights into avenues for emprovements. 

The study thus proposes an approach that does not view mobility solely through the prism of 

funding or international programmes, but as a living system, driven by African actors who 

invent, experiment and adapt their models to the realities on the ground. 
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4. A Dual-Focus Analytical Framework 
The study adopts a conceptual framework combining two levels of analysis: 

Intra-African artistic mobility 

This encompasses all forms of movement of artists and works within the continent, 

whether cross-border, regional or inter-regional. It focuses on SouthςSouth flows, 

emerging hubs and models of horizontal cooperation. 

International African artistic mobility 
It examines the external trajectories of African artists, the dominant destinations 

(Europe, the Americas, Asia, etc.) and the missing links. The aim is to identify possible 

correlations : countries or regions where strong internal mobility also facilitates access 

to international mobility, or vice versa. 

This dual focus enables African artistic mobility to be situated within a global system where 

internal and external flows are not opposed but mutually reinforcing. 

5. A Perspective Rooted in African Reality  

This study is distinguished by its endogenous grounding. It draws on definitions, indicators and 

analytical frameworks co-constructed with African experts and practitioners, so as to reflect the 

diversity of contexts and the richness of local practices across the continent. 

By adopting an empirical and participatory approach, it seeks to: 

- recognise the initiatives and models that have emerged from the continent; 

- reframe African artistic mobility within a global yet decentralised perspective, in 

which Africa is a producer of knowledge, rather than merely an object of study. 

This vision positions artistic mobility not as a privilege or a dependency, but as an instrument 

of resilience and a driver of creative integration across the continent and beyond. 

6. The Sub-Regional Approach : a Differentiated & 
Contextualised Analysis 

In order to reflect the diversity of the African continent and avoid a homogenising lens, this 

study adopted a sub-regional approach. This methodological choice rests on the recognition 

that artistic mobility dynamics are shaped by political, economic, geographical and cultural 

contexts that are specific to each region. Regulatory frameworks, cultural infrastructure, 

government priorities and cooperation networks vary considerably from one area to the next, 

making a differentiated reading essential to capturing local realities with precision. 
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This approach also makes it possible to better identify the complementarities and disparities 

between regions, as well as the cross-regional flows of exchange that structure intra-African 

mobility. 

For the purposes of this study, the sub-regional breakdown follows the framework commonly 

used by the African Union and the continent's principal institutional bodies2, while also taking 

into account linguistic, historical and cultural cooperation proximities. 

Five sub-regions were retained : 

North Africa ς comprising Algeria, Egypt, 
Libya, Morocco, Mauritania and Tunisia. 

West Africa ς comprising the ECOWAS 
ŎƻǳƴǘǊƛŜǎ ό.ŜƴƛƴΣ /ŀǇŜ ±ŜǊŘŜΣ /ƾǘŜ ŘΩLǾƻƛǊŜΣ 
The Gambia, Sudan, Ghana, Guinea, 
Equatorial Guinea, Guinea-Bissau, Liberia, 
Nigeria, Senegal, Sierra Leone, Togo) and 
Burkina Faso, Mali and Niger 

Central Africa ς comprising Cameroon, 
Angola, Congo, the Democratic Republic of 
the Congo, Gabon, the Central African 
Republic, São Tomé and Príncipe, and Chad. 

East Africa ς comprising Burundi, the 
Comoros, Djibouti, Eritrea, Ethiopia, Kenya, 

Lesotho, Madagascar, Malawi, Mauritius, Mozambique, Rwanda, the Seychelles, Somalia, 
South Sudan, Tanzania and Uganda. 

Southern Africa ς including South Africa, Botswana, Eswatini, Namibia, Zambia and 
Zimbabwe. 

This division makes it possible to: 

- put the data into context and identify regional specificities; 

- highlight networks of stakeholders and emerging cultural hubs at sub-regional level; 

- detect cross-regional correlations in the flows of artists and works; 

- and, finally, to formulate recommendations tailored to each geographical context. 

In this way, the sub-regional approach contributes to a more nuanced and balanced 

understanding of African artistic mobility, whilst facilitating comparison, knowledge-sharing 

and the development of tailored public policies. 

 

                                                           
2 List of countries classified by sub-region taken from: https://www.afdb.org/fr/countries 
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7.  Operational Definitions 
To ensure analytical consistency, the following definitions have been adopted: 

Artistic mobility: any process of physical, virtual, or symbolic movement that allows an artist, 
an artwork, or a cultural practitioner to travel or circulate for the purpose of creation, 
training, dissemination, or cooperation. 

Intra-African mobility: the entire range of artistic movements occurring between African 
countries or across regions of the continent. 

International mobility of African artists: the circulation of African creators toward 
destinations outside the continent, including participation in residencies, festivals, fairs, 
markets, or international cooperation projects. 

8. Methodology In Figures 

The study collected 603 questionnaires from 49 African countries. 5 countries are completely 
absent : Djibouti, The Gambia, Sierra Leone, Somalia and South Sudan ; Countries present but with 
very low visibility: Eritrea (mentioned once) and Eswatini (mentioned once). 

 
        Graph 1: Number of countries by sub-region 

 

 

       
 
 
 
 
 
 
 
 
 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Graph 2: Sub regional representation of countries 
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III- DEFINITIONS AND EXPERIENCES 
OF MOBILITY 

1. Cross- Analysis of Definitions 
This chapter presents a qualitative and quantitative analysis of representations of artistic 

mobility as expressed by professionals in the cultural and creative industries (CCI) across the 

African continent. It draws on two complementary data sets 

: firstly, qualitative accounts gathered through semi-structured interviews with cultural 

professionals; and secondly, 603 open-ended responses to the question óWhat is your 

definition of mobility?ô, collected via a questionnaire from practitioners across all African sub-

regions. A comparison of these two sources reveals a multidimensional and convergent 

conception of mobility that is at once physical, informational, financial and educational. 

 

The definitions gathered converge towards a transversal vision that encompasses not only 

physical movement, but also the objectives of learning, dissemination, exchange and access 

to resources. Mobility is understood in a multidimensional sense, articulating physical 

displacement, exchange, training and the circulation of resources. None of these dimensions 

alone is sufficient to capture the full conception that practitioners and stakeholders hold of 

this concept. 

 
The following table shows the frequency of the main themes, calculated based on the 

occurrence of characteristic terms and expressions in the responses. 

 
Table 1 τ Thematic mapping of definitions of mobility (n = 603) 

 Main theme No. % Example response 

Physical movement / travel 205 34.0% ΨaƻǾƛƴƎ ŦǊƻƳ ƻƴŜ ǇƭŀŎŜ ǘƻ ŀƴƻǘƘŜǊΩ 

Cross-border / international mobility 104 17.2% Ψ¢ŜƳǇƻǊŀǊȅ ŎǊƻǎǎ-ōƻǊŘŜǊ ƳƻǾŜƳŜƴǘΩ 

Exchange, networking, collaboration 90 14.9% Ψ/ǳƭǘǳǊŀƭ ŜȄŎƘŀƴƎŜ ŀƴŘ ǎƘŀǊƛƴƎΩ 

Circulation of works 80 13.3% Ψ5ƛǎǎŜƳƛƴŀǘƛƻƴ ƻŦ ŀǊǘƛǎǘƛŎ ŎǊŜŀǘƛƻƴǎΩ 

Access to information / opportunities 77 12.8% Ψ!ŎŎŜǎǎ ǘƻ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ǊŜǎƻǳǊŎŜǎΩ 

Training / learning 75 12.4% Ψ¢ǊŀǾŜƭ ǘƻ ƭŜŀǊƴ ƻǊ ǘŜŀŎƘΩ 

Funding / material support 48 8.0% ΨCǳƴŘǎ ŦƻǊ ǘǊŀǾŜƭ ŀƴŘ ŀŎŎƻƳƳƻŘŀǘƛƻƴΩ 

Freedom / absence of barriers 43 7.1% ΨCǊŜŜŘƻƳ ǿƛǘƘƻǳǘ ǊŜǎǘǊƛŎǘƛƻƴǎΩ 

Access to the public / market 40 6.6% άwŜŀŎƘ ƴŜǿ ŀǳŘƛŜƴŎŜǎ ŀƴŘ ƳŀǊƪŜǘǎέ 

Artist residencies 14 2.3% Ψ!Ǌǘƛǎǘ ǊŜǎƛŘŜƴŎȅ ŀƴŘ Ŏƻ-ŎǊŜŀǘƛƻƴΩ 

Universal right 13 2.2% Ψ¢ƘŜ ǳƴƛǾŜǊǎŀƭ ǊƛƎƘǘ ǘƻ ŦǊŜŜŘƻƳ ƻŦ 
ƳƻǾŜƳŜƴǘΩ 

Digital/virtual mobility  6 1.0% ά5ƛƎƛǘŀƭ ǘƻƻƭǎ ŜƴŀōƭƛƴƎ Ƴƻōƛƭƛǘȅέ 

 
Source: online questionnaire. Thematic coding via lexical analysis. 
Note: the percentages are not mutually exclusive, as a single response may relate to several themes. 
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The table calls for several observations : The dimension of physical movement is the most 

frequently mentioned (34 %), followed by cross-border and international mobility (17.2 %). 

These two dimensions, which can be regarded as two facets of the same reality ς movement 

through space ς together form the dominant foundation of perceptions of mobility. They 

confirm what the qualitative interviews had already highlighted. 

Next come the themes of exchange and networking (14.9%), the circulation of works (13.3 %) 

and access to information (12.8%). These three dimensions, which go beyond mere physical 

movement, reflect a broader and more functional conception of mobility, shared by a 

significant proportion of respondents.  

Finally, themes such as funding (8.0 %), freedom of movement (7.1 %) and market access (6.6 

%) complete the picture, revealing the material and institutional conditions without which 

mobility remains an aspiration without concrete realisation. 

1.1 The Physical Dimension : Freedom of Movement as a Fundamental 

Right 

In the qualitative interviews, this dimension is clearly articulated by Humphrey (Malawi), for 

whom mobility is first and foremost óthe ability to move between different jurisdictionsΩΦ ¢Ƙƛǎ 

formulation encapsulates a fundamental demand : that of the right to freedom of movement 

for African artists, in a context where visa regimes and migration policies constitute structural 

barriers to African cultural development. 

ñitôs simply a straightforward process enabling artists to travel across countries, across 
borders, and present their work, their aspirations ï whatever that may be.ò 

τ Humphrey, Malawi 

It is worth noting the geographical nuance introduced by Ana (Cape Verde), who emphasises 

that in an archipelago, mobility begins between islands before crossing national borders ; this 

is also confirmed by the quantitative data. Several respondents mention sub-national and 

local mobility, pointing out that the hierarchy of local, national, regional and international 

scales is not universal and must be contextualised. 

1.2 The Informational Dimension : Access to Knowledge as a 
Prerequisite for Mobility 

A second dimension, less obvious but just as fundamental, emerges from both sets of data : 

that of the flow of information. In the qualitative interviews, Bréma (Mali) expresses this 

ŦƻǊŎŜŦǳƭƭȅ ōȅ ŘŜŦƛƴƛƴƎ Ƴƻōƛƭƛǘȅ ŀǎ ΨƛƴǘŜǊ-ŦŀŎƛƭƛǘŀǘƛƻƴΩΣ ŜƴŎƻƳǇŀǎǎƛƴƎ ƴƻǘ ƻƴƭȅ ƎŜƻƎǊŀǇƘƛŎŀƭ 

movement but also access to information and the ability to transform it into opportunities. 

 



19  

ñThere must be information; we must have the information; and we must have the ability 
to access it, to be able to make use of it and turn it into opportunities for ourselves.ò 

τ Bréma, Mali 

This perspective is statistically significant: 12.8 % of the 603 responses incorporate the 

informational dimension and access to opportunities into their definition of mobility. One 

respondent puts it particularly clearly: 

 ñMobility is the ability to take advantage of opportunities outside your own country 
without having to miss out on them for financial, administrative, bureaucratic or political 
reasons.ò Another adds: ñHaving access to everything, especially information and 
tools...ò 

τ Respondent, questionnaire 

 
indicating that access to information is in itself a component of mobility, and not merely a 
prerequisite. 

Luhena (Cape Verde) expands on this idea in the qualitative interviews by emphasising the 

regulatory dimension : being mobile means being able to access άŎǳƭǘǳǊŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎΣ 

ǊŜƎǳƭŀǘƛƻƴǎ ŀƴŘ ƭŀǿǎ ƻŦ ŀƴƻǘƘŜǊ ŎƻǳƴǘǊȅέΦ 

This aspect is confirmed in the quantitative data by responses emphasising that mobility 

requires knowledge of the legal and administrative frameworks of destination countriesτ

knowledge that few African artists possess due to a lack of resources and appropriate 

information platforms. 

This broader conception is of paramount importance. It means that an artist who is physically 

mobile but lacks information on available opportunities, regulations or funding is not truly 

mobile in the functional sense of the term. Informational mobility is thus a prerequisite for 

physical mobility. 

1.3 The Financial and Material Dimension : The Mobility of Resources 

The third dimension, that of funding and material support, is addressed in 8 % of the 

quantitative responses τ a modest proportion in terms of frequency, but one of considerable 

qualitative importance. 

Many respondents define mobility first and foremost by its funding conditions : 

óFunds to support the artist with travel, accommodation and other personal expenses 
when invited to eventsô, óMobility is a more universal term referring to a grant awarded 
to an individual or organisation as a contribution towards the expenses and costs 
incurred during a project abroadô. 

τ Respondent, questionnaire 
 
 



20  

1.4 The Educational and Professional Dimension : Mobility as Training 
and Exchange 

This dimension ς that of training and professional exchange ς is present in 12.4 % of the 

quantitative responses relating to training and in 14.9 % relating to exchange and networking 

τ a total of 27.3 %, a significant proportion that exceeds all previous dimensions, with the 

exception of physical movement. 

Both the qualitative and quantitative data overwhelmingly confirm this dimension. Terms 

ǎǳŎƘ ŀǎ ΨŜȄŎƘŀƴƎŜΩΣ ΨǎƘŀǊƛƴƎΩΣ ΨŎƻƭƭŀōƻǊŀǘƛƻƴΩ ŀƴŘ ΨƴŜǘǿƻǊƪƛƴƎΩ ŦŜŀǘǳǊŜ ƛƴ ŀ ǾŜǊȅ ƭŀǊƎŜ ƴǳƳōŜǊ 

of responses, with particular emphasis on the idea of cultural cross-pollinisation. 

óMobility, in my experience, I would define as the ability to take your creativity beyond 
where you are based to new places. Itôs about opening up new avenues and spaces for 
creative expression, but also about engaging in dialogue and interacting with unfamiliar 
forms of expression. This broadens your perspective, expands your network and 
provides you with diverse experiences from which to draw inspiration.ò 

τ Respondent, questionnaire 

1.5 Mobility as Freedom and s a Right 

The fifth dimension ς that of mobility as a right ς is explicitly present in the responses relating 

ǘƻ ǘƘŜ ǘƘŜƳŜ ƻŦ ΨŦǊŜŜŘƻƳ κ ŀōǎŜƴŎŜ ƻŦ ōŀǊǊƛŜǊǎΩ ŀƴŘ ƛƴ ǘƘƻǎŜ ǘƘŀǘ ǊŜŦŜǊ ǘƻ ŀ ǳƴƛǾŜǊǎŀƭ ǊƛƎƘǘΤ ƛǘ 

transcends the functional or operational definition of mobility to place it within the realm of 

fundamental human rights. 

This reflects a keen awareness of the obstacles ς visa requirements, migration restrictions 

and discrimination ς that African artists face in their attempts to travel internationally. 

1.6 Digital Mobility : An Emerging Sixth Dimension 

A sixth dimension emerges from the quantitative corpus data, in a far more subtle but 

analytically interesting way : that of digital mobility. It refers to the ability of artists and works 

to circulate within immaterial spacesτplatforms, networks and data flowsτindependently 

of any physical movement. Although it is explicitly named as such in only a limited number of 

responses (1% of the corpus), its latent presence is in fact much more widespread once the 

focus is broadened to include related concepts such as accessibility, visibility, the circulation 

of works and networking without geographical constraints. 

The digital dimension of mobility reflects a profound strategic logic within the African context. 

Faced with structural obstaclesτsuch as visa, transport costs and underfunding, digital 

technology is cited as a means of alternative or circumventing mobility. 
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óMobility is rooted in the ability to share art, as well as cultural information and 
knowledge, regardless of other physical constraints such as proximity, geographical 
proximity, the ability to travel, eligibility or accommodation conditions.ô 

τ Respondent, questionnaire 

 
A word of caution: almost all respondents who mention the digital dimension view it as 

complementary to, rather than an alternative to, physical mobility: 

ñBeing able to move both physically and virtually without any restrictions.ò 
τ Respondent, questionnaire 

 
¢ƘŜ ǇƘǊŀǎŜ άǇƘȅǎƛŎŀƭƭȅ ŀƴŘ ǾƛǊǘǳŀƭƭȅέ ƛǎ ǎƛƎƴƛŦƛŎŀƴǘ ƘŜǊŜ : the two dimensions are conceived 

together, as two sides of the same freedom of movement. 

 
A cross-analysis of qualitative testimonies and quantitative responses paints a picture of 

African artistic mobility that is at once desired, theorised and hindered. Stakeholders in the 

sector have a rich and multidimensional understanding of itτphysical, informational, 

financial, educational and normativeτwhich goes far beyond the simple act of moving from 

one point to another. 

 

Towards an Operational and Consensus-Based Definition 

Artistic mobility, as expressed by the professionals and artists who responded to this study, 

can be defined as an integrated system of facilitation enabling artists and cultural 

professionals to: move freely across administrative and geographical borders, from the local 

to the international level; access information on opportunities, regulations and foreign 

cultural environments; share their works and practices with diverse audiences beyond their 

usual area of operation; exchange ideas, undertake training and co-create with peers at 

regional and international levels; and have sufficient financial resources to ensure that such 

movement is genuinely possible, productive and sustainable. 

 
This definition is consistent with that proposed by UNESCO, which several respondents 

explicitly cite in their replies: « L ŀƎǊŜŜ ǿƛǘƘ ¦b9{/hΩǎ ŘŜŦƛƴƛǘƛƻƴΥ ƛǘ ƛǎ ŀ ǘŜƳǇƻǊŀǊȅ ŎǊƻǎǎ-border 

movement aimed at accessing career opportunities, collaborators, audiences and markets 

abroad. » whilst enriching it with additional dimensions: the mobility of works, the 

educational dimension and its grounding in fundamental rights.  
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2. Participant Profiles and Sector- Dynamics 

Analysis of socio-demographic data has revealed disparities between the various African 

sub-regions, reflecting distinct structural and cultural realities. 

 
The analytical summary of the study participantsô profiles also provides essential insight 

into their socio-demographic and professional characteristics. An examination of the 

distribution by gender and age, as well as an analysis of the cultural sectors and types of 

organisations represented, has highlighted key characteristics of cultural professionals in 

Africa: a predominance of the middle age group (30ï50 years) and marked gender 

imbalances across sub-regions, with an overall male dominance (with the notable 

exception of North Africa). 

 
Far from being mere statistical data, these profiles reflect deep-seated structural 

dynamics within Africaôs cultural and creative industries (CCIs). 

 

2.1  Generational Dynamics 

An examination of the age pyramid reveals that the majority of artists are in the prime of their 

professional careers, mainly concentrated in the 30ς50 age group. The 30ς40 age group is 

particularly well represented, accounting for 50 % in Southern Africa and 48.33 % in Central 

Africa. 

Graph 3: Breakdown by age and sub-region 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

At the continental level, the older age brackets (50 and above) remain in the minority, 

reflecting the more limited representation of artists at a mature stage of their careers.  
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Overall, this age profile points to a dynamic artistic sector driven by intermediate generations 

in a phase of career consolidation or expansion. This concentration raises a crucial question 

when set against the demographic realities of the continent. 

Africa has the youngest population in the world, with a median age of 19.3 years and nearly 

60 % of its population (around 890 million people) under the age of 25. This young population 

is often presented as the main driving force behind the African creative economy, which is 

expected to stimulate digital innovation and cultural consumption. However, the relative 

under-representation of the very young people (under 30) in international mobility within our 

sample suggests a disconnect between artistic practice and professionalisation. 

 

This situation can be explained by the fact that international mobility and the development 

of a cultural career require social, financial and institutional capital that takes years to build 

up. Young creators, although numerically in the majority and the driving force behind new 

trends (such as Afrobeats music or gaming), often come up against the informal nature of the 

sector and the complexity of accessing start-up funding mechanisms. The 30ς50 age group 

thus represents those who have managed to navigate these structural challenges to establish 

international networks and gain access to the scarce funding available. 

2.2 Gender Asymmetry : Structural and Cultural Barriers 

The data collected reveals a male dominance in most sub-regions (Central, West and East 

Africa), reflecting a systemic reality confirmed by numerous studies and publications which 

highlight that, despite their driving role in economic growth, women in the creative sector 

continue to be marginalised by systemic gender bias, cultural taboos and unequal access to 

opportunities1 

North Africa stands out with a slight female majority (52.71 %), suggesting active participation 

and greater visibility among female artists linked to a different structure of cultural policies 

and more equal access to higher education in the arts. 

Conversely, a strong male predominance characterises Central Africa (79.69 %), West Africa 

(73.48 %) and East Africa (69.41 %). Southern Africa presents a more balanced profile, with 

58.11 % men and 41.22 % women. These disparities reflect differing realities that stem from 

the historical structure of local artistic communities, visibility biases and gender dynamics. 

 
 

                                                           
3 !ŦǊƛŎŀΩǎ /ǊŜŀǘƛǾŜ DƻƭŘƳƛƴŜΥ ¦ƴƭƻŎƪƛƴƎ DǊƻǿǘƘ !ƳƛŘ DŜƴŘŜǊŜŘ /ƘŀƭƭŜƴƎŜǎ όнлнрύΦ aŀǎǘŜǊŎŀǊŘ CƻǳƴŘŀǘƛƻƴΦ 
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Graph 4: Breakdown by gender and sub-region 

 

This imbalance reflects economic and funding barriers, as well as socio-cultural and security 

barriers. According to a report by the Boston Consulting Group4, women receive less than 10 

% of the funding available in the African creative sector, a proportion that sometimes falls 

below 1 % in countries such as Nigeria. This lack of resources drastically limits their ability to 

fund international mobility projects, to structure their businesses or to take professional risks. 

 
Artistic professionalisation is often perceived as incompatible with traditional gender roles 

(household management, motherhood). Women in the creative sector frequently have to 

juggle their jobs with family responsibilities, leading to career breaks and/or them giving up 

their careers altogether. 

 
Furthermore, security concerns constitute an other major barrier to mobility and to the 

pursuit of the profession, particularly for those working in the performing arts, music or event 

management, where irregular working hours are the norm. These sometimes hostile working 

ŜƴǾƛǊƻƴƳŜƴǘǎ ŘƛǎŎƻǳǊŀƎŜ ǿƻƳŜƴΩǎ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ŀƴŘ ƭƛƳƛǘ ǘƘŜƛǊ ŀŎŎŜǎǎ ǘƻ ǘƘŜ ǇǊƻŦŜǎǎƛƻƴŀƭ 

networks essential for mobility. 

2.3  Sectoriel Dynamics 

The performing arts stand out as the dominant sector across all sub-regions. It accounts for 

more than half of respondents in Central Africa (54.24 %) and stands at around 45ς48 % in 

East and Southern Africa. This high concentration highlights the importance of traditional 

                                                           

4 Signé, L. (2026). The rise of AfricaΩǎ ŎǊŜŀǘƛǾŜ ŜŎƻƴƻƳȅΦ .ǊƻƻƪƛƴƎǎ LƴǎǘƛǘǳǘƛƻƴΦ 
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and contemporary forms of the performing arts (music, dance, theatre) in the dynamics of 

cultural creation and circulation across the continent. 

 
The visual arts and crafts occupy a prominent position in North Africa (31.78 %) and Southern 

Africa (23.65 %). This significant representation reflects a dense visual arts scene, which is 

consistent with national policies supporting crafts and the creative industries, such as the 

/ǊŜŀǘƛǾŜ ¢ǳƴƛǎƛŀ ǇǊƻƎǊŀƳƳŜΣ ǘƘŜ bŀǘƛƻƴŀƭ {ǘǊŀǘŜƎȅ ŦƻǊ IŀƴŘƛŎǊŀŦǘǎΣ ŀƴŘ ¦bL5hΩǎ ΨwŀōŜƘŀΩ 

programmes in Egypt. 

 

Table 2 : Distribution of cultural sectorsΩ by sub-region 

 

Dominant sector 
North 
Africa 

West 
Africa 

Central 
Africa 

East 
Africa 

Souther
n Africa 

 
Performance & Celebration 28.68% 37.02% 54.24% 44.58% 48.65% 

Visual arts and crafts 31.78% 17.13% 8.47% 14.46% 23.65% 

Broadcasting & Media 15.50% 18.23% 13.56% 18.07% 10.14% 

 
Other sectors τ book publishing, heritage and design τ are more weakly represented in the sample, 

indicating a relatively lower weight and/or a different structuring of these fields in relation to the 

challenges of mobility.  
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3. Experiences of Mobility  

Beyond quantitative analysis, this chapter seeks to provide an assessment 

of the quality of the intra-African artistic mobility experience. In complement 

to the binary indicator of whether or not mobility has been accessed, we 

have sought to apprehend this quality through the following criteria: To 

these five dimensions are added two cross-cutting variables: 

- Frequency of access: How often does an artist or cultural 

professional receive support for mobility during their career, and do 

existing schemes provide long-term support? 

 
- The duration of supported stays: How long can beneficiaries actually 

remain in the host country or region for each mobility programme? 

 
- Geographical reach: Through an analysis of the extent of travel and 

the number of countries visited as part of supported mobility 

initiatives. 

 
- The scope of financial support: What types of expenses are covered 

by mobility grants ï transport, accommodation, daily allowances, 

insurance, equipment, vaccinations ï and which costs remain the 

responsibility of the artist? 

 
- Mobility objectives: What aims are targeted and supported by existing 

schemes ï training, dissemination, networking, residencies, research 

ï and to what extent do these correspond to the actual needs of the 

continentôs cultural practitioners? 

To these five dimensions are added two cross-cutting variables: gender and 

the career stage of beneficiaries, which allow us to examine the extent to 

which access to funding is equitably distributed between men and women 

on the one hand, and between different generations of cultural 

professionals on the other. 
 

"My understanding is basically the ability to move things around, be it people or resources. It 
can be people, it can be resources, whether it's financial or other types of necessary movable 

resources. That's how I understand mobility." ς Respondant - Botswana 
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3.1 ACCESS TO MOBILITY 

3.1.1. Limited access to mobility, dominated by international 

funding 

Data collected from participants shows that funding for artistic mobility remains selective and 

difficult to access for the majority of cultural practitioners on the continent. When asked « Have 

you ever secured funding to support artistic mobility ?», 56.72 % of respondents answered in the 

negative, compared with 43.28 % who stated they had benefited from such funding at least once. 

This result raises a fundamental question: do existing support schemes have the capacity and 

reach necessary to reach cultural practitioners, regardless of their geographical location, artistic 

discipline or experience in seeking funding? 

 
Graph 5: Access to funding for artistic mobility 

 
 

This trend is evident across all sub-regions of the continent. 

 
 

Graph 6: Access to funding for artistic mobility by sub-region
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The breakdown of funding sources reveals a marked orientation towards external resources.: 

63.6 % of respondents reported having received international funding from a foreign 

institution or organisation τ compared with 36.4 % funded by national sources, whether 

public institutions, private foundations or cultural organisations operating within their own 

country. 

 
Graph 7: Source of Funding 

When considered in relation to 

the sample as a whole, the 

differences between 

international and national 

funding vary significantly from 

one sub-region to another. The 

gap is widest in West Africa (14 

% international funding 

compared with 6.4 % national funding), followed by North Africa (11.7 % compared with 6 

%), Central Africa (7% versus 3 %) and East Africa (5.8 % versus 3.2 %). Southern Africa, with 

a gap of less than one percentage point (9.9 % versus 9 %), remains the only sub-region where 

this reliance on external funding remains marginal. 

 
Map 8: Geographical distribution of access to funding for artistic mobility in Africa 
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Graph 9: Sources of funding by sub-region 

 

 

 

A revealing inconsistency : the very concept of funding Analysis of the data 

revealed an instructive inconsistency in the responses : whilst 261 respondents 

stated that they had óraised fundsô, 392 respondents nevertheless provided 

details of the amounts received in response to the question « What is the value 

of the funding received?». This discrepancy of 131 respondents suggests that 

the very concept of ófundingô is understood in a narrow sense by many 

stakeholders. Many appear to equate ófundraisingô exclusively with formal 

institutional grants, excluding other forms of support (sponsorship, direct 

reimbursement of expenses, donations). This conceptual fragmentation 

highlights an urgent need to improve financial literacy.  

 

*For detailed analyses of the amounts (sections 3.3 and following), the 
expanded sample of 392 respondents who had actually received support will be 
used. 

 

Taken together, these findings reveal that the significance of external funding for artistic 

mobility in Africa is not absolute, and that its intensity varies considerably across regions. 

 

3.1.2. Low cumulative momentum in mobility 

tŀǊǘƛŎƛǇŀƴǘǎΩ ǊŜǎǇƻƴǎŜǎ ƛƴŘƛŎŀǘŜ ǘƘŀǘ ǎǳǇǇƻǊǘŜŘ Ƴƻōƛƭƛǘȅ ƛǎ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ƭƻǿ ŦǊŜǉǳŜƴŎȅΣ 

short stays and a limited geographical reach to a small number of countries. These 

constraints, evident both in the number of grants received per individual and in the 

geographical scope of the mobility covered, limit the reach of support schemes and their 

ability to have a lasting impact on the career paths of the artists and cultural practitioners. 
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3.1.2.1. Limited frequency of support 
 

 

The frequency with which individuals 

receive support is one of the most significant 

telling indicators of the structural 

characteristics of existing schemes. Among 

respondents who declared having previously 

benefited from mobility support, 74% received 

only one or two grants in total. A further 19% 

received support for between two and five trips, 

while the higher brackets remain marginal : only 

4% received support for between six and ten trips, 

and 3% for more than ten. 

More than three-quarters of artists and cultural professionals who have had access to funding 

have only been able to benefit from it once or twice, which leaves even less scope for building 

a coherent and cumulative international career path. 

This trend is replicated across all sub-regions, albeit to varying degrees. In Central Africa, the 

situation is particularly pronounced: no respondent reported having received support for 

more than five trips. 

Graph 11: Number of artistic mobility grants received by sub-region 

 

Graph 10: Access to funding for artistic mobility 
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This low level of cumulative access per individual reveals a distribution model that is still 

insufficiently geared towards the long-term support of artistic careers. 

Several factors explain this situation. On the one hand, there is a persistent imbalance 

between the available support and the scale of demand, which limits the resources that can 

be allocated per beneficiary. On the other hand, the dominant selection criteria in the sector 

prioritise quantitative indicators ς number of new recipients, geographical distribution, the 

imperative of fairness between applicants ς at the expense of a long-term approach to 

consolidating individual career trajectories. 

As a result, it is difficult for any one artist, over the course of their career, to gain access to a 

sufficient level of support to build a stable international presence. 

3.1.2.2. Short-term mobility 

Beyond frequency, the duration of supported stays provides a further indicator of the 

limitations of existing schemes in terms of impact. The data collected also reveal a 

concentration in the shortest timeframes : 58 % of respondents receive support for projects 

lasting fewer than ten days, of which 20 % were for fewer than five days and 38 % for a 

duration of between five and ten days. At the other end of the scale, 20 % of respondents 

received support for mobility lasting between ten and thirty days, and only 16 % for a duration 

exceeding thirty days. 

 
Graph 12: Duration of artistic mobility 

 

 
These figures paint a picture of mobility characterised by high intensity over a short period, 

geared more towards distribution and networking ς participation in a festival, a conference 

or a trade fair ς rather than towards processes of immersion or transformation. 

 



32  

 
Whilst short-term formats have their own value and meet real needs, their clear 

predominance in the patterns observed leaves little scope for more immersive formats ς 

long-term residencies, multi-date tours, creative collaborations ς which are, however, the 

ones that most often enable artists to take their international careers to the next level. 

3.1.2.3. Limited and undiversified international mobility 

The fact that 82 % of respondents had visited between one and five countries indicates that 

the vast majority of African cultural practitioners still have international experience that is 

geographically limited. This situation reflects financial, administrative and structural 

constraints that continue to hinder access to mobility opportunities : the cost of travel, the 

complexity of visa procedures, the underdevelopment of regional distribution and co-

production networks, and the uneven availability of support across sub-regions.  

The proportion of participants who have visited more than five countries (13 %) suggests that, 

for the majority of respondents, mobility remains infrequent and is not yet sufficiently 

cumulative to generate the desired networking and market effects. 

 

 

 

 

 

 

 

 

These observations are reflected at the sub-regional level, where the same general trends are 

confirmed, albeit with varying degrees of intensity across the different areas of the continent. 

 
 
 
 

Graph 13: Number of countries visited 
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Graph 14: Number of countries visited by sub-region 

 

Taken together, the three dimensions analysed in this section ς frequency of support, duration 

of stays and geographical scope ς point to the same conclusion : sustained artistic mobility in 

Africa remains largely sporadic, short-term and geographically undiversified. 

 

Yet it is precisely the accumulation and diversification of experiences that enable an artist or 

cultural professional to build a sustainable network, gain access to new markets and establish 

a recognised international presence. Unless the approach to funding shifts towards more 

continuous and better-targeted support, mobility support schemes will continue to fall short 

of their potential and their capacity to bring about lasting change in the career trajectories of 

African artists. 

 

3.1.3. Gender Disparities in Access to funding 

Graph 15; Access to funding for artistic mobility by gender 
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Data cross-analysed by gender and access to funding reveal a result that calls for a nuanced 

interpretation of figures based on absolute numbers. Indeed, in terms of the total number of 

beneficiaries, men are actually over-represented (166 men reported having raised funds, 

compared with 92 women), which might at first glance suggest that men have an advantage 

in accessing funding. 

However, when these figures are set against the total number of respondents by gender, the 

rates of access appear almost identical : 43.2 % of men who responded reported having 

received mobility support, compared with 43.4 % of women ς a difference of 0.2 percentage 

points, which is statistically negligible. 

But an analysis based on the ratio reveals a different reality : using a ratio neutralises the 

differences in size between the male and female populations and thus provides a more 

relevant measure of equity of access. 

The equity ratio, calculated by dividing the access rate for women by that for men in 

each country, provides a more detailed picture than the overall snapshot presented in 

the previous section. 

A ratio of 1.0 indicates perfect equity; a ratio greater than 1.0 means that women have better 

access; a ratio less than 1.0 indicates the opposite. The analysis covers a sample of countries 

with a sufficient number of respondents (at least 30 respondents reporting that they had 

received mobility support, comprising at least 15 women and 15 men). 

Graph 16: Equity ratio by country τ access to funding for artistic mobility 

 
*Selection threshold : a minimum of 30 respondents in total, including at least 15 women and 15 men. 
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The continental median of 0.89 reflects a slight bias in favour of men, but masks considerable 

disparities from one country to another. 

Among the countries where women have the best relative access, Tunisia stands out with a ratio of 

1.51 (61.5 % versus 40.7 %). This is a country where women benefit from structurally more 

favourable access to mobility funding schemes, which also reflects a greater female presence in the 

cultural sector. 

Conversely, Nigeria (0.67) and Kenya (0.45) record the most pronounced gaps in favour of men. 

In Kenya, for example, 40.0 % of male respondents had raised funds, compared with just 18.2 

% of women. 

Other countries stand out for their near-equal situation : South Africa (1.04), where the rate of 

access for women and men is virtually identical, regardless of the absolute level of access 

observed in that country. 

3.1.4. Access to finance linked to the career cycle 
Data cross-analysed by age and access to funding reveal an increase in the access rate as artists 

progress in their careers, with significant variations across age groups. 

Professionals in the 50ς60 age group have the highest access rate in the sample, with 51.9 % 

of them reporting that they had secured mobility funding. The 40ς50 age group shows a very 

similar profile (49.3 %), followed by the 30ς40 age group (42.1 %). These three groups, which 

correspond to the intermediate and advanced stages of a professional career, also account for 

the largest absolute numbers in the sample and record access rates significantly higher than 

the overall sample average (43.3 %). 

Graph 17: Access to funding for artistic mobility by age group 
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Table 3: Breakdown of respondents by age group and access to mobility funding 

 

Age 
group 

No Yes Total 

0ς20 0.2% 0.2% 0.3% 

20ς30 14.3% 8.8% 23.1% 

30ς40 25.0% 18.2% 43.3% 

40ς50 11.4% 11.1% 22.6% 

50ς60 4.3% 4.6% 9.0% 

+60 1.5% 0.3 % 1.8% 

Total 56.7% 43.3% 100% 

 

Funded artistic mobility remains a phenomenon concentrated mainly among those aged 30ς50, 
that is to say, the period during which professional careers are established and consolidated. 

The 20ς30 age group stands out for having the lowest rate of access, with 38.1 % of respondents 

having received support. This gap of more than 13 percentage points compared with the 50ς60 

age group illustrates a well-documented reality in the cultural sector : young professionals face 

specific barriers to access τ less experience in seeking funding, professional networks still under 

development, and a lack of references or previous projects that might bolster the credibility of an 

application. 

Mobility, although crucial in the early years of a career for building a network and accessing 

new markets, thus remains less accessible to those who need it most. 

At the other end of the spectrum, the over-60s age group has the lowest access rate of all 

(1.8 %), although the very small sample size of this group (11 respondents) means this result 

should be interpreted with caution. It nevertheless suggests that mobility patterns change 

towards the end of a career, possibly due to a reduced reliance on formal funding schemes, 

or more frequent use of personal resources or informal networks built up over the years. 

These results indicate that existing support schemes tend to benefit professionals in the 

middle and later stages of their active careers more, and highlight the value of developing 

mechanisms specifically tailored to young artists and cultural practitioners, who nevertheless 

constitute the pool from which the renewal of artistic practices and the long-term 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ŎƻƴǘƛƴŜƴǘΩǎ ŎǳƭǘǳǊŀƭ ŜŎƻǎȅǎǘŜƳǎ ŘŜǇŜƴŘΦ 
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3.2 Perceptions of the Mobility  
The responses reveal a generally negative perception, with mobility seen as difficult: 

According to respondents, 63.8 % rate 

mobility as difficult or very difficult, 

compared with only 35.6 % who consider it 

easy or very easy. The high proportion of 

negative responses reflects the existence of 

multiple barriers that limit the movement of 

artists across the continent. These obstacles 

mainly relate to: 

- Administrative constraints: complex visa procedures, a lack of clarity in regulations, 
delays and high costs. 

- Logistical limitations: poor transport links between African countries, high travel 
costs. 

- Insufficient funding: a mismatch between actual needs and available support. 

- Fragmentation of institutional frameworks: a lack of harmonised policies to facilitate 
cultural mobility. 

The second major finding arising from the analysis of this data is the existence of a significant 

ƎŀǇ ōŜǘǿŜŜƴ ǘƘŜ ǊŜǇƻǊǘŜŘ ǇǊƻǾƛǎƛƻƴ ƻŦ ǎǳǇǇƻǊǘ ŀƴŘ ōŜƴŜŦƛŎƛŀǊƛŜǎΩ ǇŜǊŎŜǇǘƛƻƴǎΦ !ƭǘƘƻǳƎƘ рм 

% of respondents state that national institutions offer support for mobility, 63.8 % 

nevertheless find mobility difficult. This paradox confirms the finding set out in the previous 

section : the imbalance in the quality and quantity of provision and the mismatch between 

the support provided and the actual needs of artists and creative professionals. 

3.3. Who Funds Mobility ? 

An analysis of the objectives, types of expenditure and amounts allocated within the 

framework of support for artistic mobility sheds further light on the nature and scope of 

existing funding schemes. It enables us to assess not only the level of resources mobilised, 

but also the extent to which these resources are capable of meeting the actual needs of 

international artistic mobility. 

 

3.3.1. A concentration in the lowest funding brackets 

Analysis of the value of the support received reveals a funding structure heavily skewed 

towards modest amounts. Thus, 43.4 % of beneficiaries who received mobility support were 

awarded an amount of between 500 and 1,000 US dollars. 

Graph 18 Υ aƻōƛƭƛǘȅǎΩ ŘƛŦŦƛŎǳƭǘȅ perception in Africa 
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The US$1,000ς2,000 bracket accounts for 

24.0 % of responses, bringing the 

proportion of recipients who received less 

than US$2,000 to 67.4 %. The higher 

brackets are significantly less represented : 

10.5 % for amounts between US$2,000 and 

US$3,000, 10.5 % for those between 

US$3,000 and US$5,000, and only 11.7 % 

for grants exceeding US$5,000. 

Graph 19: Breakdown of mobility funding by amount awarded 

This predominance of modest amounts must be interpreted in the light of the actual costs of 

intra-African mobility. A trip between two African countries generally costs between $1,500 

and $3,000 in total, including air travel, accommodation, visa fees and a daily allowance. The 

fact that 67.4 % of grants are below $2,000 indicates that, for the majority of beneficiaries, 

the funding received covers only part of the expenses incurred. 

This partial coverage forces artists and cultural practitioners to supplement their mobility 

budgets through their own means or other sources of funding, thereby exacerbating 

inequalities. 

 

3.3.2. Significant regional variations 

Graph 20: Value of funding by sub-region 
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Table 5: Regional profiles of mobility funding by sub-region 

 
Region 

Micro-

funding 

intensity 

 
Access to High-Value Grants 

 
Profile 

 
West Africa 

 
43% 

 
High (17% in the $3,000ς$5,000 bracket) 

 
Diverse and ambitious 

 
East Africa 

 
48% 

 
Very limited (4% in the 3,000ς5,000 USD range) 

 
Confined to micro-projects 

 
Southern Africa 

 
50% 

 
Moderate (5% in the 3,000ς5,000 USD range) 

 
In line with the average 

 
Central Africa 

 
38% 

 
Very high (20% above 5,000 USD) 

Selective and ambitious 

 
North Africa 

 
36% High (13% above 5,000 USD) Balanced and diversified 

 

East Africa : This region shows a high concentration of micro-financing. Of the total funding 

reported, 48 % falls within the 500ς1,000 USD bracket, which is higher than the overall 

average. Access to substantial funding remains very limited : only 4 % in the 3,000ς5,000 USD 

bracket and 8 % above 5,000 USD. 

Southern Africa : This region mirrors the general continental trend, with 50% of funding in 

the US$500ς1,000 bracket and a distribution similar to that of other regions for the higher 

brackets (5 % for US$3,000ς5,000 and 12 % for >US$5,000). 

West Africa : The general trend towards a concentration on micro-financing is partially 

confirmed. Of the 120 loans reported, 43 % fall within the 500ς1,000 USD bracket. However, 

this region benefits from significant access to large loans : 17 % in the 3,000ς5,000 USD 

bracket and 9 % above 5,000 USD. 

Central Africa : This region presents a markedly different profile. Although 38 % of funding 

falls within the USD 500ς1,000 bracket (a proportion below the average), it has a high share 

of substantial funding : 12 % in the USD 3,000ς5,000 bracket and 20 % above USD 5,000. This 

indicates that Central Africa, whilst receiving less funding in absolute terms, benefits from a 

structure geared towards larger-scale projects. 

North Africa : This region is characterised by a more balanced distribution across the various 

funding brackets. It has a significant presence in the intermediate and high categories : 32 % 

in the USD 1,000ς2,000 bracket (compared with an average of 24 %), 9 % in the USD 2,000ς

3,000 bracket, 10 % in the USD 3,000ς5,000 bracket, and 13 % above USD 5,000. 
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3.3.3. A correlation between the amount of support & career stage 

Cross-ǊŜŦŜǊŜƴŎƛƴƎ ǘƘŜ ŦǳƴŘƛƴƎ ŀƳƻǳƴǘǎ ǿƛǘƘ ǘƘŜ ōŜƴŜŦƛŎƛŀǊƛŜǎΩ ŀƎŜ ƎǊƻǳǇǎ ǎƘŜŘǎ ŦǳǊǘƘŜǊ ƭƛƎƘǘ 

on the funding dynamics : the 30ς39 age group is consistently the best represented across all 

funding levels, with shares ranging from 40 % (500ς1,000 bracket) to 54 % (3,000ς5,000 

bracket). This finding confirms what had already been observed in the analysis of overall 

access : mid-career professionals form the core of the beneficiary population, regardless of 

the funding level considered. 

Graph 21: Amounts of funding awarded for mobility by age group 

 

Two trends deserve particular attention. On the one hand, the 20ς29 age group is more 

heavily represented in the lowest funding brackets : 24 % in the $500ς1,000 bracket, 

compared with just 17 % in the $3,000ς5,000 and over $5,000 brackets. This suggests that 

young professionals not only have less frequent access to funding (as shown in the section : 

Participant profile), but also tend to receive smaller amounts when they do gain access, which 

further reduces their ability to finance a full international mobility experience. 

On the other hand, the 50ς59 age group accounts for a relatively high proportion of the 

largest grants (20 % for amounts over $5,000), which contrasts with their modest overall 

access rate and suggests that senior professionals who do secure funding tend to benefit from 

more substantial amounts, perhaps due to larger-scale projects or a more established 

application profile. 

3.3.4. A quantitative and qualitative gender disparity 

In absolute terms, men receive nearly twice as much funding as women : 259 grants (66 %) 

compared with 132 for women (34 %) out of the 392 grants recorded. 
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For women, 48.9 % of grants fall within the USD 500ς1,000 bracket, and only 16.8 % exceed 

USD 3,000. For men, the concentration in the lower bracket is less pronounced (40.7 %), 

whilst 24.8 % of their grants exceed USD 3,000. This difference reveals that gender inequality 

in mobility funding is both quantitative and qualitative. 

Graph 22: Breakdown of mobility funding amounts by gender (n = 392) 

 

Women therefore not only receive less funding in absolute terms, but also have access to 

smaller amounts. With the majority of grants being under 1,000 USD, women are generally 

only able to fund short trips or small-scale projects. Conversely, grants to fund extended 

residencies, intensive training courses or large-scale collaborative projects are 

disproportionately awarded to men. 

This gender dimension significantly alters the interpretation of the previous analysis. Whilst 

we previously observed that the 25ς35 age group accounted for between 40 % and 54 % of 

funding, we must now recognise that this concentration masks a gendered reality: women in 

this age group are likely to receive much smaller amounts than their male counterparts, 

limiting their ability to turn their mobility into transformative career opportunities. 

3.3.5. A sectoral hierarchy 
Graph 23: Distribution of mobility funding by sector 
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The mobility sector reveals a marked concentration of resources in a few sectors. The 

performing arts (Performance & Celebration) account for 48.0 % of funding. Together with 

the visual arts (18.0 %) and the audiovisual sector (15.5 %), these three sectors monopolise 

81.5 % of the resources available for mobility. 

In contrast, entire sectors remain marginalised. Publishing and the press account for only 3.8 

% of funding, whilst heritage receives 10.2 %. This hierarchy reveals an institutional 

conception of mobility that is heavily geared towards the performing arts and event-based 

dissemination, to the detriment of sectors requiring time, such as writing or preservation. 

3.3.6 Funding geared towards dissemination and skills 

development objectives 

Graph 24: Main types of activities funded under mobility schemes 
 

 
 
 
Graph 25: Distribution of the main objectives of mobility funding 
 

An in-depth analysis of mobility 

objectives reveals a clear concentration 

of grants around two main pillars, which 

together account for nearly 53 % of uses. 

Firstly, training / capacity building / 

education, including work placements 

and volunteering (32 %, of which 28 % is 

for training proper and 4 % for work placements/volunteering). 

This reflects a structural need to develop skills, but one that is met far more through short-

term formats (workshops, training sessions) than through longer, more immersive 

professional placements. 
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The second pillar concerns promotion and engagement with audiences : festival appearances 

and tours account for 21 % of mobility5. 

This high concentration indicates that mobility is primarily used as a means of raising visibility 

and promoting artistic work, and as a tool for professional development and learning. 

Festivals appear to be key venues for the circulation of work, whilst training reflects a 

structural need for skills development. 

Next come networking, research and, finally, creation. When combining networking (12 %), 

forums (2 %) and professional summits (4 %), this pillar of global connection accounts for 18 

% of uses6 . This demonstrates that mobility is a strategic tool for integration into cultural 

ecosystems, essential for developing professional networks, establishing collaborations and 

becoming part of wider artistic circuits. 

Research and creation share fourth and fifth place, with 15 % of responses for 

research/conferences and only 11 % for creation. 

Mobility linked purely to research exchanges is limited to 4 %, indicating underinvestment in 

both long-term and short-term academic mobility. Mobility for artistic residencies accounts 

for only 11 %, revealing a significant gap for the essential activity of creative work. This 

demonstrates that in-depth creative experiences remain less accessible or less frequent than 

event-based mobility. 

3.3.7 Intra-sectoral Structural Inequalities 

Graph 26: Correlation between the cultural sector & the amount of funding for mobility 

 
 

                                                           
5 Although touring involves a multi-date itinerary and a festival is a one-off event, both fulfil the same crucial 
requirement: the dissemination of works beyond their country of origin. 
6 The distinction here lies in the format: a forum or business summit provides a formal setting for macro-level 
discussion, whilst networking transforms these meetings into opportunities for direct partnerships. 
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Table No. 6: Sectoral profiles of funding for mobility 

Sector Total 
Funding 

500ς 
1000 

1,000ς 
2,000 

2000ς 
3,000 

3000ς 
5,000 

>5000 

Performance 
& Celebration 188 79 46 21 21 21 

Audiovisual 
& Interactive Media 

58 26 14 8 3 07 

Heritage 
& Cultural and Natural 

49 11 2 3 2 0 

Design 
& Creative Services 

28 9 9 3 5 2 

Design 
& Creative Services 

23 14 3 0 1 5 

Books & Press 15 4 8 0 1 2 

Heritage 12 3 4 1 2 2 

An analysis of the correlation between sector and funding amounts provides an insight into 

the micro-ecosystem within a given sector. It also reveals structural inequalities: 

- Performance & Ceremonies benefits from a more balanced distribution, with 

significant access to amounts above 3,000 USD. (This reflects group mobility) 

- Visual Arts & Crafts shows an intermediate distribution, with a notable presence in 

the 1,000ς3,000 USD brackets, but more limited access to the highest funding 

amounts. 

- Audiovisual & Interactive Media, although fewer in absolute terms, benefit from a 

relative concentration in the higher funding brackets, suggesting that when this sector 

is funded, it receives more substantial support. 

- Books & Press, Heritage, and Design & Creative Services are concentrated in micro-

funding (500ς1,000 USD), which drastically limits the scope of the projects they can 

undertake. 

Implications for the African Cultural Ecosystem 

This sectoral hierarchy raises several critical questions : 

1- A bias towards the performing arts : ¢ƘŜ ǇǊŜŘƻƳƛƴŀƴŎŜ ƻŦ ΨtŜǊŦƻǊƳŀƴŎŜǎ ϧ 

/ŜǊŜƳƻƴƛŜǎΩ όслл ƛƴǎǘŀƴŎŜǎ ŎƻƳǇŀǊŜŘ ǿƛǘƘ рл ŦƻǊ Ψ.ƻƻƪǎ ϧ tǊŜǎǎΩύ ǎǳƎƎŜǎǘǎ ǘƘŀǘ 

funding schemes favour events and performances at the expense of other forms 

of cultural expression. This may reinforce a narrow view of culture and marginalise 

essential sectors such as publishing and the press. 

2- Marginalisation of heritage and publishing : The virtual absence of support for 

mobility schemes for professionals in the heritage and publishing sectors is 
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particularly worrying. These sectors play a crucial role in the preservation and 

transmission of African cultural knowledge, yet they receive only a tiny fraction of the 

funding. 

3- Limited potential for innovation : Design & Creative Services, a key sector for 

innovation and creative entrepreneurship, receives very little support. This may 

hinder the emergence of a dynamic creative economy in Africa. 

4- Reinforcing effects : Well-funded sectors (Performing Arts & Ceremonies, 

Audiovisual) have access to larger sums, enabling them to fund more ambitious 

projects, attract more talent, and consolidate their position. Conversely, marginalised 

sectors remain trapped in a cycle of underfunding. 

3.4. What Expenses Are Covered? 
Cultural practitioners who have experienced mobility were asked to assess the coverage of 

seven categories of costs essential to mobility, ranking them from 1 (easy to fund) to 5 

(difficult to fund). This section analyses the hierarchy of cost coverage and its regional 

variations, revealing structural gaps. 

 

 

Methodological note: Analysis of covered costs 

Definition and population analysed : This section analyses the coverage of mobility costs for all 
respondents who answered the cost ranking question (N = 266ï288 depending on the type of cost), 
regardless of their funding status. Unlike the previous sections, which focus on the 261 respondents 
who received formal funding or the 392 who received funding of any kind, this analysis includes mobility 
IN GENERAL, whether funded or not. 

Ranking methodology: Respondents ranked each type of cost from 1 (easy to fund) to 5 (difficult to 
fund). The percentages presented in this section represent the proportion of respondents who assigned 
each rank to each type of cost. 

Important: Totals vary by type of cost (266ï288) as each respondent could tick several boxes or none 

at all for a given type of cost. This variation is normal and reflects the different response rates across 

categories. 

Interpretation of the rankings : 
Å Rank 1 (Easy to fund): The cost is consistently covered by the funding received or is inexpensive. 

Å Rank 5 (Difficult to fund): The cost is rarely covered by funding and must be self-funded or remains a 

barrier to mobility. 

Coverage hierarchy : The overall hierarchy is calculated by comparing the percentages of Rank 1 
(easy) and Rank 5 (difficult) for each type of cost. Costs with a high percentage in Rank 1 and a low 
percentage in Rank 5 are considered well covered, whilst those with a low percentage in Rank 1 and 
a high percentage in Rank 5 are considered poorly covered. 

Regional variations :Regional variations are analysed by comparing the percentages of Rank 1 (easy 
to finance) for each type of cost across the five regions (AA, AC, AN, AE, AO). This approach makes 
it possible to identify the regions where coverage is better or weaker for each cost category. 

Limitations : Sample sizes vary by region and type of cost, with some cells having very small sample 

sizes (e.g. Central Africa, N=14ï18). The results for these regions should be interpreted with caution. 
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3.4.1. Structural gaps relating to covered costs 
The analysis reveals a hierarchy in the coverage of mobility costs. Transport and healthcare 

costs are the most accessible, whilst administrative and living costs remain the most difficult 

to cover. 

Graph 27: Level of difficulty in covering the main mobility costs 

 

Most commonly covered costs (Rank 1 ς Ψ9ŀǎȅ ǘƻ ŦǳƴŘΩύΥ 

The three categories of costs that are most easily funded are: 

1- Vaccinations: 39.1 % of respondents (104/266) rate this as easy to fund.7 

2- Flights: 38.9 % of respondents (112/288) rate these as easy to finance. 
3- Accommodation: 35.7 % of respondents (102 out of 286) rated this as easy to 

finance. 

These three categories reflect the priorities of funders: compulsory healthcare costs 

(vaccinations), main transport (flights) and basic accommodation. Together, they represent 

the minimum investment required to make mobility possible. 

Costs most difficult to cover (Rank 5 ς Ψ5ƛŦŦƛŎǳƭǘ ǘƻ ŦǳƴŘΩύ: 

The three categories of costs that are most difficult to fund are: 

1- Visas: 29.3 % of respondents (82/280) classify these as difficult to fund. 
2- Insurance: 29.5 % of respondents (80/271) rated this as difficult to finance. 
3- Vaccination: 28.9 % of respondents (77/266) rated this as difficult to fund. 

This polarisation is telling: visas and insurance, although critical, remain largely uncovered by 

ŦǳƴŘƛƴƎΦ ±ŀŎŎƛƴŀǘƛƻƴǎΣ ŘŜǎǇƛǘŜ ōŜƛƴƎ ƘƛƎƘƭȅ ǊŀƴƪŜŘ ŀǎ ΨŜŀǎȅ ǘƻ ŦǳƴŘΩΣ ŀǊŜ ŀƭǎƻ ŎƭŀǎǎƛŦƛŜŘ ŀǎ 

difficult by 28.9 % of respondents, indicating significant variability depending on destination 

and funding provider. 

                                                           
7 Vaccination  costs are sinificant costs for intra-africain moblity. 
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Intermediate costs: 

Per diem/daily expenses (28.6 % ΨŜŀǎȅΩΣ нлΦр % ΨŘƛŦŦƛŎǳƭǘΩύ ŀƴŘ ŜǉǳƛǇƳŜƴǘκŎƻǎǘǳƳŜǎ όнсΦф % 

ΨŜŀǎȅΩΣ нпΦп % ΨŘƛŦŦƛŎǳƭǘΩύ ƻŎŎǳǇȅ ŀƴ ƛƴǘŜǊƳŜŘƛŀǘŜ Ǉƻǎƛǘƛƻn, with coverage that is less 

systematic and more variable depending on context and sector 

Regional variations: 

Regional analysis reveals significant disparities in the coverage of these costs. 

Graph 28: Regional variation in the coverage of travel expenses 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 
- Flights 
Coverage of flight costs ranges from 32.7 % (North Africa) to 43.8 % (Central Africa) for the 

ΨŜŀǎȅ ǘƻ ŦǳƴŘΩ ŎŀǘŜƎƻǊȅΦ 

Graph 29: Regional differences in flight cost coverage 

 

 

 

 

 

 

 

Central & West Africa show greater accessibility to flights (43ς44%), whilst North Africa has 
the lowest (32.7 %), with a significant proportion finding flights difficult to afford (34.6 %). 
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- Vaccination 
Vaccination coverage shows the greatest regional variation, ranging from 21.4 % Central 

Africa) to 49.0 % όbƻǊǘƘ !ŦǊƛŎŀύ ŦƻǊ ǘƘŜ ΨŜŀǎȅ ǘƻ ŦǳƴŘΩ ŎŀǘŜƎƻǊȅΦ 

 

Graph 30: Regional differences in vaccination coverage 

North Africa has the highest coverage rate (49%), whilst Central Africa has the lowest (21.4 

%). East Africa stands out for having a high proportion of respondents who find vaccination 

difficult to afford (36.7 %). 

- Accommodation 
Accommodation is relatively well covered in most regions, with rates of ΨŜŀǎȅ ǘƻ ŀŦŦƻǊŘΩ 

ranging from 29.6 % (North Africa) to 43.4 % (East Africa). 

Graph 31: Regional differences in accommodation coverage 

 

East Africa offers the best accommodation coverage (43.4 %), whilst Central Africa has no 

respondents who found accommodation difficult to finance (although the sample size is 

small: N=16). North Africa has the lowest rate (29.6 %), suggesting less developed coverage 

in this region. 

 



49  

- Visas 
±ƛǎŀ ŎƻǾŜǊŀƎŜ ƛǎ ƎŜƴŜǊŀƭƭȅ ƭƻǿΣ ǿƛǘƘ ΨŜŀǎȅ ǘƻ ŀŦŦƻǊŘΩ ǊŀǘŜǎ ǊŀƴƎƛƴƎ ŦǊƻƳ 30.2 % (East Africa) 

to 43.8 % (Central Africa). 

Graph 32: Regional differences in visa coverage 

 

Central and West Africa offer greater affordability of visa fees (41ς44 %), whilst East and 

Southern Africa have low rates (30ς31%) with a significant proportion finding visas difficult 

to afford (33ς34%). This disparity reflects differences in mobility policies and regional 

agreements. 

- Per diem / Daily expenses 
Coverage of per diem ranges from 22.6 % (North Africa) to 44.4 % (Central Africa) for 

ǘƘŜ ΨŜŀǎȅ ǘƻ ŀŦŦƻǊŘΩ ŎŀǘŜƎƻǊȅΦ 

Graph 33: Regional differences in per diem/daily expenses coverage 

 

Central Africa has the highest rate (44.4 %), whilst North Africa has the lowest (22.6 %), with 

a high proportion finding per diems difficult to fund (28.3 %). 

- Insurance 
Insurance cover is generally low and highly variable, with rates of ΨŜŀǎƛƭȅ ŀŦŦƻǊŘŀōƭŜΩ ǊŀǘŜǎ 

ranging from 21.4 % (Central Africa) to 36.5 % (North Africa). 
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Graph 34: Regional differences in insurance coverage 

 

East Africa stands out negatively, with 44 % of respondents finding insurance difficult to 

afford ς the highest rate of all regions in this category. North Africa offers the best coverage 

(36.5 %), but remains below 40 %. 

 
- Equipment / Costumes 
/ƻǾŜǊŀƎŜ ŦƻǊ ŜǉǳƛǇƳŜƴǘ ŀƴŘ ŎƻǎǘǳƳŜǎ ƛǎ ǘƘŜ ƭƻǿŜǎǘ ƻǾŜǊŀƭƭΣ ǿƛǘƘ ΨŜŀǎȅ ǘƻ ŀŦŦƻǊŘΩ ǊŀǘŜǎ ǊŀƴƎƛƴƎ 

from 13.3 % (Central Africa) to 31.7 % (West Africa). 

Graph 35: Regional differences in equipment coverage 

 
Central Africa has the lowest rate (13.3 %), whilst West Africa offers the best coverage (31.7 

%). This category of expenditure is the least standardised, reflecting the wide variability in 

needs across artistic disciplines and project types, but above all revealing a structural shortfall 

that is particularly detrimental to the African performing arts. 

An analysis of the costs covered thus reveals three major structural shortcomings in the 

funding of artistic mobility in Africa: 

- Insufficiently covered administrative costs: Visas and insurance, although critical, are 

classified as difficult to fund by 29ς30 % of respondents. These mandatory costs, 

which are often overlooked by funders, represent a significant barrier for artists. 

- Partially covered living expenses: Per diems and equipment, which are essential to the 



51  

quality of mobility, are covered by less than 30 % of funding (per diems: 28.6 %; 

equipment: 26.9 %). This insufficient coverage forces artists to self-fund a significant 

portion of their daily expenses and material needs. 

- Marked regional disparities: Regional variations reveal a fragmentation in funding for 

mobility in Africa, with some regions (Central Africa, West Africa) offering better coverage 

than others (East Africa, North Africa). 

Taken together, these findings paint a picture in which support for artistic mobility, whilst 

existing, remains, for the majority of beneficiaries, below the levels required for fully 

operational mobility. The concentration in the brackets below 2,000 dollars, combined with 

the low frequency of support documented in section 2.2.1, indicates that existing schemes 

often cover only part of the actual costs of international mobility, leaving artists and cultural 

professionals to bear a significant share of the funding burden themselves. This situation is 

likely to exacerbate the inequalities in access already observed, insofar as the ability to top 

ǳǇ ǇŀǊǘƛŀƭ ŦǳƴŘƛƴƎ ŘŜǇŜƴŘǎ ƭŀǊƎŜƭȅ ƻƴ ǘƘŜ ōŜƴŜŦƛŎƛŀǊȅΩǎ ƻǿƴ ǊŜǎƻǳǊŎŜǎΦ 

The quality of support for mobility, assessed in terms of financial amounts, therefore reveals 

a fragmented and unequal landscape, where certain regions and demographic groups enjoy 

significantly better access to structural funding, whilst others remain confined to micro-

funding that limits opportunities for long-term professional development. 

3.5 Who Supports Mobility? 
3.5.1 ANALYSIS OF NATIONAL SUPPORT 
 

Beyond international funding, this section examines the quality and accessibility of the 

support for cultural mobility offered by national stakeholders. In the absence of official data 

and given the scarcity of open-source information, the main objective of this analysis is to 

understand the extent to which African artists and cultural operators have access to domestic 

support mechanisms, and how these contribute to facilitating regional and intercontinental 

artistic mobility. 

This analysis is structured around four key dimensions : 

- Awareness : Are artists and cultural operators aware of the existence of national 
support for mobility? 

- Accessibility : Do these national institutions actually fund artistic mobility? 

- The nature of support : What types of support do these institutions offer (financial, 
logistical, networking, etc.)? 

- Perception of quality : How do artists assess the ease of undertaking mobility 
in this context? 

3.5.1.1 Limited Awareness of National Support 
In response to the question designed to analyse awareness of the existence of local support 

schemes, nearly two-thirds (62 %) of respondents were unaware of or unsure about the 

existence of national support for mobility, compared with only 38 % who answered in the 

affirmative. 
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Aware of the lack of conceptual clarity and terminological precision amongst respondents, 

we reformulated this question as follows Υ Ψ5ƻ ƭƻŎŀl institutions support the participation of 

artists and creative professionals in festivals, professional forums, conferences and training 

ŎƻǳǊǎŜǎΚΩ ŀƴŘ ƛǘ ǿŀǎ ŀǎƪŜŘ ŀƎŀƛƴ ƭŀǘŜǊ ƛƴ ǘƘŜ ǉǳŜǎǘƛƻƴƴŀƛǊŜΦ Lƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘƛǎ ǉǳŜǎǘƛƻƴΣ ǘƘŜ 

overall rate of affirmative responses stood at 51 %. 

Graph 36: Awareness of non-public national support  
 

 

 

 

 

 

 

 
Graph 25: Local institutions support 

 
 

Graph 37: Local institutions supporting artists and creative professionals by sub-region 

 

This paradox highlights a problem of information and visibility. Beyond the possibility of a 

genuine lack of support in certain contexts, this observation confirms and underscores the 

well-documented structural weaknesses in the development of the cultural and creative 

industries in Africa, notably: 

- Low visibility of local mechanisms supporting mobility. National public and non-

public institutions that offer support do not publicise this sufficiently amongst artists 

and cultural operators, thereby creating a critical information asymmetry. 

- Fragmentation of support provision. Funding and support exist in various 

institutional forms (ministries, foundations, local authorities) without centralised 
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coordination or communication, making access to resources opaque and difficult. 

- Shortcomings in governance and transparency. These problems affect both public 

institutions and private organisations, and are exacerbated by limited capacity in 

terms of information management and the collection of reliable data. 

Although regional disparities are evident, the overall imbalance between those who are 

aware of the support available and those who are not remains a dominant feature. 

Graph 38: Awareness of national support schemes by African sub-regions 

 

Table 7: Comparison of awareness levels of national mobility support schemes. 

 
 

Country 

 
Aware (YES) 

 
% 

Aware 

Not aware / 
5ƻƴΩǘ ƪƴƻǿ 

% Do not 
ƪƴƻǿ κ 5ƻƴΩǘ 

know 

 
 

Total 

Democratic 

Republic of the 

Congo 

 
9 

 
39.1% 

 
14 

 
60.9% 

 
23 

Egypt 9 34.6% 17 65.4% 26 

Kenya 8 25.0% 24 75.0% 32 

Morocco 12 54.5% 10 45.5% 22 

Nigeria 11 27.5% 29 72.5% 40 

South Africa 17 53.1% 15 46.9% 32 

Senegal 14 66.7% 7 33.3% 21 

Tunisia 23 34.3% 44 65.7% 67 

Zimbabwe 12 36.4% 21 63.6% 33 
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It is clear that the lack of data contributes to obscuring the actual contribution of local 

institutions to supporting mobility in Africa. However, it is well established that the majority 

of major national events (festivals, conferences, forums and meetings) are heavily funded by 

governments and local sponsors, and that they systematically offer mobility grants to their 

national and international participants. 

In order to capture this aspect, we have included indirect indicators in the study. Whilst we 

are well aware of their limitations, these indicators nevertheless enable us to identify a 

general trend. We therefore formulated the following question Υ Ψ5ƛŘ ȅƻǳ ǊŜŎŜƛǾŜ Ƴƻōƛƭƛǘȅ 

ǎǳǇǇƻǊǘ ŦǊƻƳ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ƻǘƘŜǊ ǘƘŀƴ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ƛƴǎǘƛǘǳǘƛƻƴǎΚΩ 

 
The results reveal that 38 % of respondents who received mobility support stated that they 

had been supported by bodies other than international organisations. This figure confirms 

the existence of a significant local contribution, which is often under-documented in macro-

economic analyses of the sector. 

Graph 39 : Existence of national mobility support schemes  
 

Although these responses do not 

allow for a precise quantification of 

the actual volume of local mobility 

support, they do confirm not only its 

existence but also demonstrate that 

this contribution is far from 

negligible. 

 
This trend is confirmed at the sub-regional level, revealing significant disparities in access to 

local support. In some regions, notably North Africa and Southern Africa, access to local 

support exceeds that of international support. By contrast, in almost all other sub-regions, 

the gaps in favour of international aid remain minimal, calling into question the dominant 

narrative that cultural mobility in Africa depends primarily on international funding. 

Graph 40: Availability of national mobility support schemes by sub-region 
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Graph 41: Regional distribution of recipients and non-recipients of local support for mobility 

 

3.5.1.2 A Diverse but Unbalanced Range of Opportunities 
An analysis of the data on the quality of local mobility support reveals a diverse but 

unbalanced provision. Direct funding, networking, cooperation and accommodation 

constitute the four main pillars of support provision. There is a marked concentration on 

certain types of support: direct funding alone accounts for 21 % of the total provision. This 

dominance of financial support is accompanied by a near-total absence of complementary 

elements essential to effective mobility. Administrative support for visas, information and 

communication, as well as export support, remain marginal in the continental provision. 

Graph 42: Types of support for mobility provided by local institution 

 

 

 

 

 

 

 

Regional disparities exacerbate this structural imbalance. Southern Africa offers a range of 

support characterised by a particular focus on networking (38 mentions) and direct funding 

(53 mentions), whilst Central Africa offers limited support across all types of assistance 

(funding: 20 mentions, accommodation: 15 mentions, cooperation: 10 mentions). 
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Graph 43: Type of mobility support provided by local authorities, by sub-region 

 

One of the major limitations of local provision is its inability to address the actual barriers to 

mobility. Indeed, although funding accounts for 19 % of mentions, it is not accompanied by 

commensurate administrative support : visa support is limited to 8 % of mentions, 

information and communication to 9 %, and export assistance to just 6 % of mentions. This 

imbalance reveals a critical shortfall in the provision of cross-cutting services essential to 

effective mobility. 

3.6. The Benefits of Mobility  

This section examines these benefits at two levels: the international level (mobility to Europe, 

the Americas & Asia) & the intra-African level (mobility within the continent). Whilst obstacles 

and barriers reveal what hinders mobility, the perceived benefits reveal what drives it. 

The predominant benefits associated with international mobility are networking and 

collaboration, which account for 31 %, followed by training and creativity (28 %) and 

economic benefits (20 %). 

Graph 44: Benefits of international mobility     Graph 45: Benefits of national mobility

 

The analysed responses, interviews and qualitative feedback highlight that the benefits of 
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national mobility extend beyond the simple act of travelling. It is seen as a key driver for 

inclusion, economic development, cultural exchange, collaboration and the promotion of 

national heritage. Concrete initiatives aimed at facilitating this mobility are crucial for 

strengthening the cultural fabric across the country and for providing opportunities to a 

greater number of stakeholders. National mobility thus emerges as an important foundation 

for a dynamic and diverse cultural scene. 

Several key advantages are attributed to national mobility, as perceived by the 

stakeholders interviewed; the most significant benefits and recurring themes highlighted in 

the responses collected are: 

1. Accessibility and Inclusion (as opposed to international mobility): A key point is 

that national mobility is perceived as more accessible and inclusive than international 

mobility. It does not necessarily require long, costly journeys (such as by aeroplane) 

and can involve shorter, more frequent trips within the country. This makes it possible 

to involve a greater number of cultural stakeholders. 

2. Economic Development and Market Opportunities: Domestic mobility is 

recognised as a driver of economic development, creating market opportunities for 

artists and cultural organisations across the country. It facilitates access to new 

audiences and new sources of income at a national level. 

3. Cultural Exchange and Diversity: A major benefit highlighted is the promotion of 

cultural exchange between different regions within the same country. Despite an 

overarching national culture, there are significant local cultural distinctiveness. 

Mobility enables these to be discovered, fosters mutual understanding and enriches 

the national cultural landscape as a whole. 

4. National Collaboration and Networking: Mobility facilitates meetings and 

collaboration between cultural actors (artists, organisations, institutions) based in 

different parts of the country. These collaborations can lead to innovative projects, 

the sharing of skills and the creation of a stronger national professional network. 

The cultural and heritage development dimensions are also identified as major benefits of 

national mobility, going beyond purely economic aspects. 

4. Mobility Practices 
4.1 Mobility Flows 

Moving beyond the quantitative measurement of mobility, this section examines mobility 

practices through four dimensions : Incoming and outgoing flows to identify trends and main 

destinations ; the continental and regional hubs that structure these flows ; the modes of 

transport used, which reflect access realities ; and, finally, the needs expressed (desired 

flows) and future preferred destinations of professionals. This multi-dimensional approach 
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enables us to explore the mechanisms that shape mobility, in particular the influence of 

funding on travel patterns and the gaps between available provision and actual needs. 

The analysis of flows is structured around three complementary axes based on the responses 

to the survey of 603 respondents: 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

- Incoming mobility: Countries from which artists, creatives and entrepreneurs arrive 

to work, perform or take part in residencies in Africa.8 

- Outgoing mobility: Countries to which African artists, creatives and 

entrepreneurs travel to visit, work, create or network.9 

- Desired mobility: Top destinations where respondents would like to receive 

support for mobility10. 

4.1.1 Incoming mobility 

Incoming mobility to Africa is a fundamental factor in understanding the attractiveness of 

African destinations and the movement patterns of international cultural actors. 

Analysis of countries of origin reveals a 

highly diverse distribution, with 2,497 

mentions of flows spread across 1,111 

unique flows linking 155 countries of origin 

to 36 African host countries. This diversity 

shows that Incoming mobility to Africa is not 

concentrated around a few major flows, but 

rather distributed across a large number of specific mobility routes. African sources account 

                                                           
8 Question asked to respondants : What are the " incoming mobility " countries (what are the countries of artists, 
creatifs, entrepreneurs that get to your country to work, perform, residency etc in a mobility program) 
9 What are the " outgoing mobility " countries (countries towards which to artists, creatifs and entreprneurs from 
your countries go to visit, work, create, connect etc). 
10 Mobilité désirée : List the top 5 countries/destinations you would like to have a mobility support program to. 

Methodological note: 
This section examines cultural mobility flows based on the experiences reported by 603 cultural 

professionals and artist across the five African sub-regions. Respondents describe their personal 

experiences and mobility journeys, without claiming to provide exhaustive or representative data on 

all mobility flows across the continent. 

This approach takes into account several potential biases inherent in self-reported data: 

- Recall bias: respondents may omit or overestimate certain destinations, particularly those 

relating to mobility that took place some time ago. 

- Social desirability bias: an over-representation of destinations perceived as 

prestigious, such as France, Germany or the United States, may be observed. 

- Visibility bias: the best-known destinations are cited more frequently, whilst emerging or 
less publicised destinations may be under-represented. 

Our approach is therefore primarily exploratory and descriptive. It aims to document the main patterns 

of mobility observed rather than to establish causal relationships or test explanatory hypotheses. 
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for 1,279 mentions (51.1 % of the total), whilst non-African sources account for 1,218 

mentions (48.8 % of the total). This near-parity indicates that incoming mobility to Africa 

stems in equal measure from  

African and international sources. South Africa emerges as the leading source with 156 

mentions, whilst France and Germany are the leading non-African sources with 150 and 114 

mentions respectively. 

In terms of destination countries, Nigeria emerges as the dominant hub, attracting 303 

mentions (12.13 %), establishing the country as the main destination for Incoming mobility. 

South Africa and Zimbabwe complete the trio of major destination countries, accounting for 

a combined total of 774 mentions, or 31.0 % of total Incoming mobility. 

4.1.1.1 Distribution of Countries of Origin 

The top 20 countries of origin account for 1,330 mentions, representing 53.26 % of total 

Incoming mobility. This moderate concentration indicates that Incoming mobility is well 

distributed across several major sources, with a significant long tail of countries making 

secondary contributions. 

The top 20 countries of origin include : South Africa (156), France (150), Germany (114), the 

United States (95), Nigeria (88), the United Kingdom (66), Ghana (64), Burkina Faso (64), the 

Republic of the Congo (62), Democratic Republic of the Congo (53), Canada (51), Kenya (48), 

Rwanda (48), Mali (43), Tanzania (42), Botswana (41), Togo (38), Cameroon (37), China (37), 

Ivory Coast (33). 

Map No. 1: Number of mentions of countries of origin for artistic mobility (Top 20). 
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African countries feature prominently in this list. African sources account for 1,277 mentions (51.1 % 

of the total), whilst non-African sources account for 1,220 mentions (48.9 % of the total), with fourteen 

of the top twenty origins, reflecting the significance of intra-African mobility. This establishes Africa as 

a major destination for cultural actors in both categories. 

Graph 47 : Non-African flows by region of origin (Incoming mobility to Africa) 

 

 

 

 

 

 

 

Non-African countries (France, Germany, the United States, the United Kingdom, Canada 

and China, etc.) illustrate the continued existence of close links between African cultural 

ecosystems and international networks. This pattern highlights the dual intra-African and 

international nature of the mobility dynamics observed. 

China, the only Asian country in the top 20 countries of origin for migration to Africa, reflects 

ǘƘŜ ŎƻǳƴǘǊȅΩǎ ƎǊƻǿƛƴƎ ƛƳǇƻǊǘŀƴŎŜ ƛƴ !ŦǊƛŎŀƴ ŎǳƭǘǳǊŀƭ ƭƛŦŜΣ ƭƛƴƪŜŘ ǘƻ ƛǘǎ ƛƴŎǊŜŀǎing economic 

influence on the African continent. 

4.1.1.2 Major Reception Hubs 
Analysis of host countries reveals a moderate concentration around major hubs, which are 

concentrated in three African regions: West Africa (Nigeria, Ghana, Burkina Faso, Mali), 

Southern Africa (South Africa, Zimbabwe, Zambia), and East Africa (Kenya, Rwanda, Uganda, 

Tanzania). This regional distribution shows that Incoming mobility is structured around major 

regional hubs rather than being evenly distributed across the continent. 

4.1.1.3 Distribution of Host Countries 
The top 10 destinations account for 1,615 mentions, representing 64.6 % of total Incoming 

mobility. This moderate concentration indicates that Incoming mobility is well structured 

around major hubs, with a significant proportion flowing to secondary destinations. 
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Map No. 2: Main Host Countries 

 

The top 10 receiving countries include : Nigeria (303), South Africa (245), Zimbabwe (226), Kenya 

(160), Rwanda (138), Ghana (117), Uganda (112), Burkina Faso (109), Mali (103),Zambia (102). 

Nigeria emerges as the dominant hub, attracting 303 mentions (12.13 %), establishing 

the country as the main destination for incoming migration.  

South Africa ranks second with 245 mentions (9.81 %), whilst Zimbabwe ranks third position 

with 226 mentions (9.05%). These three destinations account for 774 mentions, or 31.0% of 

total Incoming mobility, revealing a significant concentration. 

Non-African flows 

The 1,218 mentions of non-African flows represent 48.8 % of total incoming mobility. The 

regional distribution of non-African origins reveals a clear predominance of Europe, which 

accounts for 638 mentions (52.4 % of non-African flows), followed by Asia with 193 mentions 

(15.8 %) and North America with 152 mentions (12.5 %). This distribution shows that Africa 

mainly attracts European cultural practitioners, with a significant presence of Asian and North 

American practitioners. 

Among the major non-African countries of origin, France emerges as the dominant source 

with 150 mentions (12.3 % of non-African flows), Germany ranks second with 114 mentions 

όфΦо ҈ύΣ ǿƘƛƭǎǘ /Ƙƛƴŀ Ǌŀƴƪǎ ǘƘƛǊŘ ǿƛǘƘ от ƳŜƴǘƛƻƴǎ όоΦл ҈ύΣ ƘƛƎƘƭƛƎƘǘƛƴƎ /ƘƛƴŀΩǎ ƎǊƻǿƛƴƎ 

importance as a source of mobility to Africa. 
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Map No. 3: Non-African flows of artistic mobility: origins and destinations 

 

In terms of destinations, non-African flows are distributed evenly across the three major 

African hubs: South Africa (82 mentions), Nigeria (78 mentions) and Zimbabwe (49 mentions). 

This distribution reveals that international cultural actors are moving towards the major 

African hubs, establishing these destinations as the main magnets for international mobility 

4.1.1.4 Hubs of origin for Incoming mobility 

Europe: The Major Hub 

Europe accounts for 638 mentions, establishing the continent as the major source of incoming 

mobility. This predominance highlights the enduring importance of cultural and economic ties 

ōŜǘǿŜŜƴ 9ǳǊƻǇŜ ŀƴŘ !ŦǊƛŎŀΣ ŀǎ ǿŜƭƭ ŀǎ !ŦǊƛŎŀΩǎ ŀǇǇŜŀƭ ǘƻ 9ǳǊƻǇŜŀƴ ŎǳƭǘǳǊŀƭ ŀŎǘƻǊǎΦ 

Map No. 4: European Flows to Africa 
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Within the European hub, France dominates by a wide margin with 150 mentions (23.5 % of 

the hub), establishing the country as the major source of cultural mobility to Africa. Germany 

ranks second with 114 mentions (17.9 %), whilst the United Kingdom ranks third with 66 

mentions (10.3 %). These three countries account for a total of 330 mentions, representing 

51.7 % of European mobility to Africa. 

The main destinations for European cultural actors are South Africa (82 mentions), Nigeria 

(78 mentions) and Zimbabwe (49 mentions). This distribution reveals that European cultural 

actors are concentrated in the three major African hubs, with a slight preference for South 

Africa and Nigeria. 

Asia: The Emerging Hub 

Asia accounts for 193 mentions (15.8 % of non-African flows), establishing the continent as 

the second major hub for incoming mobility to Africa. This significant presence highlights 

!ǎƛŀΩǎ ŜƳŜǊƎŜƴŎŜ ŀǎ ŀ ǎƻǳǊŎŜ ƻŦ ŎǳƭǘǳǊŀƭ Ƴƻōƛƭƛǘȅ ǘƻ !ŦǊƛŎŀΣ ǊŜŦƭŜŎǘƛƴƎ ǘƘŜ ƎǊƻǿƛƴƎ ƛƴǘŜǊŜǎǘ ƻŦ 

Asian cultural actors in the African continent. 

Map No. 5: Asian Flows to Africa 

 

Within the Asian hub, China dominates with 37 mentions (19.2 % of the hub). India ranks 

second with 28 mentions (14.5 %), whilst Japan ranks third with 22 mentions (11.4 %). These 

three countries account for a combined total of 87 mentions, representing 45.1 % of Asian 

mobility to Africa. 

The main destinations for Asian cultural actors are Nigeria (27 mentions), Zimbabwe (25 

mentions) and South Africa (22 mentions). This distribution reveals that Asian cultural actors 

also focus on the three major African hubs, with a slight preference for Nigeria. 


